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LA FABRICA-CASA: HABITATS COLABORATIVOS Y PATRIMONIO
INDUSTRIAL DESDE LOS 60 EN NYC

THE FACTORY-HOME: COLLABORATIVE HABITATS AND INDUSTRIAL HERITAGE IN NYC
FROM THE 1960S

Maria F. Carrascal Pérez €20000-0001-8194-9995
Silvana Rodrigues de Oliveira> 0000-0001-7621-9234

RESUMEN Nueva York, paradigma de la ciudad vertical, fue también escenario de procesos disruptivos que reaccionaban a las
numerosas acciones de renovacion urbana iniciadas en los afos cincuenta en los que se adoptaba el modelo moderno residencial
sobre operaciones de tabula rasa. En la siguiente década, desde el mundo del arte se produjeron ciertos proyectos que supusieron
una alternativa habitacional en espacios productivos obsoletos Esta investigacion, apoyada en la metodologia de estudio de casos,
presenta tres propuestas en las que antiguas industrias se relacionarian de forma innovadora y complementaria con el proyecto
de vivienda colectiva. El primer caso, ideado por el artista I. Noguchi, con el apoyo de Buckminster Fuller, supuso la transformacion
de una antigua fabrica en un jardin abierto de esculturas en el contexto de la comunidad residencial de Astoria. Las dos iniciativas
siguientes fueron impulsadas por J.K. Davidson y el J.M. Kaplan Fund: un sistema de viviendas cooperativas en el distrito manufac-
turero de SoHo ideado por el artista G. Maciunas y el arquitecto S. Shapiro, y un proyecto de conversion de los antiguos Bell Labs en
el Westbeth Artists Housing, por el arquitecto R. Meier. Estas iniciativas pioneras indagaran en la construccion de hébitats inclusivos
y colaborativos en espacios industriales, en su rehabilitacion adaptativa y configuracién como espacio doméstico creativo, asi como
en su significacion como patrimonio emergente.

PALABRAS CLAVE patrimonio industrial; vivienda colaborativa; Nueva York; comunidad artistica; regeneracion creativa; reha-
bilitacion adaptativa.

SUMMARY New York, paradigm of the vertical city, was also the setting for disruptive processes in response to numerous ur-
ban renewal actions which began in the 1950s. These actions adopted the modem residential model based on construction from
scratch. In the following decade, however, certain projects, springing from the art world, provided an alternative for living reusing
obsolete productive spaces. Following a case study methodology this research presents three complementary proposals in which
former industrial spaces are innovatively linked to the collective housing project. The first case, designed by the artist I. Noguchi with
the support of Buckminster Fuller, transformed a former factory into an open sculpture garden within the residential community of
Astoria. The next two initiatives were promoted by J.K. Davidson and by the J.M. Kaplan Fund: a cooperative housing system in the
SoHo manufacturing district, designed by the artist G. Maciunas and the architect S. Shapiro, and a project by the architect R. Meier
converting the former Bell Labs headquarters into Westbeth Artists Housing. In their adaptive reuse and configuration as creative
domestic spaces, these pioneering initiatives further explored the construction of inclusive and collaborative habitats in industrial
spaces, as well as their importance as emerging contemporary heritage.

KEYWORDS |Industrial heritage; collaborative housing; New York; artists’ community; creative regeneration; adaptive reuse.
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INTRODUCCION. DEL BLOQUE A LA FABRICA

a regeneracion y gestion del patrimonio de ori-

gen productivo constituye hoy uno de los gran-

des retos de la ciudad postindustrial, en el que,
ademas, el sector creativo juega un papel relevante y
reconocido por la UNESCO." Estos espacios industriales
fueron senalados en los anos ochenta por los arquitectos
Bernardo Secchi e Ignasi de Sola-Morales como lugares
de oportunidad y expresion de la vida contemporanea?,
sin embargo, artistas y creadores, ya en la década de
los sesenta, ensayaron en estos enclaves propuestas
extraordinarias que plantearian nuevas formas compar-
tidas de habitar alejadas de las operaciones urbanisticas
entonces vigentes.

El caso de Nueva York es especialmente para-
digmatico en la reutilizacion de enclaves industria-
les. Esto parte de un contexto especifico proclive a la
blsqueda de alternativas. Por un lado, se produjo una
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desindustrializacion paulatina de la ciudad a favor de un
nuevo modelo econémico financiero que dejaba mul-
tiples espacios y distritos productivos obsolescentes,
abandonados o infrautilizados. Por otro, se dio una re-
accion en ciertos sectores de la sociedad a los proce-
sos radicales de renovacién urbana que acontecian en
la ciudad desde los afios cuarenta®. Ademas, existia una
contracultura creciente motivada por una sobrepobla-
cion de artistas y creadores en busca de otras formas
de vida y trabajo. Nueva York experimenté un consta-
table problema de alojamiento para esa gran cantidad
de personas que, desde las guerras europeas, habfa
estado llegando. También, intelectuales y creadores que
vieron cémo esta ciudad le habia robado la capitalidad
cultural a Parfs y apreciaban su dinamismo®. Los acon-
tecimientos de Mayo del 68 avivarfan, ademas, un esce-
nario reivindicativo que, sumado al Movimiento Hippie,
promovié el asociacionismo de colectivos marginados

1 UNESCO. Politicas para la creatividad: Guia para el desarrollo de las industrias culturales y creativas. Francia: UNESCO, 2010.
2 SECCHI, Bernardo. Le condizioni sono cambiate. En: Casabella, 1984, n.° 298-99, p.12. DE SOLA-MORALES, Ignasi. Terrain Vague. En: Anyplace. Cambrid-

ge, Mass, 1995, p. 120.

3 PAGE, Max. The Creative Destruction of Manhattan, 1900-1940. Chicago: University of Chicago Press, 1999.
4 GUILBAULT, Serge. De como Nueva York robd la idea de Arte Moderno. Valencia: Tirant lo Blanch, 2007.
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y la constitucién de comunidades con marcadas identi-
dades urbanas®.

La situacion de la vivienda llegada la década que
ocupa a esta investigacion estaba dominada por la ini-
ciativa politica que buscaba grandes operaciones de
transformacién urbana partiendo de la devastacion del
tejido urbano existente, sin ninguna sensibilidad por
sus habitantes y sus simbolos®. El urbanista Robert
Moses, ya con el control del Parks Department and the
Triborough Authority, serfa el presidente del Slum Clea-
rance Committee, encargandose de poner en marcha
el Urban Renewal Program, Title 1, cuyo objetivo era
construir nuevas viviendas “renovando” los conside-
rados abarrotados barrios marginales de la ciudad’.
Stuyvesant, en el Lower East Side, pionero en este tipo
de proyecto, fue desarrollado por la Metropolitan Life
Insurance Company para albergar 24.000 personas.
Estaba organizado en 110 superbloques residenciales
y adopté la férmula moderna de torres en forma de X
encajadas sobre un extenso territorio (32 hectareas) en
la densa trama de Manhattan, lo que elimindé un gran
numero de construcciones y calles preexistentes®.
Moses lanzd una gran campana publicitaria para po-
pularizar proyectos de supresion de zonas marginales
implicando a ambiciosos promotores privados desde
la Redevelopment Companies Law. Estas practicas,
basadas en la separacion de usos, propias del urba-
nismo moderno funcionalista, alejaban el trabajo de la
vida doméstica, dificultando la incorporacion de la mu-
jer alavida laboral, y, asimismo, generaban dependen-
cia del transporte privado, fomentando el incremento
de autopistas que, para su construccioén, fracturaban
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1. Vista superior de Stuyvesant Town y Peter Cooper
Village, junto al East River (2012).

distritos y comunidades vulnerables. Estas préacticas
inducfan a la division racial y de clases y a la exclusion
de grupos menos favorecidos econémicamente de sus
barrios® (figura 1).

La oposicién a estas acciones se hizo manifiesta
en la hoy reconocida figura de Jane Jacobs Desde la
publicaciéon de su articulo (“Downtown is for people”,
Fortune Magazine, 1958) con su The Death and Life
of Great American Cities, 1961 y, tras intensos y con-
trovertidos enfrentamientos publicos con Moses, des-
empend un papel clave en la desarticulacién de sus
propuestas, como en la del plan de renovacién para
el West Village. Su ultimo gran logro llegaria en 1969,
cuando contribuyd a descartar definitivamente el pro-
yecto de la Lower Manhattan Expressway, una linea
que unfa el Holland Tunnel con los puentes de Man-
hattan y Williamsburg y que destruiria toda la zona al
sur de la calle Houston (SoHo), ubicacion del segundo
objeto de estudio de este articulo.

En los casos presentados a continuacion se aprecia
cémo hubo, ademas, otra oposicién al planteamiento
moderno de renovacion urbana con propuestas que se
alejaban de los discursos dominantes de la arquitectura
y el urbanismo de entonces, donde se ponderaba maxi-
mizar y estandarizar la produccion de vivienda colectiva
dejando escaso espacio a lo singular y lo existente™,
Artistas y arquitectos, en contacto con los movimientos
culturales y contraculturales de los sesenta, con una
actitud disruptiva, abanderarian procesos de recupe-
racion urbana, optando por la regeneracion frente a la
renovacion radical. En este contexto, el espacio indus-
trial jugarfa un papel fundamental por su disponibilidad,

5 BANES, Sally. The reinvention of Community. En: Greenwich Village 1963: Avant-Garde, Performance and the Effervescent Body. Durham: Duke University

Press, 1993, pp. 33-80.

6 BERMAN, Marshall. I. Robert Moses: The Expressway World. En: All That Is Solid Melts Into Air: The Experience of Modernity. Nueva York: Simon & Schuster,

1982, pp. 291-312.

