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of Pasto, the primary motivation of this thesis
is to give visibility to the hands and hearts of
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thesis, but also an architectural proposal that
honors and dignifies this tradition.
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Abstract

El presente trabajo de tesis propone una in-
tervencion urbana y arquitectonica en el cen-
tro historico de la ciudad de Pasto, en Colom-
bia, orientada a la recuperacion, valoracion y
conservacion del patrimonio material e inma-
terial asociado a la técnica artesanal del Bar-
niz de Pasto, declarada patrimonio cultural
inmaterial de la nacién y simbolo identitario
de la region de Narifio. Este proyecto busca
demostrar como la valorizacion del patrimo-
nio inmaterial va a contribuir a salvaguardar
el patrimonio arquitectonico de la ciudad.

El proyecto tiene como base el reconoci-
miento de la pérdida progresiva del oficio
debido a la falta de valoracion de la técnica
y también de sus artesanos a nivel nacional,
situacion que ha generado dificultades espa-
ciales y econdmicas para los que la practican,
y la estrecha relacién que este hecho tiene
con la falta de un espacio destinado a la visi-
bilizacion, apreciacion y promocion de esta
técnica.

Como respuesta a esta situacion la propuesta,
que tiene como fundamento una lectura inte-
gral del territorio, la historia urbana del sec-
tor, la arquitectura existente y el significado
simbodlico de esta, complementados con tra-
bajo de campo y entrevistas a los artesanos,
parte de este entendimiento complejo de

ES.

abarcar la realidad de la practica, y de la ciu-
dad en la que se realiza para articular estra-
tegias de restauracion, conservacion y disefio
que abar-abarque no solo la problematica del
barniz sino también el deterioro patrimonial
y espacial de la ciudad de pasto.

En una escala urbana se crea una cadena de
relaciones patrimoniales, sociales y espacia-
les que conectan nodos esenciales de la ciu-
dad que forman un circuito de valor historico
completo. Ademas comprende la reconfigu-
racion de la plaza de la iglesia de santiago,
esencial para la articulacion de la calle del
colorado en la que culmina la intervencion
por medio de un centro cultural para el mopa-
mopa, que integra espacios de exhibicion, ta-
lleres y zonas de encuentro concebidos para
difundir y visibilizar la técnica artesanal, pro-
moviendo la participacion de la comunidad y
la permanencia de la practica en el tiempo.
De esta manera la propuesta no solo preserva
el patrimonio sino que lo transforma en parte
activa de la identidad, la cultura y el desarro-
llo local.

Abstract

This thesis proposes an urban and architec-
tural intervention in the historic center of
the city of Pasto, Colombia, aimed at the
recovery, appreciation, and conservation of
the tangible and intangible heritage asso-
ciated with the artisanal technique of Bar-
niz de Pasto, declared an intangible cultural
heritage of the nation and an identity sym-
bol of the Narifo region. This project seeks
to demonstrate how enhancing the intan-
gible heritage will contribute to safeguar-
ding the architectural heritage of the city.

The project is based on the recognition of
the progressive loss of the craft due to the
lack of appreciation for both the technique
and its artisans at the national level, a si-
tuation that has generated spatial and eco-
nomic difficulties for those who practice
it,and its close relationship with the absence
of a space dedicated to the visibility, appre-
ciation, and promotion of this technique.

As a response to this situation, the proposal,
founded on a comprehensive reading of the
territory, the urban history of the area, the
existing architecture, and its symbolic mea-
ning, complemented by fieldwork and inter-
views with artisans, emerges from this com-
plex understanding of the practice’s reality
and the city in which it takes place, in order

EN.

to articulate restoration, conservation, and de-
sign strategies that address not only the issues
related to barniz but also the broader heritage
and spatial deterioration of the city of Pasto.
at an urban scale, a chain of patrimonial, so-
cial, and spatial relationships is established,
connecting essential nodes of the city to form
a complete network of historical value. The
proposal also includes the reconfiguration of
the Plaza of the Church of Santiago, a key
element for the articulation of Calle del Co-
lorado, where the intervention culminates
with the creation of a Cultural Center for
Mopa-Mopa. This space integrates exhibi-
tion areas, workshops, and meeting zones
designed to promote and make the artisanal
technique visible, encouraging community
participation and ensuring the continuity of
the practice over time. In this way, the propo-
sal not only preserves heritage but transforms
it into an active part of the city’s identity, cul-
ture, and local development.
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Image 0. Barniz piece
made in Granja workshop.

(Photograph by Mauricio Duefas
Castafeda, 2022)
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The value of a city lies not only in its buil-
dings, but also in the stories and traditions
that have shaped its identity. In the case of
Pasto, a city located in the south of Colom-
bia, near the border with Ecuador, its cultural
richness is expressed through a deep connec-
tion between the place and the artisanal prac-
tices that have endured over time. Among
these, the technique of Barniz de Pasto, or
mopa-mopa, stands out: an ancient, pre-His-
panic craft that has survived for centuries and
has become one of the most representative
symbols of the city’s heritage.

Undergoing a process of deterioration due
to the lack of recognition and governmental
support. Together with the limited apprecia-
tion of those who practice this art, this has
led to a progressive loss of both the craft and
its surrounding context, further worsened by
the absence of appropriate spaces where the
knowledge associated with the craft can be
exhibited, promoted, or taught to new gene-
rations, and thereby integrated into the social
fabric of the city.

Yet, this issue reflects a broader problem
affecting the historic center of Pasto: the de-
terioration of its urban and heritage fabric as
a result of poor planning, the lack of effecti-
ve conservation policies, and above all, the
weak connection and appreciation for it from
its inhabitants. This reveals the need to un-
derstand heritage not only as tangible assets
in need of structural or physical restoration,
but as a living set of memories and practices
that shape the collective identity of the com-
munity.

From this understanding, this thesis proposes
a multiscale approach that considers not only
the material aspects of the city but also the
spirit of its territory, its practices, and its buil-
dings. It seeks to respond to the complex cha-
llenges of such environments through strate-
gies of restoration, conservation, and design
including the creation of a space where the
craft can become tangible through experi-
mentation, learning, and appreciation. This
place, beyond being a physical container or a
long-needed symbol, is conceived as an arti-
culator of urban life, that seeks to establish a
presence in the collective memory and stren-
gthen the relationship between people, place,
and heritage.

Thus, the project is not limited to restoring
buildings or preserving a traditional craft
through isolated interventions, but rather
configures an integral strategy that ack-
nowledges the changing city and its ability to
rebuild itself through its own legacy, thereby
resisting the passage of time. This thesis also
becomes an opportunity to reflect on how
architecture has been, and continues to be,
a medium for preserving memory, and how
that memory gains strength through its phy-
sical manifestation in built form.
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Localization of the city
within the country

In the southwest of Colombia is the depart-
ment of Narifio, a territory defined by its
complex geography, which includes three
distinct ecological regions: the Amazonian
foothills, part of one of the world’s most
important biodiversity reserves; the Paci-
fic lowlands, known for their wide variety
of species and ecosystems; and the Andean
region, where high-altitude landscapes, pa-
ramos, and volcanoes stand out, making this
one of the most diverse regions in Colombia
and the world (University of Narifio et al.
2007, Camacho Caicedo 2016, Gobernacion
del Departamento de Narifio 2024)

In addition to this climatic diversity the-
re is an extraordinary cultural richness that
has been shaped since pre-colombian times
by indigenous people, such as the Pastos,
Quillacingas, Sindaguas, Nulpes, Tumacos,
Abades, and Chapanchicas (Narvdez Ra-
mirez, 2006). These communities “possessed
their own systems of knowledge, methods of
production, social organization, and cultural
practices, rooted in the territory long before
colonization” ibid. with expressions so sig-
nificant that they are still considered of great
archaeological value today.