7 As head of the Parks Department, he regenerated 1700 parks, created hundreds of new ones and countless playgrounds. En: FLINT, Anthony. Wrestling with
Moses. How Jane Jacobs took on New York’s Master Builder and Transformed the American City. New York: Random House, 2009, p. 33.

8 Conjunto ubicado entre la Primera Avenida, Avenida C y las calles 14 y 23 “When you operate in an over built metropolis, you have to back your way with a
meat ax.” Robert Moses’s memoir. En: Public Works: a Dangerous Trade. New York: MaGraw-Hill, 1970. CARO, Robert. The Power Broker: Robert Moses and The

Fall of New York. New York: Vintage Book Edition, 1974, p. 849.
9 FLINT, Anthony, op. cit. supra, nota 7, pp. 55-56.

10 FRANK, Suzanne. IAUS, The Institute for Architecture and Urban Studies. An insider's Memoir by Suzanne Frank. New York: Author House, 2011, p. 21.
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flexibilidad y simbolismo en esta cultura enérgicamente
capitalista, terminando, incluso, por significarse y patri-
monializarse a través de estas experiencias''. Ademas,
frente a la monotonia y monofuncionalidad de las pro-
puestas residenciales modernas, la nueva habitabilidad
generarfa diversidad al disolver los limites de la activi-
dad residencial y la laboral de la esfera privada y pu-
blica. La nueva identidad productiva seria de caracter
abierto e inclusivo, diferente seguin el agente creador o
comunidad que lo propiciaba. A esto se uniria que sus
procesos de reutilizacién, adaptativos, autogestionados
y sostenidos con recursos limitados, impulsarian una in-
cipiente conciencia ecolégica'?.

La investigacion desarrollada es de naturaleza his-
toriogréfica y la metodologia articulada se basa en el
estudio de casos y utiliza documentacion de fuentes
contrastadas, archivos publicos y privados de la ciu-
dad de Nueva York (fundamentalmente procedente del
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Noguchi Museum Archive, Fales Library-NYU, Avery
Library-Columbia University)'®. Se seleccionan tres pro-
puestas desarrolladas en esta década que se exponen
en orden cronolégico. Todas ellas se desarrollan en es-
pacios productivos obsoletos y presentan la singularidad
de relacionarse de forma innovadora con el proyecto de
vivienda colectiva, ya sea generando un espacio comun
0 equipamiento que complementa un complejo residen-
cial existente carente de atributos y lugares de sociabili-
zacion, planteando un sistema habitacional cooperativo
que permitiese un acceso abierto a estos enclaves in-
dustriales y favoreciese su conversion a uso residencial
desde la construccion de alianzas, o articulando un alo-
jamiento temporal que fomentase la interaccion y experi-
mentacion. Las tres, como se podré constatar, buscarian
construir a través de la creacion artistica un modelo habi-
tacional socialmente inclusivo que permitiese compartir
responsabilidades y recursos.

11 GILMARTIN, Gregory F. Landmark Law. En: Shaping the City. New York and the Municipal Art Society. Section 18. New York: Clarkson Potter Municipal Art

Society Library, 1995.

12 HUDSON, James R. Invasion-Succession in SoHo. The Unanticipated City: Loft Conversions in Lower Manhattan. Amherst: University of Massachusetts

Press, 1987.

13 CARRASCAL PEREZ, Mara F. City and Art: Cross-dialogue on Space. New York in the 1970s. Tesis doctoral: Universidad de Sevilla, 2015.
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LA FABRICA JARDIN. NOGUCHI GARDEN

MUSEUM. ISAMU NOGUCH]I, RICHARD

BUCKMINSTER FULLER Y SHOJI SADAO,

1961-1975. LONG ISLAND CITY, QUEENS

Este caso introduce uno de los planteamientos de reutili-
zacion hoy méas extendidos para el patrimonio industrial,
aquel dirigido a un uso cultural o creativo. Se trata de un
ejemplo pionero en la transformacién de un enclave so-
cialmente estéril en centro cultural y lugar simbdlico para
la comunidad residencial en la que se ubica.

Long Island City, Queens, se incorporé a la ciudad de
Nueva York en 1898, convirtiéendose en una de las mayo-
res zonas industriales del pais' (figura 2). En ella, convivia
una mezcla atfpica de industrias y viviendas creadas con
anterioridad al Zoning de 1961 que exigia la separacion
de usos. Swingline, Admas Chewing Gum, Eagle Elec-
tric, Pepsi-Cola o Sunshine Bakery fueron algunas de las
empresas alli ubicadas que convivian con complejos re-
sidenciales dispersos donde se aplicaba la tipologia ha-
bitual moderna de torre sobre basamento, conformando
un tejido fragmentado e incompleto. Con el tiempo, las
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industrias obsoletas se convertirian en espacios de opor-
tunidad, posibles equipamientos en forma de proyectos
de autor para estas austeras estructuras residenciales.

El artista Isamu Noguchi, trabajando entre Japon y
Estados Unidos, dio el primer paso en esta direccion, en-
contrando en este paisaje un lugar donde establecerse y
desarrollar una singular idea de estudio-jardin-museo'®.
Comprendié precozmente el valor dialéctico de aquellos
lugares de inspiracion para la creacion artistica y de aper-
tura de su trabajo a la comunidad residencial de Astoria.
En 1961, se instald en una antigua nave industrial de 24
X 12 metros en la calle 10. Madokoro Yukio, carpintero
y Shiraishi Nobu, escultor, colaboraron en su transfor-
macion. Utilizando bloques de cemento, lo dividieron en
tres zonas: trabajo, almacenamiento y vivienda. Como él
mismo observd, era mas un pied-a-terre, un “taller con
cuartos de estar” que una vivienda habitual'®,

Posteriormente, en 1975, se haria con una fabrica de
fotograbado de los afos treinta situada al otro lado de la
calle, en el 32-33 de Vernon Boulevard (figura 3). Su tex-
tura de ladrillo, sus amplios espacios vacios y generoso

14 “History of Long Island City,” Queens West Villager. http://www.queenswestvillager.com/about/detail/history_ of_long_island_city [consulta 30-06-2014].
15 Esta cronologia se basa en la autobiografia del artista. En: NOGUCHI, Isamu. A Sculptor’s World. New York, Evanston: Harper & Row, 1968; y SADAQ, Shoji;
BUCKMINSTER FULLER, Richard; NOGUCHI, Isamu. Buckminster Fuller and Isamu Noguchi: best of friends. Milano: 5 Continents Editions, 2011. pp. 54-73.

16  En esos anos, Noguchi realizaria varias obras pablicas en Nueva York, como el jardin acuético subterraneo del Chase Manhattan Bank Plaza (1961-
1964), su primer Playscape en Piedmont Park (1975-1976), y numerosos parques y jardines. Disponible en: https://www.noguchi.org/artworks/public-works/

[consulta: 05-10-2022]
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2. Foto aérea de Long Island City, afios setenta.

3. Planimetria (1928) y fotografias de la nave indus-
trial del futuro Noguchi Garden Museum Long Island
City, Queens (c. 1975).

4. (izda.) Isamu Noguchi en su estudio (1964);
(dcha.) Isamu Noguchi y Richard Buckminster Fuller
(c. 1970).

PROYECTO, PROGRESO, ARQUITECTURA
189

patio, dos plantas, con un sétano de 1800 metros cua-
drados y una zona exterior de 800, la cualificaban para
culminar su idea de museo-jardin fluido y abierto.

Con la colaboracion de su amigo Buckminster Fuller
(figura 4) y su estrecho colaborador, el arquitecto Shoji Sa-
dao, que se instalaron con él, rehabilitaron integralmente la
deteriorada fabrica. Se realizaron operaciones inteligentes
y sencillas, honestas con los materiales empleados. Se li-
jarony sellaron los suelos, se crearon particiones de pladur
y de bloques de cemento, se instalaron placas acusticas
en el techo, un nuevo acristalamiento en las ventanas y se
actualizé el sistema de calefaccion y agua caliente. Una
vez recuperado, se instalaron las esculturas de Noguchi
que parecian surgir naturalmente de ese enclave, y se cred
un lugar de trabajo compartido por los tres'.

El Isamu Noguchi Garden Museum se inaugurd en
1986, dos anos después de la muerte de Buckminster
Fuller. Este serfa su obra maestra en Long Island City y
uno de los pocos espacios escultéricos de caracter abier-
to, didactico y divulgativos en la ciudad de Nueva York
(figura 5). A tenor de su trayectoria, parece razonable que
Noguchi considerara su fabrica como un jardin. “When

the time came for me to work with larger spaces -decia- |
conceived them as gardens, not as sites with objects but
as relationships to a whole .

El museo se formalizé dentro del edificio de ladrillo uti-
lizando blogues de cemento desnudos diferenciando 13
zonas para una seleccion de esculturas que abarcarfan,

17 De hecho, en 1976, Fuller fue invitado a participar en la primera exposicion del Museo Cooper-Hewitt de Nueva York, MAN TransFORMS de Hans Hollein,
junto con Arata Isozaki, Nader Ardalan, Ettore Scottsass Jr. y Richard Meier. Utilizaria este espacio, para preparar los paneles y las grandes maquetas de su
obra. SADAQ, Shoji; BUCKMINSTER FULLER, Richard; NOGUCHI, Isamu, op. cit. supra, nota 15(2), p. 207.

18 “l would say this came from my knowledge of the dance theater, where there is evidently a totally of experience by the audience”. En: NOGUCHI, Isamu.
The Isamu Noguchi Garden Museum. New York: Harry N. Abrams Publishers, 1987, p. 11.
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5. Esquema de las plantas de acceso y primera del Noguchi

Garden Museum.

6. Jardines e interior del Noguchi Garden Museum (2014).

PLANTAPRIMERA

o

en continuidad, espacios interiores y exteriores. Los
grandes ventanales se abrfan al patio interior con el jar-
din cuidadosamente disefiado segun sus conocimientos
japoneses (figura 6). Todo el sétano estaba destinado a
albergar sus obras de piedra.

La colaboracion entre Noguchi y Buckminster Fuller ha-
bia dado lugar a una particular relacion entre arte y arquitec-
tura con una palpable conciencia social. El arte que, segun
Robert Smithson, “cultiva o recicla” los terrenos baldios de

PLANTABAJA

la ciudad estarfa haciendo exactamente eso'. Las casas y
cUpulas de Fuller, y los monumentos, parques infantiles y
jardines de Noguchi, tenfan como objetivo mejorar la vida
de sus habitantes, del mismo modo que este jardin de es-
culturas acercaba la experiencia cultural a una comunidad
desprovista de belleza y escenarios simbolicos®.

Esta propuesta tuvo un inmediato legado en los con-
textos vecinos. Mas adelante, seria el artista, Mark di
Suvero, instalado en el margen proximo del East River,

19 SMITHSON, Robert. Cultural Confinement. En: SMITHSON, Robert. The Collected Writings. Ed. Jack Flam. New York: New York University Press, 1979, p.

156.

20 Video grabado por Michel Blackwood, en Spotelo, Italia, en junio de 1967. En: SADAO, Shoji; BUCKMINSTER FULLER, Richard; NOGUCHI, Isamu, op. cit.

supra, nota 15(2), p. 185.
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quien motivaria la creacién del Sécrates Sculpture Park,
un parque abierto a la experimentacion que surgirfa en
un vertedero de tierras procedentes de la construccion
del metro. Se trataria de un proyecto autogestionado y
colaborativo realizado realizado con el apoyo de Noguchi
y la participacién de los habitantes de Astoria y que ter-
minaria finalmente incorporandose al sistema de parques
publicos de la ciudad®'. Ambas propuestas cualificarian,
con esta tipologia especificamente norteamericana de
parque artistico, a los espacios adyacentes de los com-
plejos residenciales de esta zona, avanzando la nece-
sidad de profundizar en ellos. La mayorfa languidecian,
pobres, desprovistos de zonas comunes y zonas verdes,
debido a su rapida y austera construccion. Estos jardines
culturales, por tanto, tendrian el potencial de revertir esta
situacion y fomentar la cohesion social de estos barrios.

LA FABRICA COHABITADA. FLUXCOOPS,
GEORGE MACIUNAS Y SHAEL SHAPIRO,
1965-68. SOHO, MANHATTAN
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Uno de los casos mas paradigmaticos de ocupacion de
espacios industriales fue el abanderado por la contra-
cultura neoyorquina de los sesenta en el distrito ubicado
al sur de la calle Houston, el SoHo. Fue especialmente
interesante la propuesta habitacional planteada por el
artista George Maciunas, lider del conocido grupo Flu-
xus. La incursion artistica en este singular tejido produc-
tivo tiende a pensarse como espontanea e improvisada,
sin embargo, el estudio en profundidad de su historia re-
vela que se tratd de un proceso en gran medida intelec-
tualizado y planificado por Maciunas, proyectado por el
arquitecto Shael Shapiro, y promovido por J.M. Kaplan
Fund y la National Foundation for the Arts?? (figura 7).
En este contexto, el joven arquitecto Shapiro, forma-
do en el Rensselaer Polytechnic Institute, participaria en
la comunidad experimental de creadores materializando,
particularmente, este propdsito en los grandes espacios
de las industrias manufactureras que componian SoHo.
Seria también el arquitecto de la primera conversion del
Public School n.° 1 de Long Island City, PS1, en cen-
tro artistico experimental, un proyecto impulsado por la

21 W.AA. Ten Solutions, Socrates Sculpture Park. New York: Long Island City. The Athena Foundation Inc. Municipal Art Society Library, 1986. Disponible en:
https://socratessculpturepark.org/wp-content/uploads/2020/02/AthenaFoundation.pdf.

22 CARRASCAL PEREZ, Maria F. The shared use of the cityscape. Revisiting the extraordinary case of SoHo. En: Telondefondo. Revista de Teoria y Critica
Teatral [en linea]. Buenos Aires: Universidad de Buenos Aires, 2016, vol. 6301, pp. 227-254 [consulta: 05-10-2022]. ISSN 1669-6301. Disponible en: http://

revistascientificas.filo.uba.ar/index.php/telondefondo/article/view/3155.
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HOUSTON ST. 7. (lzda.) Fachada del Fluxhouse Cooperatives
(1966); (dcha.) ubicacion de las Fluxohouses; folleto
informativo (c. 1967).
PRINCE ST.
de espacios amplios y costosos que, de otro modo, se  por Gilbert Schellenger en 1894 y propiedad de la inmo-
alejaban de sus posibilidades. biliaria Boehm and Coon, Shapiro contemplé una trans-
James R. Hudson examina en su libro The Unanticipa- ~ formaciéon minima: la planta de acceso contenfa ofici-
ted City. Loft Conversion in Lower Manhattan los cambios  nas, almacenes y algunas zonas comunes basicas; la
en los patrones de uso del suelo en el Bajo Manhattan ~ primera, concentraba espacios ensayo para actividades
durante un periodo de treinta anos, hasta 1987, argu-  teatrales; a partir de la segunda planta, se ubicaban dos
SPRING ST. mentando que, en el caso concreto del SoHo, la reutili-  unidades habitacionales por nivel que compartian cocina
) zacion del tejido urbano postindustrial fue llevada a cabo vy aseos insertados junto al nicleo vertical (figura 8). Algu-
E 180 . integramente en su inicio por las comunidades artisticas ~ nas unidades eran ligeramente diferentes, méas diafanas,
;;( z - 5 = 'gJ__ locales. Utiliza el concepto medioambiental de “invasion-  produciendo una mayor disolucion de usos. El espacio
é g % é ‘g‘ sucesion” para explicar la conversion a residencial del  tradicionalmente productivo, conservando su esencia, se
E § g g :ccg uso del suelo y la identificacion de su poblacién con el transformaba en residencial, incorporando elementos de
i @ arte mas vanguardista. Inicialmente, los lofts mas reduci- ~ mobiliario y, en algunos casos, diferenciando alguna ha-
= dos, de menor valor y poco atractivos para las empresas  bitacion de caracter mas privado o singular: dormitorios,
BROOME ST- manufactureras, se transformaban primero en vivienda  cuartos oscuros para revelado, oficinas, cinematecas, bi-
I de forma aislada®. Al principio de la ocupacion artistica,  bliotecas, etc. Todas estas operaciones atendian a las ne-
469-75 4535 segun el critico de arte, Lawrence Alloway, los artistas se  cesidades particulares de sus inquilinos, y se construian
33 conocifan escasamente y fue precisamente este sistema  en colaboracion con ellos. Aunque cada unidad pertene-
comunidad de creativos de SoHo e ideado por Alanna cooperativo unido a otras iniciativas de “estudio abierto”,  cfa a un artista, familia o colectivo, la necesidad de auto-
Heiss, fundadora de la organizacion Institute for Art and como el 10 Downtown, las que fueron despertando un  gestion, de compartir recursos, de colaborar en las tareas
Urban Resources, que darfa lugar al MoMA PS12, 64-70 GRAND ST. sentido de comunidad?”. de mantenimiento del edificio, asi como la conciliacion
Joan k. Davidson, entonces vicepresidenta del J.M. I El proyecto de Shapiro se ubica en la légica de “arte  familiar, hacia que los espacios se compartiesen frecuen-
Kaplan Fund, junto a sus padres Jacob y Alice, promovie- 331 20-26 como vida” que prosperaba en el momento y que se tra-  temente y se crearan regimenes de uso mixtos y flexibles.
ron numerosos proyectos para la comunidad artistica de . ducfa en una necesaria disolucion de los espacios de vida El arquitecto viviria en la tercera planta, adquirida por
Nueva York con espiritu innovador y civico. Davidson se- y trabajo, entendiendo el espacio cotidiano y domestico 5000 $. Inicialmente construyé una habitacion de ma-
ria también la directora de la excepcional asociacion City 16-18 como motor de innovacion y experimentacion. Asf, las  dera para tener un espacio calefactado, pues el acon-
Walls que utilizaba el arte mural para la transformacion CANAL 57— | denominadas catedrales norteamericanas, edificios del  dicionamiento térmico de la voluminosa estancia era
visual de barrios en decadencia. Es resenable la labor de : | siglo xix con singulares fachadas de hierro fundido que  un gran problema. La precariedad de la estructura y su

mujeres que, desde el mundo de la cultura, las fundacio-
nes sin animo de lucro y la contracultura, actuaron como
mecenas, impulsoras y gestoras de una transformacion
sensible de sus entornos urbanos mediante el arte, pro-
moviendo una mejora de la vida de sus habitantes mas
vulnerables?. Asf, el J.M. Kaplan Fund se implicaria como
avalista del sistema cooperativo de Maciunas permitien-
do que, tras ciertas operaciones de divisién y optimiza-
cion de estos enclaves industriales, los artistas pudieran

tener acceso a ellos por solo 2000 dolares de entrada
por accionista, utilizando el dinero para renovaciones y
cobrando inicialmente solo 200 $ al mes por espacios de
unos 300 metros cuadrados aproximadamente®. Este
modelo de /oft cooperativo, ideado por Maciunas permitia
a los artistas negociar con los propietarios la adquisicion

23 Asimismo, Shapiro realizaria proyectos para artistas como Yoko Ono y John Lennon y terminaria especializandose en la reutilizacion adaptativa de espa-
cios industriales, transformando lofts neoyorquinos en residencias. En: BERNSTEIN, Roslyn; SHAPIRO, Shael. lllegal Living: 80 Wooster Street and the Evolution

of SoHo. New York. Vilnius, Lithuania: The Jonas Mekas Foundation, 2010.