It is precisely its geographical location, in the
border of the country, defined by the Andes
mountains and neighboring Ecuador, that
has deeply influenced Narifio’s territorial dy-
namics: over time, its complex topography,
together with historical shortcomings in con-
nectivity, infrastructure, and planning, has li-
mited its development in comparison to other
regions of the country. Since colonial times,
the economic model established in the region
has not been one for progress. As Guillermo
Alfredo Narvaez explains in his article “Ele-
mentos para la historia econdémica del depar-
tamento de Narifio (I)”:

“Between the 17th and 18th centuries, in
what is today the department of Nariiio, a
backward, semi-feudal mode of production

South america
Colombia

atlantic ocean

pacific ocean

Colombia
Bogotd
Narifio

Narifno
Pasto
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was consolidated, characterized by for-
ced labor institutions such as encomiendas,
slavery, mita, and resguardos, the result of
which was the prevention of the region s eco-
nomic development.” (p.14)

This process only deepened in the centuries
that followed, particularly with the establish-
ment of the Republic, based on a centralized
model promoted by Narino itself, which con-
sidered it necessary to confront Spanish rule.
However, as Rodriguez (2005) notes:

“what was overlooked, or
perhaps underestimated, was that
in Colombia multiple variants
were intertwined, turning this te-
rritory into a melting pot of eth-
nicities, identities, cultures, and
traditions, within a geography
that enabled each of these diffe-
rences to maintain their own te-
rritory and well-defined natural
boundaries.” (p.14 )

This centralization has further deepened re-
gional inequalities, making it difficult for de-
partments like Narifio to participate actively
in processes of national planning and deve-
lopment and these differences have remained
despite the legal introduction of decentrali-
zation in 1991 (Political Constitution, Article
1, 1991 — Asamblea Nacional Constituyente).
As noted by La Libertad (2020), centralist
traditions and state structures have failed to
grant greater autonomy to territorial entities,
resulting in a culture of dependency and re-
ducing decentralization to the mere submis-
sion of reports, requests for funding, and lo-
bbying efforts from the region to the center.

However, this cultural detachment is also the
result of a series of historical events that led
to the disconnection of the city of Pasto from
the rest of the country, which for years has di-
minished the culture celebrated in the South.
On a national level pasto and Narifio’s cultu-

re is synonymous with intellectual deficiency
and is commonly used in a derogatory man-
ner. This perception stems from a historical
generalization dating back to Pasto’s role
in the independence movement, one of the
most violent episodes in Colombia’s history,
which included the so-called “Black Christ-
mas.” During this event, Pastusos who oppo-
sed independence were massacred, raped,
and murdered; an atrocity ordered by Bolivar
and executed by Sucre (Rosero, 2012), until
this day, this events remain in the collective
mind of people in this region. The book “La
carroza de Bolivar” echoes this historical
reality and provides insight into the violent
context the region endured, which has contri-
buted to Pasto’s isolated position within the
Colombian context.

These historical events have led to a lack of
support in promoting the recognition of other
regional values, such as the cultural impact
of Narifio on the country, wich holds a wide
variety of traditions embodied in both tan-
gible and intangible expressions, some of
which have been declared UNESCO Intan-
gible Cultural Heritage, such as the Carna-
val de Negros y Blancos (Blacks and Whites’
Carnival) and the traditional Barniz (lacquer)
craftsmanship. Unfortunately, national re-
cognition does not match the international
acclaim these traditions have received, which
affects the population in social, economic,
and cultural aspects, further deteriorating
them (Alava et al., 2008)

Image 1. Pasto city view from afar.
(Photograph by Mauricio Enriquez, 2023)
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The art
and craft
of Barniz

Pasto lacquer, also known as mopa-mopa
lacquer, is an ancestral artisanal technique
used to decorate usually wooden objects, by
applying fine, colored, thermoformed sheets
made from the resin of the mopa-mopa tree.

It is one of the few traditional Colombian
crafts of Indigenous origin that has endured
over time, surviving with very few funda-
mental changes in how it is processed and
worked since it was first encountered by the
Spanish conquistadors (Carvajal & Eudoro,
2005). This is the only technique of its kind
still preserved in the world and is practiced

S — + PASTO

colombia

PUTUMAYO

bolivia

Image 2. The Inca
empire extension.
Accesed via

(image trace)

argentina

exclusively in the city of Pasto, in
the department of Narifio.

Although today the practice is con-
centrated exclusively in Pasto, its
origins date back to the Indigenous
peoples who inhabited the Andean
and Amazonian foothill regions (that
are known today as the departments
of Narifio and Putumayo) during
pre-Hispanic times. For years, it was
believed that the use of mopa-mopa
resin had begun with the arrival of
the colonizers, but recent research
such as that of Sanchez Monzon
(2020), and archaeological findings
mentioned by Lopez Perez (2007)
show that this technique has much
older roots.

The Indigenous communities of
the region were already using plant
resins for decorative purposes on
ritual and utilitarian objects long
before the Spanish colonization. In
fact, mopa-mopa resin was already
being used more than a thousand
years ago, and its application has
been documented in objects from
the Inca Empire, such as the queros
(ceremonial wooden vessels decora-
ted with colored resin sheets) which
continued to be produced for about
300 years (Newman et al., 2023).

Today, the most widely accepted
theory, proposed by researcher Lo-
pez Perez (2007) states that it was
precisely in the territory of Narifio
where mopa-mopa began to be syste-
matically worked, and that from the-
re the technique spread southward
(Image 2), reaching Quito and later
Cuzco, the center of the Tahuantin-
suyo (Inca Empire), before even-
tually retreating back to its place of
origin. This trajectory highlights Na-
rifo’s role as the original epicenter
of an ancestral knowledge that has
survived primarily in the place whe-
re it was born.
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The word barniz comes from Spa-
nish and refers to a liquid applied
as a coating to a surface, giving it
a glossy or enamel-like finish. The
first Spanish chroniclers who obser-
ved objects decorated with the resin
were unaware of the material’s ori-
gin or the technique used to apply it.
Because of its appearance and shine
in a way similar to that of a liquid
coating, they may have mistaken it
for conventional varnish, which ex-
plains the adoption of the term to
name this technique (Newman et al.,
2023)

With the arrival of the Spanish co-
lonizers, the technique of Pasto la-
cquer did not disappear; instead, it
began a process of transformation
and adaptation. The use of lacquer as
a decorative technique is mentioned
in accounts from the 16th century
throughout the territory stretching
from Narino to Quito, but it wasn’t
until 1740 that Juan and Ulloa (1748)
described the working method of
mopa-mopa in detail:

“With this, all sorts
of varnishes are made on
wood, and they turn out
so beautiful and durable
that neither boiling water
softens them nor do acids
dissolve them [...] and it is
applied to the piece, where
it dries and becomes per-
manent, vivid, and glossy,
imitating Chinese lacquer,
and with the particular
property of not dissolving
again or absorbing mois-
ture, even when saliva is
applied. The pieces crafted

and lacquered in this way by the
Indians of that region are taken to

Quito, where they are widely used
and highly valued” (p.470)

Mentions like this allow us to infer the va-
lue and prestige these objects held in vice-
regal circles due to their trade in other cities
of the Viceroyalty of Peru and New Granada.
Their establishment and permanence in Pasto
were probably due to its strategic position in
relation to major cities that demanded such
goods: Cuzco, Lima, Quito, Popayan, and
Santa Fe de Bogotd, and its proximity to the
region where the resin was obtained, encom-
passing Caqueta, Putumayo, and Sucumbios
(Gomezjurado, 2014).