24 CARRASCAL PEREZ, Marfa F. Pioneras de un acceso abierto a la ciudad: Alanna Heiss, Doris C. Freedman y Anita Contini. En: IX Jornadas Internacionales

Arte y Ciudad, 2020, pp. 617-626.

25 SIMPSON, Charles R. The Achievement of Territorial Community. En: SoHo: The Artist in the City. Chicago: The Univ. of Chicago Press, 1981. pp.153-188.
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combinaban la funcionalidad y operatividad de un capita-
lismo naciente con recreaciones simbdlicas de la antigua
Europa, serfan escenarios muy convenientes para la ex-
perimentacion e incluso para la dignificacion del trabajo
del artista como industria emergente en la ciudad?.

En 1966, se inicia la primera actuacion en el edificio
80-82 de la calle Wooster, unos almacenes de siete plan-
tas de15 x 30 metros aproximadamente con fachada de
mamposterfay estilo renacentista, disefiado originalmente

desgaste hizo que la terminara desmontando y comenzd
un proceso lento de transformacion, aislando techos e
introduciendo piezas singulares de mobiliario. Insertaria
asi, una plataforma diagonal que servia de sofa, cama'y
almacenamiento. Algunos objetos reciclados se conver-
tian en armarios o incluso divertidas hamacas colgantes
que proporcionaban otras perspectivas del espacio. La
materialidad “en bruto” y la libertad creativa que permi-
tlan estos espacios industriales generaban una gran

26 HUDSON, James R. Invasion-Succession in SoHo. En: The Unanticipated City: Loft Conversions in Lower Manhattan. Amherst: University of Massachusetts

Press, 1987, p. 38.

27 ALLOWAY, Lawrence. 100 Studios. 10 Downtown 10 Years (New York: P.S.1. Institute for Art and Urban Resources and 112 Workshop, 1978. Cat. coord.
KLEIN, Gloria y P.S.1. Institute for Art and Urban Resources, 11/09/1977-02/10/1977; p. 7).

28 GAYLE, Margot; GAYLE, Carol. Cast-Iron Architecture in America. The significance of James Borgadus. New York, London: W.W. Norton & Company, Muni-

cipal Art Society Library, 1998, pp. 75-86.
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diversidad de nuevos paisajes domésticos originales y
plasticos enunciando una nueva forma de vivir alejada de
las propuestas funcionalistas y segregadoras de la vivien-
da colectiva moderna®.

En junio de 1968, se habrfan fundado un total de once
cooperativas en diecisiete edificios de las calles Prince y
Broome, y a lo largo de West Broadway® 3.

A finales de los anos sesenta, sin embargo, el eleva-
do compromiso con la comunidad de Maciunas termind
causandole graves problemas en la gestion de las coope-
rativas. Utilizaba el dinero de los depdsitos de cada Flux-
houses en beneficio de todo el colectivo. Asi, cuando una
cooperativa estaba en peligro, la recataba con el fondo

comun, pero, si una necesitaba recuperar su inversion, el
dinero no estaba faciimente disponible. En un principio,
su sistema cooperativo favorecid enormemente el esta-
blecimiento de los artistas en el SoHo, pero resulté ser
demasiado débil e inestable, llegando a su fin en 1968; no
obstante, legitimarfa e inspirarfa la busqueda de nuevas
formulas habitacionales en el SoHo en enclaves similares.

Las Fluxhouses eran ilegales al introducir el uso re-
sidencial en el industrial: era nuevo, disruptivo para esta
época. Respondian con inteligencia a un contexto deter-
minado: la necesidad de vivienda, una sobrepoblacion
de artistas en busca de mejores condiciones de vida y
trabajo, en esta ciudad postindustrial obsolescente y

29 Asimismo, a principios de la década, Luzio Pozzi se instald en la calle Greene y Christo en la calle Howard. HUDSON, James R., op. cit. supra, nota 12, p. 37.
30 George Maciunas, tras varios afos y problemas con las cooperativas, dejo el SoHo y la ciudad de Nueva York, falleciendo en Massachusetts en 1978. En
el 80 Wooster Street mantuvo el sistema cooperativo con sus once unidades ocupadas por artistas al menos hasta 1992. En: GRAY, Christopher. The irascible
‘father’ of SoHo. Streetscapes: 80 Wooster Street. En: The New York Times, 15-03-1992.

31 HUDSON, James R., op. cit. supra, nota 12, p. 37-38.
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8. (Izda.) Edificio Fluxhouse en n.° 80 de la calle
Wooster; (dcha.) Planta segunda, estado en 1970 y

en 2010.
9. SoHo, 2014.
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disponible. Por ello, tendria consecuencias en la aproba-
cién de nuevas leyes y regulaciones urbanas. Entre 1964
y 1971, se aprobaria la primera Loft Law Soho que permi-
tirfa la conversion legal de estas industrias, y, a la cual, le
siguio le siguié en 1973 la designacion del SoHo como
Distrito Histérico protegiendo su singular arquitectura de
hierro fundido® (figura 9).

Frente al modelo residencial moderno, la conversion
de estos lugares admitia la diversidad funcional y una
mayor inclusion social. Diversos colectivos artisticos,
reivindicando su condicién de género, raza u origen co-
mun, encontrarian en estas arquitecturas una forma de
asociacionismo y significacion en esta ciudad®. La mul-
titud de actividades que acontecian simultdneamente en

32 GAYLE Margot; GAYLE, Carol, op. cit. supra, nota 28, p. 16.
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ellas disolverfa la tradicional divisién entre lo privado y lo
publico, entre lo doméstico y lo laboral. Ademas, su inno-
vacion como modelo de residencia parece hacerse hoy
mas palpable. La coexistencia que posibilitaba el mode-
lo cooperativo en estos edificios estaria en linea con las
propuestas cohabitacionales actuales (cohousing) que
fundamentan su sostenibilidad en la capacidad de com-
partir recursos.

LA FABRICA COMPARTIDA. WESTBETH

ARTISTS' HOUSING, RICHARD MEIER,

1971. MEATPACKING, MANHATTAN

El fendbmeno SoHo tuvo un legado inmediato en el pro-
yecto de residencia artistica temporal ubicado en el distri-

33 AULT, J. A Chronology of Selected Alternative Structures, Spaces, Artists’ groups, and Organizations in New York City, 1965-85. En: Alternative art, New York,
1965-1985: A Cultural Politics Book for the Social Text Collective. Minneapolis: University of Minnesota Press, 2002, pp. 17-59.
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10. Westbeth Artists’ Housing (2014).

11. (Izda) Plaza de acceso de Westbeth Artists’ Hou-
sing (1970); (dcha.) Patio interior (2014).

to de Meatpacking, Westbeth Artists Housing. Esta ope-
racion la desarrollo el arquitecto Richard Meier entre 1969
y 1970, y fue también promovida por el J.M. Kaplan Fund
en su preocupacion por dignificar la vida del artista, su-
poniendo la transformacién de mayor escala un complejo
industrial en los Estados Unidos.

Los principales edificios del emplazamiento fueron
construidos por el destacado arquitecto Cyrus Eidlitz en-
tre 1898 y 1920 albergando las principales instalaciones
de investigacion de Western Electric. El edificio fue sede
de Bell Laboratories hasta 1966 cuando se traslada a
Nueva Jersey respondiendo a los procesos de desindus-
trializacion que experimentaba la isla. Un ano después,
fue adquirido por el Kaplan Fund y el National Council
on the Arts, activando una colaboracion publico-privada.
Estaba formado por trece enormes estructuras de acero

y hormigén que se habfan ido afadiendo con el tiempo
y tenfa la peculiaridad de estar atravesado por la linea
ferroviaria Meatpacking desde los afos treinta (figura 10).

La propuesta de Meier establecié el punto focal en el
patio existente (antigua zona de carga). Con la cubierta
eliminada, se convertiria en un espacio abierto conecta-
do directamente con la planta baja y con accesos a la
calle mediante pérticos que unificaban la heterogénea
arquitectura del complejo (figura 11). Los cinco primeros
niveles integraban viviendas-estudio con espacios comu-
nes para programas publicos®. Las plantas bajas alber-
gaban galerias, instalaciones teatrales y un restaurante;
mas adelante acogerfan, ademas, una sinagoga y una
guarderfa. El sétano contarfa con un laboratorio fotogréafi-
co financiado por Westbeth para que los artistas lo amor-
tizaran a lo largo de los anos. La amplia sala de calderas

34 RUESCAS BAZTAN, Juan. Objetos tenaces: adaptive reuse en Meatpacking, 1970-1985. Tesis Doctoral: Universidad Politécnica de Madrid, 2016.
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se utilizarfa como estudio para esculturas de gran enver-
gadura. La propuesta original también prevefa espacios
comerciales a lo largo de la calle publica interior, uso que
nunca llegd a producirse. Las plantas superiores estaban
reservadas para companias de danza, serian sede de la
Merce Cunningham Dance Co. y posteriormente del Mar-
tha Graham Center of Contemporary Dance. La azotea
albergaba un parque infantil y una guarderfa planificada
con la ayuda de los inquilinos. Meier referiria Westbeth
como un “edificio vivo”, dejando intencionadamente es-
pacios inacabados y procesos abiertos®.

La intervencion era contenida y dotaba cada planta
de los recursos minimos para el nuevo uso demandado,
conciliando vivienda y lugar de trabajo creativo con es-
paciosos talleres. Meier proyecta 338 lofts para los tres
edificios del complejo (A, B, C). Hubo que modificar la
normativa del New York City Building Department para
permitir soluciones tipo loft con la méxima apertura y flexi-
bilidad interior para que los inquilinos los dividieran como
desearan, alejandose de los requerimientos normativos

habituales. Seria asi el primero de los distritos de zonifi-
cacion especial de la ciudad de Nueva York, con lo que
lograrfa la financiaciéon parcial de vivienda publica® (figu-
ral1).

La alta densidad de unidades de vivienda-trabajo
se debid a cuestiones de viabilidad. Segun Meier, era la
Unica manera de que el proyecto fuera razonablemente
financiable y asequible para los artistas. En cuanto al pro-
grama y la tipologia edificatoria que adoptd Meier, éstas
evocan a alguna de las experiencias de viviendas colec-
tivas del periodo de entreguerras de la URSS, conocidas
como “domma-kommuny”. Eran edificios comunas que
incorporaban en sus zonas comunes actividades de la
vida doméstica -guarderias, lavanderias, cocinas y co-
medores-, facilitando la incorporacion de las mujeres al
mundo laboral. Ademas, incluian espacios para activida-
des culturales. Como ejemplo de ello, la Organizacion de
Arquitectos Contemporaneos (OSA), buscando nuevos
modelos para la vivienda social, convocaria en 1926 el
Concurso Amistoso. Ginzburg propondria un edificio con

35 BERKELEY, Ellen Perry. Westbeth: Artists in Residence. En: Architectural Forum. Boston: Architect’s World, oct. 1970, vol. 133, pp. 46-47.
36 idemy en: DAHL, Per-Johan. The story of Westbeth: discovering the abstract lines of an artists’ colony. The Journal of Architecture London: RIBA, 2014,

vol. 19, n.° 3, pp. 305-328.
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WESTBETH HOUSING

After lacating the present site, both the
National Council and the Kaplan Fund pro-
vided interim financing and seed money
grants of $750,000 to begin Westbeth as a
non-profit venture. The project is ultimately
being financed under the Federal 221(d)(3)
middle income housing program—total cost
of land acquisition and renovation is abaut
$10 million.

The site is a square block in the West
Village, bounded by the West Side High-
way, Bank, Bethune and Washington Streets.
The main buildings on the site were erected
between 1898 and 1920, and were originally
designed to house laboratory facilities for
Bell Telephone Company; all have high-
ceiling rooms, large factory-type windows,
thick masonry walls, poured concrete floors,
and fireproof construction throughout.

Meier's toughest problem was the trans-
formation of this rather chaotic block of
buildings into some sort of identifiable
whole. The strongest existing feature in the
complex was the central air court of the lab-
oratory facilities, roofed over and used as
atruck loading area by Béll. Meier made this
relatively narrow shalt the unifying spatial
feature, connecting it at the ground with
three of the peripheral streets and to the
small on-site park facing Bank Street (see
plans, right). The design of the park, the
cleaning and painting of the existing exte-
riors, and the reglazing of some existing
windows is the only new work on most of
the exterior of the project. The new bal-
conies (rendering, page 103} which project
into the central court shaft fulfill city build-
ing regulations, providing two means of
egress from apartments.

Inside, Meier's manipulation of space has
ingeniously increased the amount of apart-
ment area available by reducing circulation
areas. In the ten-floor center portion of
the complex (section, above right! interior |
corridors have been eliminated on all but |
three floors—circulation to apartments in
this section of the building facing the court
well occurs on floors 3, 6 and 9 only. Apart-
ments here are two-level units; the first or
entry level on the corridor floor is relatively
small, with a stair leading either up or dewn
(depending on the apartment) to the main
level, which runs clear through what used
to be the old corridors, from window wall e
to window wall, some 50 feet—compare e
ficor plan six with floor plan seven, right, + I P

People are moving inta Westbeth now, 3 L
and occupancy will be complete by mid-

March. In rehabilitating old buildings, in-
stead of tearing down and starting over, and “ E
in the act of claiming apartments from com- | 5

mercial space, Westheth offers some useful
clues about possible ways of improving
cities throughout the country.

‘WESTBETH ARTISTS HOUSING, New
Architect: Richard Meier—Gerald Gurla
Meinharde, asociates; hurray Emslie, p
tect; John Chimera, field representative
<al engineers: Wald & Zigas; structural
selcher-Aths Asocistes; contactor: Graphic-sur- |
rett Company.
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un pasillo interior-distribuidor de una tipologia de duplex
conectado interiormente mediante una escalera en para-
lelo. Su compafero Andrey Ol unificaria tres niveles del
edificio y distribuiria las unidades también por un corre-
dor central y con una escalera interior, perpendicular a
las fachadas, se accederia al otro nivel del duplex. Una
tipologia parecida a la que proyectara Le Corbusier en
la Unidad de Habitacion de Marsella (1947-1952)%. De
modo que Meier, para insertar las viviendas-estudio en
el interior de los edificios de Westbeth, crearia tres tipo-
loglas de uno, dos o tres dormitorios con espacio de
trabajo adicional, resueltas con un ingenioso sistema de
duplex entrelazados y acomodados a la estructura pre-
existente. Desarrollarfa una solucién cercana al mencio-
nado proyecto de OI', agrupando tres plantas distribuidas
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LOPEN | left shows the

SECTION A-4

1 mrEmon cixcuLaTion
[ exTERion GALLERIES 8 couRTS
[ TYPicAL TWO BEGROOM DURLER
[ TymicaL THREE BEOROOM DUPLEX

[ TrRicaL EFmiciERCY, ONE & Two
aEoRoOH FLATS

desde un pasillo interior en niveles intermedios (3.2, 6.2y
9.2 planta) (figura 12).

Las unidades, con escaleras interiores superpuestas
e insertadas en el sistema existente de viguetas, paralelas
a las fachadas, permitian ascender o descender a la otra
planta situada sobre o bajo la unidad vecina. Asi, practi-
camente todas, disfrutaban de una planta con el ancho
completo del edificio, ventiladas a ambas fachadas y con
amplias miradas al patio mencionado, enriqueciendo el
espacio. Meier también proyectd una tipologia para un
solo artista, con el mobiliario generd una entreplanta-
dormitorio logrando mas espacio de trabajo a nivel del
suelo. Las unidades compartian balcones semicirculares
en las fachadas interiores del patio permitiendo la eva-
cuacion de incendio desde la casa vecina, una solucion

37 MOVILLA VEGA, Daniel; ESPEGEL ALONSO, Carmen. Hacia la nueva sociedad comunista: la casa de transicion del Narkomfin. Epilogo de una investigacion.
En: Proyecto, Progreso, Arquitectura. Universidad de Sevilla, noviembre 2013, n.° 9., pp.29-32.

Con licencia CC BY-NC-SA 4.0 - DO htp;//dx.doi.org/10.12795/ppa.2022.i27.11
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12. Publicacion Artists’ Housing: The Westbeth Re-

habilitation Project, Architectural Record (marzo

1970).

13. Tipologjas de vivienda-estudio de 1, 2'y 3 dormi-

torios, Westbeth Artists” Housing (seglin planimetria

de Meier, 1970).
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excepcional ya que eran escasas las escaleras en el edi-
ficio existente® (figura 13).

Westbeth estaba pensado para acoger a artistas nove-
les con ingresos modestos (programa 221d3) que debian

pasar por un dificil proceso de admisién para ser acogi-
dos temporalmente durante un méximo de tres afios con
el fin de ayudarles a integrarse en la escena artistica y la
industria creativa neoyorquina®. Sin embargo, el relevo de

38 MEIER, Richard. Westbeth and flexible code interpretations, p.106. En WAGNER Jr., Walter F. (ed). Artists’ Housing: The Westbeth Rehabilitation Project. En:
Architectural Record. Nueva York: McGraw Hill, march 1970, vol. 147, n.° 3, pp. 103-106. ISSN 0003-858X.

39 BERKELEY, Ellen Perry, op. cit. supra, nota 35, pp. 46-47.

M. F. CARRASCAL PEREZ, S. RODRIGUES DE OLIVEIRA. “La fabrica-casa....”. N27 Procesos disruptivos: arquitecturas desde los sesenta. Noviembre 2022. E. Universidad de Sevilla. ISSN 2171-6897 / ISSNe 2173-1616
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14. Interior de las unidades de Westbeth Artists’ :
Housing (1970). Richard Meier

15. Conferencia Richard Meier sobre Westbeth Ar-
tists’ Housing, con Kenneth Frampton (2014).

AL/

artistas previsto a penas se produjo debido a los fuertes
lazos comunitarios que se fueron generando® (figura 14).

La publicacion de 1970 sobre Westbeth en Architec-
tural Record incide en el valor sostenible de la propuesta,
donde se minimizaban costes y recursos reaprovechando
material y simbolicamente estos espacios industriales*'. De
hecho, el importe de la construccion del proyecto fue de
unos 15.000 ddlares por unidad, incluidas las instalaciones
comunitarias, 10 que supuso la mitad del coste si hubiese
sido de nueva construccién. En una época encrudecida
por la Crisis del Petrdleo, la rehabilitacion parecia adquirir
un mayor sentido. Westbeth se convirtié en otra evidencia

de la necesidad de abordar la regeneracion frente a la re-
novacion, indagar en nuevos modos de habitar, motivando
cambios en las proximas regulaciones relativas a los es-
pacios industriales. Unos afos después de la designacion
del SoHo como Distrito Histérico, este edificio también seria
declarado Monumento Histérico Nacional (1975).

HACIA UN HABITAR COLABORATIVO
CONTEMPORANEO

Estas tres experiencias en Nueva York, vinculadas a su
proceso de desindustrializacion, el Jardin-Museo Nogu-
chi, Fluxcoops-SoHo y Westbeth, supusieron una pues-

40 Artistas, como Hans Haacke, Barbara Rosenthal, Ed Sanders, asi como la poetisa Muriel Rukeyser y la fotografa Diane Arbus, encontraron un hogar en
estas unidades. AMATEAU, Albert. City dubs Westbeth a landmark. En: The Villager, nov. 2011, vol. 81, n.° 22, pp. 3-9.