Although varnish never became part of a
large-scale industrial production, its artisa-
nal manufacture persisted even during the
independence movements and the formation
of the republic, becoming a symbol of local
identity in the face of national transforma-
tions.

Contemporary Practice and
Transmission

Even though Pasto lacquer has survived for
centuries, its current practice faces several
challenges that affect its sustainability and
transmission. Understanding the present si-
tuation of the technique allows us to unders-
tand its fragility and the efforts necessary for
its preservation.

A fact that stands out from this research is
that although this technique has historically
been passed down from generation to ge-
neration not all artisans today acquire their
knowledge as a direct family inheritance. Ac-
cording to the data collected, only 22.2% of
surveyed artisans learned the Pasto lacquer
technique as part of a family legacy, while
the other 77.8% learned it somewhere else,
this highlights a rupture in the traditional for-
ms of transmission. (Graph 1)

@ Family
@ Other

77.8%

Graph 1. Method of
knowledge aquisition. 2023.
Source: Own interviews

44,4%

of artisians learned the techni-
que during childhood

This trend also shows that lac-
quer remains a craft that is best
transmitted through prolonged
presence and training within
family or community settings
even though intergenerational
transmission has weakened
(Graph 2)

Another aspect that reflects the
deeply community aspect of
Pasto varnish is the nature of
the spaces where it is produced.
According to the data collected
on the survey, 77.8% of artisans
work in a dedicated workshop
within their own home, 11.1%
in a domestic space mixed
with other household uses, and
11.1% in external workshops.
This data reaffirms that the
practice is strictly artisanal and
not industrial at all and also de-
monstrates the close connection
it has with domestic and family
life. The fact that most works-
hops are located within homes
shows how varnish is an active
part of the city’s social and cul-
tural fabric. (Graph 3)

The production of Pas-
to barniz is exclusively
located in the city of
Pasto.

100%

Graph 2. Age of knowledge
aquisition. 2023.
Source: Own interviews

@ Childhood
@ Adolescence
® Adulthood

A
v

44.4%

External

workshop @ Groph 3.
Shared Types of workshop
space at home @ spaces in the practice
Dedicated of barniz. 2023.

workshop at home Source: Own interviews

In the city of Pasto there have been identified 36 active lac-
quer workshops, demonstrating a significant presence of the
technique in the artisanal landscape. However, the ways in
which the work is organized show the diversity of ways in
which the technique can be practiced. According to the data
collected, 66.7% of artisans prefer working outside the home,
suggesting a growing trend towards the professionalization
of the craft or a search for greater independence in produc-
tion spaces and only 33.3% reported preferring to work in a
home-based workshop, (a clearly defined space within their
home but separate from domestic living areas). These findings
indicate that, although the practice remains deeply rooted in
the domestic sphere, it is also responding to contemporary dy-
namics that are driving new forms of organization and sustai-
nability for the craft.

Image 3.
“Barnizadores
de Pasto”, Manuel
Maria Paz. Water-
color, 1853
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Inside the
workshops

Voices and spaces of Barniz
artisians: site visits and
interviews in Pasto

Image 4. (Top left) workspace
at the Granja workshop. (Photograph by
the author, 2023)

Image 5. (Top center) scene
documenting the artisanal process of
Barniz at the Granja workshop. (Photo-
graph by the author, 2023)

Image 6. (Top right) workspa-
ce at the Narvaez workshop. (Photograph
by the author, 2023)

Image 7. (Middle left) scene documen-
ting the artisanal process of Barniz at
the Wilson Orlando Chavez workshop.
(Photograph by the author, 2023)

Image 8. (Middle center)
workspace at the Narvaez workshop.
(Photograph by the author, 2023)

Image 9. (Middle right) scene
documenting the artisanal process of

Barniz at the Narvaez workshop. (Photo-
graph by the author, 2023)

Image 10. (Bottom left) workspace
at the Richard valderrama workshop.
(Photograph by the author, 2023)

Image 11. (Bottom center)
scene documenting the artisanal process

of Barniz at the Lasso workshop. (Photo-
graph by the author, 2023)

Image 12. (Bottom right) wor-
kspace at the Granja workshop. (Photo-

23]



Image 13.

Scene documenting the artisanal
process of Barniz at the Narvaez
workshop. (Photograph by the author,
2023)

In order to achieve an immersion that would
allow us to directly understand the realities
of the artisans, as well as the spaces and daily
practices that shape their practice under real
conditions, we conducted fieldwork throu-
gh visits to barniz workshops in the city of
Pasto. Several artisans opened their doors to
us, allowing us to closely observe their work.
These interviews not only complemented the
information previously collected and presen-
ted here, but also gave us the opportunity to
delve into the personal experiences of those
who dedicate their lives to this craft.

The testimonies reveal the dual nature of
the workshops: some, as an extension of the
home, deeply intertwined with daily life,
combining spaces that shift from one use to
another to accommodate family life and the
artisanal work; and others as independent
production workshops subject to the demands
of the craft itself and contemporary working
conditions. Direct dialogue with the artisans
also allowed us to learn firsthand about their
perception of market changes and the disse-
mination of the craft, which, although today
enjoys growing international recognition, is
not reflected in Colombia in terms of econo-
mic income, quality of life, or working con-
ditions.

Similarly, the visits allowed us to understand
the social dimension in which the approach
to and learning of the technique generally
occurs: simply being near a workshop or an
artisan was, for many, the reason that led
them to learn and dedicate their lives to bar-
niz. This social characteristic is thus revealed
as an essential component for the dissemina-
tion of the technique, reinforced by the fact
that numerous artisans not only teach but
also openly express their desire to share their
knowledge, which demonstrates a collective
will for promotion and continuity.

In this sense, it is essential to recognize that
there are no reservations when it comes to
transmitting the craft; on the contrary, the wi-
llingness to share it strengthens its communal
nature and reinforces its chances of enduring
over time.

Regarding the bodyposture that artisans
adopt while working, we observe that, al-
though there are tables or surfaces intended
for work, most artisans prefer to handle the
pieces very close to their bodies, using their
bodies to support them, as shown in Imagel 3.

Another key aspect is the storage of fini-
shed or in-progress works. We observed that
for this purpose, workshops have furniture
and niches specially designed by the arti-
sans themselves, which allow the pieces to
be arranged in an organized but also visible
manner as can be observed in Image 13 in
the cabinet located behind the artisan, whe-
re completed works are displayed alongsi-
de the very materials and tools used in their
production. This illustrates how spaces in the
workshops are not strictly differentiated by
a single function, and how this spatial fea-
ture aimed more at displaying the work than
simply storing it, while keeping it within the
artisan’s reach reinforces the everyday rela-
tionship between the creator, the object, and
the workspace.



| 26

Image 14. Perspective of a production area in
the Granja Barniz workshop. (Photograph by the
author, 2023)

Images 14 and 15 highlight the nature of the
workspaces within the Barniz de Pasto arti-
sans’ workshops. Understanding and having
the opportunity to immerse ourselves in the
production spaces of the craft is essential for
comprehending the challenges it faces, parti-
cularly in terms of infrastructure, where the
informality of production spaces creates ten-
sion when it comes to preserving and trans-
mitting the tradition.

By analyzing the artisans’ testimonies along-
side our spatial observations, the problem be-
comes clearer: barniz is a practice that often
takes place in precarious or resource-limited
environments, yet these spaces remain fun-
damental for its continuity. Engaging with
the practice in this way provides a key source
of information, allowing us to ground discus-
sions about the conservation of the technique
in the material reality of the craft, which in
turn will guide the proposals developed later
in this work.

Image 15. Perspective of a
production area in the Granja
Barniz workshop. (Photograph
by the author, 2023)
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mopa mopa

The buds of the mopa-mopa shrub are harvested in
the Putumayo rainforest during the rainy seasons
of May and November. Collectors form one kilo-
gram blocks of agglutinated resin and send them
to the workshops in Pasto.

® the cratf begins

*Scientifically known as “Elaeagia pastoensis
Mora”. The mopa mopa produces a natural resin that,
when softened by heat, becomes highly malleable
and adhesive.

cooked mopa - mopa mopa - mopa buds

setting the stage: the
® art of preparation

The resin is softened by repeatedly immersing
it in hot water and is then ground or pounded
to remove impurities. This process is done
entirely by hand, as using tools would cause
the resin to stick to them, and it can take up
to a full day to complete. It is then repeatedly
kneaded to achieve a homogeneous, mallea-
ble, and clean texture in preparation for dye-

mng. cleaned and grounded
mopa-mopa

While the resin is still warm, it is mixed with na-
tural pigments (such as annatto or cochineal) or
modern synthetic dyes, producing intense tones
like red, black, or ivory. It is kneaded until the
color is evenly distributed.

® the colors of nature

natural colored mass

Image 16. Barniz piece made in
German Obando’s workshop.

(Photograph: Mauricio Duefias Castafieda. Graph 4.
2022) image trace Primary conditions for product storage.

2023. Source: Own interviews
Luz natural

Refrigeracién 9 (100%)

4 (44.4%)

Temperatura
Luz Artificial
4 (44.4%)
3(3.33%)
3(3.33%)

Area x Volumen de produccién
Nivel de Humedad

Ventilacién

Although most Pasto lacquer artisans
do not use specialized techniques
to store mopa-mopa, certain factors
are beginning to gain importance.
According to the survey, refrigeration (9%) and tem-
perature control (4%), are the most considered ele-

' ' ments. This reflects a practice that remains artisa-
nal with slight adaptations to contemporary needs.
. ® unfolding the craft

The resin is stretched and pulled over a rough surface or the arti-
san’s leg until it forms thin, band-like sheets. The thickness of the
sheet is adjusted by touch, depending on the type of work: thinner
for embossing, thicker for relief.

Image 17. Barniz piece made in

Germdan Obando’s workshop.
(Photograph by Mauricio Duefas
ep Castafeda. 2022) image frace

As recounted by Oscar Granja,

master artisan and son of an artisan,

who has dedicated his life to preserving this ancestral
technique. (Semana Magazine, 2021)

The colored sheet is adhered to the wood using the
heat from the palm of the hand. Once attached, it is
trimmed with a precision scalpel to create geome-
tric or figurative patterns, layering pieces according
to the desired design.

“As soon as the entire process is complete, heat
is applied to the piece so that the mopa-mopa fully
adheres, and finally,
we apply a coat of
matte or glossy

lacquer.” the final touch:
® precision and poetry
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Image 18. Scene documenting the artisanal

Image 19. Scene documenting the artisanal
process of Barniz at the Narvaez workshop. process of Barniz at the Narvaez workshop.
(From the exhibition “Memoria Viva, photograph by (From the exhibition “Memoria Viva, photograph by
Richard Valderrama, 2024)

Richard Valderrama, 2024)
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The process described above has remained
virtually unchanged since colonial times.

This continuity can be observed if we com-
pare it to what probably is the earliest detai-
led description of the technique, written by
father Juan de Velasco in his “History of the
Kingdom of Quito” (1789) In it, the process
is described as it was practiced at that time,
and it alignes in its fundamental stages with
the method still used today by artisans in Pas-
to, from the collection of mopa-mopa to the
application on decorative objects.

The faithful preservation of the traditional
method, passed down through generations
for over two centuries, is one of the key ele-
ments that supported the designation of Pas-
to lacquer as Intangible cultural heritage of
humanity by UNESCO. More than just a te-
chnique, it is a living expression of ancestral
knowledge, local identity, and cultural per-
manence over time.

Barniz de Pasto, Cultural
heritage of humanity

This craft, passed down through families and
communities since pre-Hispanic times, was
inscribed in 2020 by UNESCO on the “List
of intangible cultural heritage in need of ur-
gent safeguarding”, in recognition of its tech-
nical, symbolic, and cultural importance. The
declaration considers on it three traditional
activities related to carpentry, and decorative
lacquering, and states that:

“the techniques associated
with the collection of mopa-mopa,
wood processing, and decorative
lacquering are a source of identity
for the communities involved, and
Pasto or Mopa-Mopa lacquer has
allowed artisans to work indepen-
dently, join guilds, and/or beco-
me part of family-run commercial
structures.” (UNESCO, 2020)

The inclusion of this technique on the “List
of intangible cultural heritage in need of ur-
gent safeguarding” was due to the threats it
faces from factors such as development and
globalization processes (which offer more
profitable alternatives for younger genera-
tions) the scarcity of mopa-mopa trees in fo-
rests due to deforestation and climate change,
as well as the difficulty in accessing harvest
sites and the precarious conditions of artisa-
nal workshops.

Image 20. Barniz piece made in
Germdn Obando’s workshop.
(Photograph by Mauricio Duefas
Castafieda. 2022) image trace

Global prestige, unmatched
national commitment

Unfortunately, national recognition does not
match the international acclaim these tradi-
tions have received, which affects the po-
pulation in social, economic, and cultural
aspects, further deteriorating them (Alava,
Rivera, Goyes, and Bastidas; 2008).