41  WAGNER Jr., Walter F. (ed), op. cit. supra, nota 38, p. 103.

M. F. CARRASCAL PEREZ, S. RODRIGUES DE OLIVEIRA “La fabrica-casa: habitats...”. Proyecto, Progreso, Arquitectura. Noviembre 2022. E. Universidad de Sevilla, ISSN 2171-6897 / ISSNe 2173-1616
Con licencia CC BY-NC-SA 4.0 - DO htp;//dx.doi.org/10.12795/ppa.2022.i27.11

ta en valor del espacio productivo desde el arte como
soporte de nuevas férmulas de convivencia. El caracter
experimental y la mentalidad abierta de los artistas esti-
mularia el avance de propuestas habitacionales disrupti-
vas con su tiempo, alejadas de la produccién masiva de
vivienda colectiva moderna. En ellos, lo comin y com-
partido se sitan en el centro, la convivencia es el mo-
tor del proyecto, demostrando una incipiente conciencia
ecolégica. Es precisamente su fuerte identidad social y
comunitaria, unida a la colaboracién publico-privada, lo
que provocaria la patrimonializacién de estos enclaves,
su significacion y preservacion, pasando a formar parte
de lo que el filbsofo Marshall Berman denominaria el bos-
que de simbolos de esta ciudad®.

Los casos aqui citados, iniciativas en torno al arte en
la ciudad de Nueva York, abren una reflexion sobre el ori-
gen de la co-vivienda en esta ciudad. Posiblemente estos
fueran modelos pioneros en estimular la convivencia entre
sus diferentes habitantes, ya fuese desde la experiencia
cultural de una fabrica convertida en plaza o jardin para
una comunidad sin recursos; o desde una propuesta au-
togestionada de viviendas-estudio insertas en un tejido
industrial; o desde un proyecto de residencia colectiva y
talleres preparado para la apropiacion creativa y la cohe-
sion social. Estas intenciones se relacionan directamen-
te con los objetivos del co-housing actual, que nace de
la cooperacion entre vecinos, o el co-living, que plantea
residencias temporales con un rico espacio comuin que
estimula la colaboracion, la conciliacion y el co-trabajo®.
Aunque estas férmulas parecen igualmente estar tensio-
nadas por la especulacion inmobiliaria, la presion turistica
y la variabilidad del mercado financiero, constituyen una

Aportacion de cada autor:

linea de trabajo cada vez mas necesaria en la busqueda
de bienestar en un contexto afectado por la escasez de
recursos y constantes crisis.

Ademés, estos proyectos evidencian otro asunto de
interés actual, la disolucion entre espacios de vida, tra-
bajo y convivencia. La vivienda es también un espacio
productivo, debe, por tanto, estimular la creatividad y las
sinergias necesarias para provocarla. La casa-estudio/
taller hoy no se limitaria al artista o creativo, alcanzaria al
trabajador autbnomo, al empresario emergente, al tele-
trabajador, al inventor digital, y a personas implicadas en
muchos sectores productivos de la sociedad, fundamen-
talmente aquellos que dependen del conocimiento.

Por Ultimo, se constata que los espacios productivos
obsoletos o infrautilizados todavia serpentean en exten-
sas zonas de grandes ciudades que experimentaron una
industrializacion importante. Estos enclaves, muchos ya
sefialados como patrimonio contemporaneo, ofrecen la
oportunidad de crear proyectos de viviendas bajo estos
nuevos enfoques cohabitacionales. Este propdsito, de-
seable para incorporarlo en los programas actuales tam-
bién de vivienda publica, ya se esté ensayando en paises
con una aproximacion mas social en su gestion urbana.m

Maria Fernanda Carrascal-Pérez (MFC-P); Silvana Rodrigues-de-Oliveira (SR-0)
Conceptualizacion; metodologia; andlisis y preparacion del escrito (MFC-P 60% - SR-0 40%)

Autorfa: (MFC-P 60% - SR-0 40%)

42 BERMAN, Marshall 1., op. cit. supra, nota 6, p. 315.

43 WILLIAMS, Jo. Designing neighborhoods for social interaction: The case of cohousing. En: Journal of Urban Design. London: Taylor & Francis, 2005, vol.

10, n.° 2., pp. 195-227. ISSN 1469-9664.
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LA FABRICA-CASA: HABITATS COLABORATIVOS Y PATRIMONIO INDUSTRIAL DESDE LOS 60 EN NYC
THE FACTORY-HOME: COLLABORATIVE HABITATS AND INDUSTRIAL HERITAGE IN NYC FROM THE 1960S
Maria F. Carrascal Pérez (210000-0001-8194-9995

Silvana Rodrigues de Oliveira®) 0000-0001-7621-9234

p.185 INTRODUCTION. FROM BLOCK TO FACTORY Fales Library-NYU, Avery Library-Columbia University)'. These three proposals from the 1960s selected for study
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The regeneration and management of heritage of industrial origin is currently a major challenge faced by the
postindustrial city, one in which the creative sector plays a crucial role, as UNESCO has recognised." While in the
1980s the architects Bernardo Secchi and Ignasi de Sola-Morales identified these industrial spaces as places for
opportunity and for the expression of contemporary life?, as early as the 1960s artists and creators used these enclaves
to rehearse proposals, putting forwards new shared forms of living which differed greatly from the urbanism operations
in place at the time.

New York is particularly paradigmatic for its reuse of industrial enclaves, stemming from a particular context which
prompted a search for alternatives. On the one hand, the gradual deindustrialisation of the city in favour of a
new economic and financial model rendered numerous spaces and productive districts obsolete, abandoned or
underused. On the other, in certain sectors of society a reaction could be seen to the radical urban renewal processes
which had been taking place in the city since the 1940s®. Furthermore, there was a growing counterculture, the result
of a city overpopulated by artists and creators in search of alternative forms of life and work. New York experienced a
serious housing problem due to the high volume of population which had been arriving there since the European wars.
This included intellectuals and creators who saw how New York was taking the place of Paris as a cultural capital and
appreciated its dynamism¢*. Moreover, the events of May 1968, together with the Hippy Movement, reignited a protest
scenario which brought about the associationism of marginalised collectives and the formation of communities with

p.186 clearly defined urban identities®.

The housing situation in the 1960s, the focus of this research, was dominated by the political initiative seeking major
urban transformation through the complete dismantling of the existing urban fabric, with no consideration for its
inhabitants or its symbols®. The urban planner Robert Moses, at this point already in control of the Parks Department
and the Triborough Authority, was appointed president of the Slum Clearance Committee. He was responsible for
the implementation of Urban Renewal Program, Title 1, which aimed to build new housing by ‘renewing’ the marginal
city neighbourhoods, considered to be overcrowded’. Stuyvesant, on the Lower East Side, was a pioneering project,
developed by the Metropolitan Life Insurance Company to house 24,000 people. It was organised into 110 housing
superblocks and adopted the modern formula of X-shaped towers fitted into a vast 32-hectare area of the dense
Manhattan grid, eliminating a large number of pre-existing constructions and streets®. Moses launched a major
advertising campaign to promote projects for the suppression of what they considered to be marginalised areas,
with the collaboration of ambitious private developers through the Redevelopment Companies Law. These practices,
based on the separation of uses which were characteristic of modern functionalist urbanism, established a distance
between work and domestic life, hindering women'’s access to professional life and in turn, generating a dependency
on private transport, promoting the construction of an increased number of motorways, splintering vulnerable districts
and communities. These practices led to racial and class division and to the exclusion of lower-income groups from
their neighbourhoods?® (figure 1).

The now-renowned figure of Jane Jacobs became the mouthpiece for resistance to these actions following the
publication of her article “Downtown is for people” (Fortune Magazine, 1958) and The Death and Life of Great
American Cities, 1961. After a series of intense controversial public confrontations with Moses she took on a key role
in dismantling his proposals, including the renewal plan for the West Village. Her final major achievement, in 1969, was
her contribution to the definitive rejection of the project for the Lower Manhattan Expressway, a line linking the Holland
Tunnel with the Manhattan and Williamsburg Bridges which would have destroyed the entire area south of Houston
Street (SoHo), the location of the second object of study of this article.

The cases presented below also show how there was opposition to the modern proposition of urban renewal
with proposals shying away from the predominant architectural and urban planning arguments of the time, which
contemplated the maximisation and standardisation of the production of collective housing, leaving limited space for
unique and pre-existing elements'. Artists and architects in contact with the cultural and countercultural arguments
of the 1960s, adopting a disruptive attitude, spearheaded processes of urban recovery, favouring regeneration over

p.187 radical renewal. In this context, industrial spaces played a key role given their availability, flexibility and symbolism in

a staunchly capitalist culture, and even ultimately attaining significance as heritage in this process''. In addition, in
contrast to the monotony and monofunctional nature of modern residential proposals, this new habitability brought
about diversity by blurring the limits between residential and professional activity and private and public spheres. This
new productive identity was open and inclusive, varying according to the creative agent or community shaping it.
Furthermore, its adaptive and self-managed reuse processes, which were sustained with limited resources, boosted
a growing environmental awareness'.

This study follows a historical approach using a methodology based on case studies, and documenting
contrasted sources, public and private archives of the city of New York (mostly from the Noguchi Museum Archive,

are presented in chronological order. All three were developed in obsolete industrial spaces and share the unique
fact of being innovatively linked to the project for collective housing. These either generated a communal space or
amenity complementing an existing residential complex which lacked features and spaces for socialising; proposed
a cooperative housing system allowing open access to these industrial enclaves and enabling their conversion to
residential use through the construction of alliances; or favoured temporary accommodations in them to promote
interaction and experimentation. As will be seen, all these case studies sought a socially inclusive living model for
sharing responsibilities and resources through artistic creation.