When it comes to barniz (lacquer), it is often
an unknown technique in the national con-
text, generating interest only once people get
actually close to it. However, its current level
of recognition remains very low, despite be-
ing one of the oldest techniques in Colombia.
Although it developed during the colonial pe-
riod in what was then the “Villa de San Juan
de Pasto,” and its production and commer-
cialization later extended to the city of Quito,
Ecuador, its origins trace back to the Indige-
nous period. It has preserved from that time a
graphic representation style in its technique,
where nature and landscapes play a central
role in the ornamentation. As highlighted in
the book “Naturaleza y Paisaje” (Nature and
landscape):

“Artistic expressions such as painting

and sculpture during the viceregal period of

our country predominantly featured religious
imagery (...). In contrast, Pastos barniz,
which has barely received any detailed men-
tion in our art history texts, represents an im-
portant yet distinct parallel development. In
this case, the ornamental motifs exclusively
depict scenes of landscapes, vegetation, and

fauna.” (2019, p. 341)

The artisanal technique of barniz holds sig-
nificant value in Pasto’s culture, not only be-
cause of its origins and ancestral meaning,
which set it apart from other crafts, but also
due to the craftsmanship itself. According to
Grisales (2017), as an artistic or artisanal ex-
pression, it is deeply woven into the essence
of its territory. Barniz serves as a catalyst for
the construction of both culture and territory;
thus, minimizing the importance of a value
such as this technique leads to the deteriora-
tion of the culture itself.
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As shown in the graph (Table 1), the way in
which the people of Narifio have acquired
their artisanal knowledge has primarily been
through their families: 46.3% in Colombia
and 62.4% in Narifio. This is how this cul-
tural heritage has been preserved and passed
down from generation to generation, as its
meaning is deeply rooted in its citizens and
the traditions of the region.

Table 1. Method of training for artisans in Colom-
bia and Narifio. 2018.

70%

60% A

50% colombia M
narifio

40%

30%

20%

/
]
0% /‘ || A l

self-taught families

The issue of recognition results in a spatial
deficit for the places where the artisanal bar-
niz technique is practiced, affecting its deco-
rators socioeconomically. According to the
“Design notebook of artesanias de Colom-
bia”:

“They belong to a group of artisans
who have set up small workshops in their
homes, preferably with direct access to the
street, but with little lighting and limited spa-
ce. Other artisans have better conditions and
even hire workers.”(p. 49)

This reveals a reality in which the quality of
life and working conditions of an specific
group of artisans are deteriorating. This issue
not only affects them but also threatens the
cultural heritage of society as a whole. For
this reason, despite being a technique with
international value and recognition, barniz is
not among the top artisanal techniques with
the highest production in the department (7a-
ble 2).

workshops artisians institutions

Table 2. Artisanal and leather goods Produc-
tion Lines in the Department of Narifio, 2012.
Source: Ortiz and Lépez (2015, p.264)

quantity part.

Goldsmithing craftsmanship 11 3,91%
of Barbacoas

Toquilla straw hats 23 8,19%
Ceramics and pottery made 17 6,05%
with molds and recyclable

materials

Basketry and crafts using 47 16,73%

fique, mimbre (wicker), and
teteca fibers

Crafts decorated with Pasto’s 17 6,05%
lacquer (barniz de Pasto),
tamo, and teteca veneer

Leather goods and 69 24,56%
embossed leatherwork

Carving, fretwork, miniatu- 36 12,81%
res, and musical instruments
made of wood

Rock art carving technique 11 3,91%

Garments made using 30 10,68%
looms, embroidery, and
fabric patch appliqués

In the article “Socioeconomic characteriza-
tion of the artisan community of Narifio, Co-
lombia”, it is identified that the workplace,
1.e., the workshop where the crafts are made,
is an important variable in their development
and production.

“Working in a workshop, whether
it is owned, rented, or satellite, reduces the
probability that someone from the artisan
community will engage in the production of
goods (...) and these are generally developed
in the artisans’ homes.” (2015)

For this reason, the development of the arti-
sanal barniz technique has not achieved the
national recognition expected, which hin-
ders a broader reach of artisanal production.
Thus, cultural heritage is linked to architectu-
ral heritage, as Torres (2020) explains in the
book Aquixtla, when discussing the elements
of identity that root a culture to a space. He
mentions how the home becomes a sacred
place of cultural experiences, defining for-
mal, semiological, and volumetric aspects
of location and space use that complement it
and establish a value in the dwelling.

The issue lies in the spatial conditions: How
are the homes affected and altered when wor-
king with the technique at home? And how
has there not been a proper spatial interven-
tion for artisans who need improvements to
adapt these conditions? (Concept map 1)

The buildings where artisanal products are
produced or displayed do not meet their spe-
cific requirements, as the architecture lacks
adaptability. This has prevented the proper
adjustment of spaces, which are mostly loca-
ted within the home. It is important to consi-
der that adaptability is applied through diffe-
rent approaches: by intuition and adjustment
to natural conditions, by family needs, or to
improve existing conditions. (Colmenarez,
2009)

In addition to the spatial limitations in the
production of the craft, there is also a lack
of spaces for appreciation and celebration of
this heritage value, which is so important to

to keep
the tradition
alive
and the youth
community
citizen
participation
including
heritage
transmit and culture
identity
elements
create roots for
a culture
space
where home
cultural
experiences a sacred place
take place
2 formal
% semiological
©  volumetric
location
use
aspects

Concept Map 1. Description of the problem
according to Authors. Source: Torres, G. (2020).
Aquixtla. Cultural, Material, and Intangible Heritage.

Map: Own elaboration.

Pasto’s culture. While it is recognized as a
cultural component, it lacks citizen partici-
pation and spatial manifestation, which leads
to the loss of local tradition and heritage. As
Insuasty states:

“Understanding the impor-
tance of citizen participation in
relation to their territory is essen-
tial, especially considering that
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Pasto is characterized by a great
number of heritage expressions,
among them the Barniz de Pasto
Mopa-Mopa, which make this re-
gion a place with uniquely valua-
ble criteria for this type of goods
and heritage manifestations.”
(2020, p. 34)

This citizen participation is also affected by
the lack of alignment between the value of
the crafts and the museums or spaces where
this technique is exhibited or practiced. The
place where this cultural expression takes
place has not been designated as heritage
due to poor conditions and insufficient ar-
chitectural infrastructure. Likewise, there are
no spaces that match the quality of Barniz
products, nor are there spaces that allow for
cultural immersion or interactions that foster
learning of the technique and recognition of
its cultural and historical value.

The development of citizen participation has
also been hindered in the area of tourism.
Narifio is not strong in this aspect and does
not rank among Colombia’s main tourist des-
tinations. Although it is a border city, 89% of
tourism in Pasto is national. And even though
the technique has not achieved national re-
cognition, these kinds of artisanal elements
are what capture attention and spark interest
among tourists. The cities that most frequent-
ly visit the municipality are: Bogota (36%),
Medellin (22%), Cali (21%), with only 11%
coming from international visitors. (FON-
TUR, 2014)

Although the “Tourism product design for
the municipality of Pasto” proposes a deve-
lopment plan that highlights the importance
of heritage in the city and its surrounding
areas, the issue cannot be addressed only
from a tourism-centered approach. To sustain
tourism, it is necessary to understand and
promote traditional practices that are deeply
rooted in the culture, these are what differen-
tiate the region in the national context and are

what attract visitors and generate recognition
within those who visit it.

For this reason, the social and spatial issue
must be tied to a heritage-related problem,
where symbolic deterioration is linked to the
physical deterioration or absence of a space
in which culture and tradition can be expres-
sed. In fact, some of the identified weaknes-
ses in Pasto’s tourism include: “the deterio-
ration of heritage areas in urban zones” and
“the absence of heritage interpretation spaces
specialized in the artisan sector,” as there are
no spaces where artisans can experimentally
present their work. (FONTUR, 2014)

~ physical
symbolic deterioration or absence
deterioration of a space where culture
and traditioin can be
expresed

Concept Map 2. Feedback Loop of Heritage
Loss. Visual description of the problem
described by authors. Map: Own elaboration.

Both in homes and public facilities, identi-
ty is developed through what Javier Marcos
Arévalo (2004) calls “places of memory”.

Heritage assets are a selection of cul-
tural assets. In this way, heritage is composed
of the most culturally relevant and significant
elements and expressions. Heritage, then, re-
fers to symbols and representations—to the
‘places of memory, that is, to identity. From
this perspective, heritage possesses an ethnic
and symbolic value, as it constitutes the ex-
pression of a people s identity and their ways
of life. The signs and identifying features that
unite the group internally and differentiate it
externally shape the heritage.” p. 929)

Likewise, the spatial deficit in heritage is hi-
ghlighted specifically, the lack of places that

can bring together hundreds of citizens or lar-
ge-scale facilities, where a historic center can
be valued through housing and the traditional
dynamics that form part of its history can be
understood.

Additionally, it is important to consider the
labor and cultural challenges tied to this spa-
tial issue, which is evident in how the Nari-
fiense community, historically artisanal, has
lost more than 50% of its population enga-
ged in this trade. This is shown in the graph
(Table 3), comparing artisan concentration
by department over a 20-year period. It re-
flects the abandonment of this activity, cau-
sed by low income and lack of governmental
recognition. As Torres (2020) analyzes, if
a community fails to involve its youth, the
elements of cultural identity will be lost, tra-
ditions will not be passed on to new genera-
tions, and they will not remain alive.

This also leads to the problem of the rela-
tionship between citizens and both art and
artisans. As Guillén et al., (2009) affirms,

“If participation is the result of the
civil society—state relationship, such action
requires a space in which the citizen feels
familiar. A space for everyone, which stren-
gthens the sense of belonging that the indi-
vidual must feel in order to express themsel-
ves.” (p.181)

Table 3. Concentration of Artisans by Department in
Colombia, 1998-2018. Source: (Artesanias de Colom-
bia, 2019; Ministry of Economic Development of Co-
lombia and Artesanias de Colombia, 1998).
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Concept Map 3. Varnish as a cultural manifestation
in the local space. Source: Origin, Space, and Levels
of Citizen Participation Map: Own elaboration.

This issue, concerning Narifio’s society and
culture, not only affects this population but
also deprives the entire country of enjoying
these expressions and integrating them into
its national identity. This leads to the ques-
tion: How can national recognition for the
barniz technique be achieved through the sti-
mulation of space?
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Preservatioin issues

When we talk about heritage within the ar-
chitectural context, it is often understood as
all that is material and immovable. While
architecture is constructed by rigid, heavy
elements, what gives architectural heritage
its value is not only the spatial configuration
or the composition of the elements of a fa-
cade, but also the experiences and traditions
that have taken place in a grand plaza or a
modest house. It is also about understanding
the “why” and the “how” of things within ar-
chitectural heritage. The “why” refers to the
immaterial meaning that is given to a space
through tradition, and the “how” is the mate-
rial solution to something symbolic within a
culture. To understand architecture from this
perspective, it has to be clear the understan-
ding of the “why,” as heritage architecture
stems from traditions, experiences, and the
dynamics that occur in a place. This is how
intangible heritage from a tradition is linked
to material heritage, both movable and im-
movable.

Understanding how architecture acquires that
heritage value is essential to comprehending
heritage itself; architecture lacks value unless
it possesses qualities granted based on moral
or cultural criteria, as Torres (2020) states:

“Values are not inherent in
objects; rather, each human being
assigns them based on criteria,
norms, or customs.” (p.27).

It is value that connects tradition with archi-
tecture as it is in this space where activities
occur, and likewise the space transforms and
changes based on what happens within it.
Understanding that all architecture posses-
ses value, regardless of whether that value is
considered high or low is important because
the mere fact that it is constructed involves
a historical process that determined the buil-
ding. Similarly, the people who inhabit that
space, the culture, and the impact it has had
on its context determine the values.

\
\

But cultivating
this value in ar-
chitecture  requi-
res both a physical
conservation of the
space and an intangi-
ble conservation of the
tradition. The transmission
of knowledge, skills, and
know-how is passed down from
generation to generation, preser-
ving cultural heritage (Torres, 2020).
That is to say, through conservation, an
immaterial cultural value is assigned to a ma-
terial space. A tradition is materialized and
spatialized, which is why the conservation of
heritage is crucial for the preservation of the
space.

This connection between space, object and
tradition is found in all cultures. The charac-
teristics a space acquires due to a dynamic
process define its value. This is evident in the
case of Mexican cuisine, which was declared
an intangible heritage. In the book Aquixtla,
it is described:

“...part of the values are the prepa-
ration methods, which of course include the
utensils and their manner of use. It is well
known among Mexicans that beans cooked
in an aluminum pot do not taste the same as
those cooked in a clay pot.” (p.117).

Here, the value of an object is linked to the
value of a tradition: the material aspect mer-
ges with the immaterial and allows it to gain
greater significance. Similarly, the practice
of a tradition within a space is positively or
negatively affected; if the space adapts to the
required conditions the practice will not be
altered; on the contrary it will be stimulated.

A tradition can materialize in space accor-
ding to the concept of the Casa-taller (hou-
se-workshop), where sociocultural aspects
govern the distribution and the way in which
a building develops. As Rapoport states,

“Sociocultural factors are
those that determine the form of
the dwelling. That is, the house
is not only the result of physical
aspects but also the consequence
of various sociocultural factors”

(p.65).

Image 21. Barniz
piece made in Gran-
ja workshop.

(Photograph by Mauri-
cio Duefas Castafeda,
2022)

and if this tradition is
rooted in the preser-
vation of cultural he-
ritage, which is passed
down from generation to
generation, caring for or
improving a space that stimu-
lates preservation will ensure
that these cultural aspects are not
lost. As Lopez cited in Quintanar
(2004) points out,

“The construction of new ideals that
value and conserve the heritage of our planet

for future generations is a task that concerns

us all” (p.128).

In the architectural aspect, many social, eco-
nomic, and cultural factors must be conside-
red when intervening in a building.

The importance of preserving a technique
that is part of a tradition lies in conserving the
space where it is practiced; if the space does
not contribute to its preservation then the te-
chnique will gradually lose the values it once
held. And if the formal values of a traditional
house have been lost over time the transmis-
sion of knowledge will not occur. The way
things are done and the knowledge involved
are passed on to younger generations and in
this way the tradition is preserved. Likewise
an intangible cultural value is assigned, one
that fortunately, is still created, recreated,
and endures over time (Torres, 2020).