THE GARDEN FACTORY. NOGUCHI GARDEN MUSEUM. ISAMU NOGUCH]I, RICHARD BUCKMINSTER FULLER p.188
AND SHOJI SADAQ, 1961-1975. LONG ISLAND CITY, QUEENS

This case introduces one of the approaches now most widespread for the reuse of industrial heritage: cultural or
creative conversion. This pioneering example transformed a socially barren enclave into a cultural centre and symbolic
location for the residential community in which it was found.

In 1898, Long Island City, Queens, became part of New York City, and one of the main industrial areas in the
country' (figure 2). There, an atypical mix of industries and housing coexisted, predating the 1961 Zoning which
demanded a separation of uses. Swingline, Admas Chewing Gum, Eagle Electric, Pepsi-Cola and Sunshine Bakery
were just a few of the companies located there, coexisting with scattered residential complexes which followed the
usual modern typology of compact towers over an extended open space at the base, resulting in a fragmented urban
fabric. Over time, the obsolete industries became spaces of opportunity, potential amenities in the form of author-led
projects for these austere residential structures.

The artist Isamu Noguchi, working between Japan and the United States, was the first to explore this, seeing in
the landscape a place where he could settle and develop a unique idea for a studio-garden-museum?®. From early on
he understood the dialectic value of these places which inspire artistic creation to open up his work to the residential
community of Astoria. In 1961, he moved into a 24 x 12 m former industrial warehouse on 10th Street. Madokoro
Yukio, a joiner, and Shiraishi Nobu, a sculptor, collaborated in its transformation. They used cement blocks to divide it
into three sections: work, storage and living space. As Noguchi himself pointed out, this was more like a pied-a-terre,
a ‘workshop with living quarters’ than a normal residence’®.

In 1975, he took over a 1930s photoengraving plant across the street, on 32-33 Vernon Boulevard (figure 3). Its
brick finishes, wide open spaces and large courtyard, with two storeys, 1800 m? basement and 800 m? exterior space, p.189
made this the ideal candidate for realising his plan for a fluid open garden-museum.

With the collaboration of his friend Buckminster Fuller (figure 4) and his close collaborator, the architect Shoji
Sadao, both of whom moved into the space, the deteriorated building was fully retrofitted. The smart simple operations
carried out respected the materials used. Floors were sanded and sealed, drywall and cement block partitions put
up, sound insulation was installed in the ceiling, the windows were reglazed, and the heating and hot water system
updated. Once the work was completed, the Noguchi statues which seem to rise naturally from the enclave were
installed and a workspace was created for all three to share'”.

The Isamu Noguchi Garden Museum was inaugurated in 1986, two years after the death of Buckminster Fuller.
This was to become his masterpiece in Long Island City and one of few outdoor sculpture spaces which were both
educational and instructive in the city of New York (figure 5). Having viewed his trajectory, it seems understandable that
Noguchi considered his factory to be a garden. “When the time came for me to work with larger spaces —he said— /
conceived them as gardens, not as sites with objects but as relationships to a whole'®.

The museum was installed inside a brick building using bare cement blocks and establishing a distinction
between 13 areas for a selection of sculptures to be placed continuously through interior and exterior spaces. The p.190
large windows opened onto the inner courtyard with a carefully designed garden based on Japanese principles (figure
6). The entire basement was dedicated to housing his stone works.

The collaboration between Noguchi and Buckminster Fuller had brought about a specific relationship between art
and architecture with a tangible social awareness. The art which, according to Robert Smithson, ‘cultivates or recycles’
the wastelands of the city was doing exactly this'®. The houses and cupolas by Fuller, and the monuments, children’s
play parks and gardens by Noguchi aimed to improve the lives of the residents, just as this sculpture garden brought
the cultural experience to a community deprived of beauty and symbolic settings®.

This proposal had an immediate legacy in neighbouring areas. At a later stage, the artist Mark di Suvero, based
on the East River, designed the Socrates Sculpture Park, a park open to experimentation which was created on a p.191
landfill resulting from the construction of the underground. This self-managed collaborative project was carried out
with Noguchi’s support and the participation of Astoria residents and was eventually incorporated into the city’s public
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N27_ PROCESOS DISRUPTIVOS: ARQUITECTURAS DESDE LOS SESENTA

parks system?'. Both proposals became examples of the North American typology of art park but particularly oriented
to adjoining residential complexes in the area, putting forward the need to further develop these. Most of these austere
buildings were so rapidly built that they languished, poor and lacking in communal areas and green spaces. This
situation could potentially be reversed by these cultural gardens, promoting social cohesion in these neighbourhoods.

THE COHABITED FACTORY. FLUXCOOPS, GEORGE MACIUNAS AND SHAEL SHAPIRO, 1965-68. SOHO,
MANHATTAN

One of the finest examples of the occupation of industrial spaces was that adopted by 1960s New York counterculture
in the district located south of Houston Street, SoHo. One residential proposal particularly worth highlighting was that
by the artist George Maciunas, leader of the well-known Fluxus group. The irruption of art into this unique industrial
fabric is often seen as spontaneous and improvised. However, an in-depth study of its history shows that this was, to
a large extent, an intellectual process planned by Maciunas, designed by the architect Shael Shapiro, and promoted
by the J.M. Kaplan Fund and the National Foundation for the Arts® (figure7).

Against this backdrop, the young architect Shapiro, a graduate of Rensselaer Polytechnic Institute, was part of
the experimental community of creators, specifically giving this purpose material form in the large spaces of the
manufacturing industries found in SoHo. He was also the architect responsible for the initial conversion of Public
School n.° 1 in Long Island City, PS1, into an experimental art centre, a project promoted by the creative community

p.192 of SoHo and conceived by Alanna Heiss, founder of the Institute for Art and Urban Resources, which became MoMA

PS12,

Along with her parents Jacob and Alice, Joan K. Davidson, then vicepresident of the J.M. Kaplan Fund, promoted
numerous innovative and civic projects for the artists’ community in New York. Davidson also went on to become the
director of City Walls, an exceptional association which used mural art to visually transform decaying neighbourhoods.
It is also worth emphasising the work of women from the fields of culture, non-governmental foundations and
counterculture, who acted as patrons, promoters and managers of a visible transformation of their urban settings
through art, triggering an improvement in the life of the most vulnerable residents®. Following the division and
optimisation of these industrial enclaves, the J.M. Kaplan Fund became involved as a guarantor of the cooperative
system set up by Maciunas, making it possible for artists to access these for the initial amount of only 2000 dollars
per shareholder, using the money for renovations and initially only charging 200 dollars a month for spaces of around
300 square metres®. This model of cooperative loft designed by Maciunas allowed artists to negotiate with owners to

p-193 acquire large expensive spaces which would otherwise have been beyond their reach.

In his book The Unanticipated City. Loft Conversion in Lower Manhattan James R. Hudson examines the changes
inland use patterns in Lower Manhattan over a thirty-year period ending in 1987, and holds that in the particular case of
SoHo, the reuse of the postindustrial urban fabric was initially carried out completely by local artistic communities. The
author uses the environmental concept of ‘invasion-succession’ to explain the transformation of the land for residential
use and how the population is associated with the most avant-garde art. Initially, the smaller lofts which were of little
value and appeal to manufacturing companies, were transformed independently into housing®. According to art critic
Lawrence Alloway, in the early stages of the occupation, artists barely knew each other so that it was that cooperative
system in combination with other ‘open studio’ initiatives, such as 10 Downtown, which gradually gave rise to a feeling
of community?’.

Shapiro’s project is grounded in the logic of ‘art as life’ which predominated at the time and translated into the
necessary fusion of spaces for living and work, with everyday domestic space understood as a driving force of
innovation and experimentation. Thus, the so-called North American cathedrals, 19th-century buildings with unique
cast-iron facades combining the functionality and operativity of a burgeoning capitalism with symbolic recreations of
old Europe, became highly appropriate settings for experimentation and even for conferring dignity on the work of the
artist as an emerging industry in the city®.

In 1966, the first action was carried out on the building at 80-82 Wooster Street, seven-storey warehouses
measuring approximately 15 x 30 metres, with a Renaissance-style masonry fagade, designed originally by Gilbert
Schellenger in 1894 and owned by the realtors Boehm and Coon. Shapiro contemplated a minimal transformation:
the ground floor was comprised of offices, warehouses and some basic common areas; the first was made up of
theatre rehearsal spaces; from the second floor up, each level consisted of two living units with a shared kitchen
and toilets located next to the vertical nucleus (figure 8). Some units were slightly different, more diaphanous, which
led to a greater fusion of uses. The space traditionally devoted to production was transformed into a living space,
retaining its original essence while incorporating furniture and in some cases establishing more private or unique
rooms: bedrooms, photography darkrooms, offices, cinema screening rooms, libraries, etc. All these operations took
the specific needs of the occupants into consideration and were built in collaboration with them. Although each unit
belonged to an artist, family or collective, the need for self-management, for sharing resources, for collaborating in
tasks for building maintenance, as well as reaching a work-life balance, meant that the spaces were often shared and
systems were set up for their mixed and flexible use.

Shapiro planned to live on the third floor, acquired for 5000 dollars. He initially built a timber room to have a heated
space, as the thermal conditioning of the large space was a great problem. The precarious nature of the structure
and its wear-and-tear led to it eventually being dismantled before a slow transformation process began, insulating

PROYECTO, PROGRESO, ARQUITECTURA

ceilings and introducing unique pieces of furniture. He went on to insert a diagonal platform which could be used as
a sofa, bed and storage. Some recycled objects were transformed into cupboards or even interesting hammocks
which provided other perspectives for the space. The nature of the ‘raw’ material and the creative freedom which these
industrial spaces allowed generated a wider range of original new and artistic domestic landscapes, announcing a
new form of life far removed from the functionalist and segregating proposals of modern collective housing®.