The involvement of the house-workshop
concept in a culture where craftsmanship is
practiced dates back to ancient Rome, where
living close to one’s workplace was common.
In the Roman domus, the tablinum was the
most important room, distinguishing public
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areas from private ones separated by wings
or corridors. However, with the arrival of the
Industrial Revolution in the 19th century the
house-workshop concept began to disappear
as factories emerged. The house-workshop is
what enables quality of life for artisans, whe-
re their home is also their workspace since
this tradition is not learned in educational
institutions but is passed down within the fa-
mily; but if the architecture of modern houses
fails to adequately adapt and separate public
from private spaces, or rest from work areas,
the work itself becomes tedious, the techni-
que is practiced in improvised spaces, and
the quality of work life decreases. As Torres
states:

“Current urban and archi-
tectural forms tend to suppress
the possibilities of interpersonal
communication due to a lack of
areas that foster personal and
group relationships. In contrast,
traditional architecture, through
its spaces, enables group inte-
ractions among the population.”

(p.24)

Preserving or bringing back architectural
concepts that encouraged proper spatial and
sociocultural functioning allows us to work
with values that have been lost in modern
times, values whose absence has negatively
impacted the development of certain tech-
niques and contributed to the decline of tra-
dition. The current way of organizing space
to carry out work activities within the home
does not contribute to the growth or, conse-
quently, the rec ognition of craftsmanship.
Therefore, designing housing with the inclu-
sion of the traditional house-workshop con-
cept allows for spatial organization that not
only fosters the technique but also improves
the quality of life for artisans.

The quality of workshops within the home is
enhanced when the importance of architec-
tural adaptability in the space is understood,
the configuration of different architectural
elements that are flexible and able to adapt to
the various dynamics required in a living spa-
ce. This ties in with the concept of adaptation
as described by Ewald Bubner (1974), who
defines it as the accommodation of an organi-

Image 22. Pasto varnish workshop in the 19th
century. Painting by Edoyord F. André, from L’Amérique
Equinoxiale (Colombie, Equateur, Pérou), 1875-1876

sm or of different parts of it to its environ-
ment in order to preserve or improve living
conditions. Preserving a tradition practiced
in a space requires improving the living con-
ditions where that tradition takes place. To
conserve it, we need spaces that incorporate
spatial flexibility, and that are based on the
house-workshop concept, where the space
becomes both a resource and a tool that dri-
ves cultural advancement.

The preservation of tradition also requires
architecture that allows the community to be
included in it, spatializing a tradition through
places that make it possible to showcase the
techniques because as Torres (2020) affirms,

“It is vitally im-
portant to show the te-
chniques and the way
in which the crafts are
made so that the public
has elements for appre-
ciation... Unfortunately,
it often comes down to
price bargaining becau-
se people don’t know
anything about the pro-
cess... and this hinders

the preservation of the
tradition.” (p.117).

Spatializing places of memory that include a
community and allow them to immerse them-
selves in a culture in a more personal and me-
aningful way is essential. Understanding how
craftsmanship is driven by spaces dedicated
to its exhibition as places of memory, allows
us to address the issues that have led to the

lack of recognition of the technique from an
additional perspective.

What makes the Barniz (Mopa-Mopa lac-
quer) heritage is also that intangible value
passed down to new generations. Preserving
this memory requires spreading and exalting
such knowledge through the construction of
social heritage where workshops, artisans,
and the community are involved and inter-
connected. As Arévalo (2004) emphasizes,

“How can we safeguard this
type of heritage...? There are two
complementary approaches: one,
by transforming its intangible na-
ture into tangible forms in order
to transmit it to future generations
through various media (digital,
audio, visual, written, iconogra-

phic...)” (p.932).

The implementation of exhibition spaces
helps safeguard a heritage that may be at risk
of disappearing over time, through the crea-
tion of a place (or multiple places) that foster
community appropriation and achieve natio-
nal recognition of the tradition.
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The fountadion of San
Juan de Pasto: From
pre-columbian networks
to colonial planning

The founding of the city of San Juan de Pasto
followed a preexisting territorial logic. Befo-
re Spanish colonization the south of Colom-
bia was part of a complex network of Indige-
nous roads known as the “Qhapaq Nan”, the
“spine of the empire”: name for a network
of over 23,000 kilometers that connected
ecosystems and communities between the
Andes and the Amazonian foothills (Figure
2). This extensive system “linked multiple
productive, administrative, and ceremonial
centers built over more than 2,000 years of
pre-Inca Andean culture” (UNESCO World
Heritage Centre, n.d.). This region marked
and belonged to the northern frontier of the
Tawantinsuyu (Inca Empire), facilitating cul-
tural and commercial exchanges among Indi-
genous peoples such as the Pastos and Qui-
llacingas (Uribe, 1977).

With the arrival of the Spanish, the pre-His-
panic routes were reused and formalized as
royal roads (caminos reales), connecting key
cities like Quito, Popayan, and Santa Fe de
Bogota. Pasto was founded along one of the-
se strategic nodes, taking advantage of its lo-
cation as a transit point between the Vicero-
yalty of Peru and that of New Granada (Ferro
Medina, 2022).

The city of Pasto was organized in 1537 fo-
llowing the Castilian grid layout, with the
Plaza Mayor as its central hub, surrounded by
the Cabildo (town council), the jail, the main
church, and the homes of the first settlers (Fi-
gure 3). From this plaza, four main arteries
radiated outward, structuring the urban grid
composed of longitudinal streets and trans-
verse carreras (avenues) (Mufioz Cordero,
2017). During the colonial era, some of these
streets corresponded to today’s carreras 23,
24, 25, and 26, while streets such as 18 and
19 were recognized as public thoroughfares.
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Figure 2. Royal Roads of
the Inca Empire (Tawan-
tinsuyu). Author’s own ela-
boration based on informa-
tion from various historical
maps and archival plans of
the era.

Figure 3. The founda-
tion of Pasto City, 1537.
Author’s  own elaboration
based on information from
various historical maps and
archival plans of the era.
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Figure 4. 19th- cen-
tury urban expansion.
Author’s own elaboration

based on information from
various historical maps and
archival plans of the era.

Figure 5. 20th- cen-
tury urban expansion.
Author’s own elaboration

based on information from
various historical maps and
archival plans of the era.

| 46

“San Andrés” square
urban development core

urban expc:nsior‘ limit

“el colorada” street

Deve opment af foundational core
residential
neighborhoods

Pasto river

urban exp::lr‘sic:n with

irregular layout

historic center
consohdation

bordes de casco urbano regides
por elamentas naturales

Pasto rver

\ |'epub|'c::|r‘ sfy|e
facades

commercial, institutional,

and re|igi0_s entities

Later Pasto’s Urban Evolution

By the end of the 18th century, Pasto’s wor-

kers were organized into guilds authorized by
the town council, including musicians, car-
penters, tailors, and painters, among others.
Within this social and urban framework, the
Barniz de Pasto workshops became a key
component of the city’s artisanal activity,
especially in neighborhoods like Calle del
Colorado, where the tradition remains alive
today.