By June 1968, a total of eleven cooperatives had been set up in seventeen buildings on Prince and Broom Streets
and along West Broadway®® . However, by the late 1960s Maciunas’ major commitment to the community had led to
serious problems in the management of the cooperatives. He used the money from the deposits of each Fluxhouse
to benefit the entire collective. Therefore, when a cooperative was in danger, he used money from the communal fund
to rescue it, so that money was not easily available if a given cooperative needed to recover its investment. Initially,
this cooperative system greatly encouraged the establishment of artists in SoHo, but turned out to be too weak and
unstable and ceased to function in 1968. Nevertheless, it legitimated and inspired the search for new living formulas
in SoHo in similar enclaves.

The Fluxhouses were illegal as they introduced residential use into the industrial spaces: this was new, disruptive
for the time. They provided a smart solution for a specific context: the need for housing, an overpopulation of artists
in search of better living and working conditions in this obsolete and available postindustrial city. Therefore, it was to
have repercussions in the passing of new urban laws and regulations. Between 1964 and 1971 the first SoHo Loft Law
was passed, authorising the legal conversion of these industrial spaces. This was followed in 1973 by the designation
of SoHo as a Historic District protecting its unique cast-iron architecture® (figure 9).

Unlike the modern residential model, the conversion of these places allowed for functional diversity and greater
social inclusion. Different artists’ collectives, defending their condition of common gender, race or origin, found forms
of associationism and significance within the city in this type of architecture . The sheer volume of activities taking
place within these spaces dissolved the traditional division between private and public, between domestic and
professional. In addition, its innovative nature as a residential model is even more noticeable today. The coexistence
provided by the cooperative model in these buildings was in keeping with current proposals for cohousing which base
their sustainability on their ability to share resources.

THE SHARED FACTORY. WESTBETH ARTISTS’ HOUSING, RICHARD MEIER, 1971. MEATPACKING DISTRICT,
MANHATTAN

The SoHo phenomenon had an immediate legacy in the project for temporary artists’ housing in the Meatpacking
District, Westbeth Artists Housing. Conceived by the architect Richard Meier between 1969 and 1970, this project was
also developed by the J.M. Kaplan Fund in its concern for dignifying artists’ lives, becoming the largest transformation
of an industrial complex in the United States.

The main buildings on the site were built by renowned architect Cyrus Eidlitz between 1898 and 1920 to house
the main research facilities for Western Electric. The building was the headquarters for Bell Laboratories until 1966,
when the company moved to New Jersey prompted by the process of deindustrialization observed on the island. A
year later, the building was acquired by the Kaplan Fund and the National Council on the Arts, prompting the start
of a public-private collaboration. It was made up of thirteen enormous steel and concrete structures which had been
added gradually over time and was unique in that it had been crossed by the Meatpacking railway line since the 1930s
(figure 10).

Meier's proposal made the existing courtyard (former loading area) the focal point. The roof was removed,
leaving an open space directly connected with the ground floor and linked to the street with porticos which unified the
heterogeneous architecture of the complex (figure 11). The first five levels incorporated studio-housing with common
spaces for public programmes*. The ground floors hosted galleries, theatre installations and a restaurant. At a later
stage they also incorporated a synagogue and a kindergarten. The basement included a photography laboratory
funded by Westbeth for the artists to pay off over the years. The spacious furnace room was to be used as a studio
for large sculptures. The original proposal also featured commercial premises along the inner public street, although
this never came to be. The upper floors were reserved for dance companies and housed the Merce Cunningham
Dance Co. and later the Martha Graham Center of Contemporary Dance. The roof had a children’s playpark and a
kindergarten planned with the help of the tenants. Meier described Westbeth as a ‘living building’, intentionally leaving
spaces unfinished and processes open®.

The intervention was restrained and provided each floor with the minimum resources for the new use required,
combining housing and creative workplaces with spacious workshops. Meier designed 338 lofts for the three buildings
in the complex (A, B, C). The New York City Building Department regulations had to be modified to allow loft-type
solutions which were as open as possible and flexible inside so that the occupants could divide them as they pleased,
moving away from the usual required regulations. It thus became one of the special zoning districts in the city of New
York, ensuring the partial funding of public housing® (figure 11).

The high density of life-work units was based on feasibility. According to Meier, this was the only way that the
project could be funded and reasonably affordable for the artists. The building programme and typology followed by
Meier were reminiscent of some of the collective housing experiences of the interwar period in the USSR, the ‘domma-
kommuny’. These were communal buildings which incorporated common activities of domestic life —kindergartens,
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laundries, kitchens and dining areas— into communal areas, facilitating women'’s access to the professional world.
They also included spaces for cultural activities. One example of this type of proposal was the 1926 Comradely
Competition set up by the Organisation of Contemporary Architects (OSA) in search of new social housing models.
The architect Moisei Ginzburg proposed a building with an inner corridor-hall with a duplex typology linked in the
interior with a parallel staircase. His fellow architect Andrey O, unified three storeys of the building and also distributed
the units along a central corridor, while an interior staircase perpendicular to the fagades allowed access to the other
duplex level. This typology was similar to that later designed by Le Corbusier in his Unité d’Habitation in Marseille
(1947-1952)%". Therefore, in order to insert the life-studio units into the Westbeth buildings, Meier created three one-,
two-, and three-bedroom typologies with an additional workspace, connected with an ingenious system of interlinked

p.198 duplexes fitted around the pre-existing structure. He developed a solution similar to that in the design by OI', grouping

p.199

three floors distributed from an interior corridor into intermediate levels (3rd, 6th and 9th floor) (figure 12).

The units, with superimposed interior staircases inserted into the existing joist system, parallel to the fagades,
provided access to the floors above or below the neighbouring unit. Thus, practically all the units had a floor covering
the complete width of the building, with ventilation on both fagades and extensive views of the courtyard mentioned
above, enriching the space. Meier also designed a typology for a single artist and used furniture to generate a
mezzanine-bedroom creating more workspace at ground level. The units shared semicircular balconies on the interior
facades of the courtyard allowing for evacuation from the neighbouring space in the event of fire, an unusual measure
given the limited number of staircases in the existing building® (figure 13).

Westbeth was designed to house artists who were just starting out and had modest incomes (program 221d3).
They had to go through a difficult admission process in order to be hosted temporarily for no more than three years in
order to aid their access to the New York art scene and creative industry®®. However, there was a very limited turnover
of artists given the strong community links which were gradually formed® (figure 14).

The 1970 Architectural Record publication emphasises the sustainability value of the proposals, which minimised
costs and resources reusing these industrial spaces materially and symbolically*'. In fact, the construction cost of
the project was of 15,000 dollars per unit, including communal facilities, half of what new constructions would have
cost. At a time when the effects of the oil crisis were being keenly felt, rehabilitation seemed to make much more
sense. Westbeth became further proof of the need to address regeneration rather than renewal, investigating new

p.200 forms of living, prompting changes in the regulations on industrial spaces which were to follow. A year after SoHo was

p.201

designated a Historic District, this building was also declared a National Historic Monument (1975).

TOWARDS CONTEMPORARY COLLABORATIVE LIVING

These three experiences in New York, the Noguchi Garden Museum, Fluxcoops-SoHo and Westbeth, all linked to
this city’s deindustrialisation process, resulted in the enhancement of the productive space through art as a means
for new formulas for cohabitation. The experimental nature and open-minded approach of the artists promoted
the advancement of disruptive habitational proposals at the time, far removed from the mass modern formula for
collective housing. In these spaces, common and shared elements take centre stage and cohabitation is the driving
force of the project, reflecting growing environmental awareness. In fact, this strong social and community identity,
combined with public-private collaboration in the intervention, led to the heritagisation, significance and preservation
of such industrial locations, becoming part of what the philosopher Marshall Berman described as the forest of
symbols of the city*.

The cases mentioned in this article, initiatives around art in the city of New York, open a debate on the origin
of cohousing in the city. These were possibly pioneering models for the design of cohabitation, whether it was
by transforming a factory into a cultural plaza or garden for a deprived community, by inserting a self-managed
proposal of home-studios within an industrial fabric, or by appropriating a former productive location for multiple
housing units and workshops aiming for social cohesion. These intentions are directly linked to the objectives of
present-day cohousing, born from the cooperation between neighbours, or co-living, which proposes temporary
residences with a rich communal space, formulas that stimulate social integration, a work-life balance and
collaboration or co-working among residents*. Although these options seem to have also been placed under
major stress due to real estate speculation, pressure from tourism and fluctuations in the financial markets, they
constitute a line of work more and more essential to the search for well-being in a context affected by the scarcity
of resources and constant crises.

Moreover, these projects reveal another matter that is currently of interest, the fusion between spaces for life, work
and cohabitation. Houses are also spaces for production and must therefore stimulate the creativity and synergies
needed to achieve this production. The house-studio/workshop is no longer limited to artists or creators, but also
applies to freelance workers, emerging businessmen, remote workers, digital inventors, and many people involved in
many production sectors in society, fundamentally those which depend on knowledge.

Finally, it is observed that obsolete or underused spaces for production can still be found winding around large
areas of major cities which have seen noticeable industrialisation. These enclaves, many of which have already been
identified as contemporary heritage, offer the opportunity to create housing projects adhering to these new common
living approaches. This purpose, also desirable for application in current public housing programmes, is already being
tested in countries applying a more socially-oriented type of urban management.
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