“Cities are not as we imagine them,
they are, in fact, living organisms. As such,
they are an organic whole—like a human
body. They have structures like our bones,
their buildings form the body, the sap is the
torrent of inhabitants circulating through
their labyrinthine arteries, they possess me-
mory, history, and like any living organism,
they have their largest and most sensitive or-
gan: the street.” (Sanson, 2012, p. 32)

In the 19th century Pasto experienced sig-
nificant urban transformation, expanding
beyond its original foundational boundaries
(Figure 4). This period brought political and
spatial changes such as the renaming of the
Plaza Mayor to Plaza de la Independencia,
which reflected the shifts of the time and
eventually housing a statue of Antonio Na-
rifio (Moncayo & Palacios, 2013). New ur-
ban development hubs emerged, one of them
being San Andrés Square, while residential
neighborhoods gradually integrated into the
city grid, pushing its limits outward. This ex-
pansion was not coincidental but rather the
result of rural-to-urban migration. As urban
studies indicate,

“Urban growth was fueled by migra-
tion from the countryside, which generated
economic pressure that densified the city cen-
ter and displaced some activities toward the
periphery” (Piaarpusan Pismac, 2012).

Within this context, educational, health, and
industrial institutions relocated to marginal
areas. The consolidation of new residential
sectors also marked a broader urbanization

process, extending Pasto’s urban fabric be-
yond its original colonial limits.

As the 20th century went on, Pasto continued
to undergo substantial transformations like
the significant expansion, and the consolida-
tion of new urban centers (Figure 5). Whi-
le the historic core remained concentrated
around commercial, institutional, and reli-
gious entities, the newly developed areas be-
gan to follow a more irregular layout gradua-
lly departing from the original colonial grid.

Beginning in the 1970s the urban structure
started to shift in response to new housing
policies, such as the UPAC system (Unidad
de Poder Adquisitivo Constante), introduced
in 1972 to facilitate access to mortgage credit
in Colombia (La Red Cultural del Banco de
la Republica, 2017). This system triggered a
wave of urban expansion promoting the de-
velopment of residential zones. In cities like
Pasto this resulted in a more dispersed and
less regulated form of growth, characterized
by the appearance of “proyectos de conjun-
to”, or planned housing developments.

At the same time, “the fragmentary destruc-
tion of old sectors of the city intensified, as
shopping centers and housing complexes
were built” (Piarpusan Pismac, 2012). This
process contributed to the degradation of the
historic center, where traditional buildings
that were never recognized as heritage struc-
tures were replaced by modern constructions,
accentuating the loss of historical value and
deepening the deterioration of the city’s core.

This journey through the urban history of
Pasto makes evident how the city has been
shaped by a complex interplay between tra-
dition and transformation. Observing its
evolution and the forces behind it is key to
understanding the city today along with the
cultural, social, and symbolic values that de-
fine it, values that must be strengthened and
in order to guide future development in ways
that remain coherent with Pasto’s traditions
while responding to the contemporary needs
of its inhabitants.
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Image 23. The city today, Pasto overview
from the top of a building (Photograph by
Mauricio Enriquez, 2025)
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Figure 6. Pasto and its
territory: Geographical
context

The map illustrates the loca-
tion of Pasto city within the
department of Narifio. Its
purpose is to highlight the
boundaries of the urban core
in relation to its complex geo-
graphical features, such as
the surrounding topography,
the Pasto River, and the main
road arteries that define it.

The aim is to provide a clear
view of the city’s geogra-
phical distribution in order
to understand how its loca-
tion, set within the challen-
ges of mountainous terra-
in, influences its territorial
dynamics and the planning
of its future development.
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Image 24 (top), 25 middle and 26 (bottom). Urban views:
photographic samples of Pasto’s historic center
(Photographs by Mauricio Enriquez, 2025)

Image 27. View of the San Agustin
church square, historic center of Pasto.
(Photograph by Mauricio Enriquez, 2025)

| 52 53]



Figure 7. Historic center of Pasto: Levels of conserva-

tion. Author’s own elaboration based on information from
official sources (PEMP and POT)

0 60 120 600

The analysis of Pasto’s historic center is
structured through the P.E.M.P. (Special
Management and Protection Plan), a heri-
tage management instrument that establi-
shes the guidelines required to safeguard
assets of cultural interest. The zoning of
conservation levels aims to classify buil-
dings and public spaces according to their
heritage value (Figure 7), setting clear di-
rectives for their management (Instituto
Distrital de Patrimonio Cultural, 2025).

In this framework, the plan identifies four le-
vels of intervention that determine the types
of activities permitted for the assets within
each category. The first level: integral con-
servation, includes all Bienes de Interés Cul-
tural (BIC) with exceptional value that must
be preserved in their entirety, as well as the
public spaces associated with them. The se-
cond level: architectural type conservation,
refers to goods that while not requiring full
preservation, possess architectural features
that must be safeguarded (such as fagades,
spatial arrangements, and materials) allowing
interventions as long as their authenticity is
maintained.

The third level: contextual conservation, re-
fers to the urban landscape and buildings that
contribute to it. Even if they no longer retain
their original architectural value, their preser-
vation focuses on maintaining the cohesion

that any new developments are compatible

with their context and contribute positively
to the quality of the urban landscape (Alcal-
dia de Bogota, 2022).

Understanding this conservation framework
is essential for guiding restoration, rehabili-
tation, and adaptation efforts, ensuring that
the city’s evolution preserves its architectural
and cultural legacy. Examining this map then
becomes a fundamental revision requirement
for our proposed intervention, as it enables us
to identify where it can take place within the
city while respecting the established heritage
guidelines.

Legend
Intervention level 1 .
Intervention level 2 .
Intervention level 3
Intervention level 4
National Assets of Cultural Interest .

Pasto river mmm

Green areas
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of the surrounding environment. The fourth
and last level covers properties with no heri-

Urban nodes
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and craft activity. Author’s own elaboration based on infor-

Figure 8. Historic center of Pasto: Functional zoning
mation from official sources (PEMP and POT)
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shaping it and structuring
Mixed-use activity

Barniz de Pasto workshops

In this sense, analyzing the land use of Pas-
to’s historic center becomes a complementary
tool that allows us to understand the functio-
nal distribution of space. In the map (Figure
8), we can observe a clear predominance of
commercial and mixed-use activity, empha-
sizing the social character of the area. It also
rrounding the historic center are fundamental
Assets of Cultural Interest (BIC)

Barniz de Pasto artisan workshops, allowing
us to visualize how the activity is embedded

in the urban fabric, confirming that the cultu-

ral identity of the center is expressed not only
through its architecture but also through its

This study also highlights the location of
everyday activities.

becomes evident how the arterial roads su-
Commercial activity — Pedestrian zones

to its configuration,
its main flows.

| 56



| 58

Based on the analysis of the previous maps
and a thorough understanding of the urban
dynamics within the city center, we can illus-
trate a network of relationships emerging be-
tween production areas, commerce, exhibi-
tion, and education. This web of interactions
lays the foundation for the strategic selection
of the intervention site.

The significance of Calle del Colorado is evi-
dent not only for its historical value but also
for its fundamental role as a key axis linking
the heritage network within Pasto’s city cen-
ter. Its position as a connector between the
historic core and the later development zones
(now characterized by a high concentration
of Barniz de Pasto workshops) makes its de-
velopment crucial to strengthening the rela-
tionship between these areas.

The map (Figure 9) shows how a node of
activity seems to emerge like a bridge be-
tween the Taminango museum (relevant for
showcasing the region’s cultural heritage and
popular traditions) and the important urban
artery that is Avenida Boyacéd and Calle del
Colorado. By making this link evident there
is the possibility of creating a heritage circuit
that revitalizes the area and integrates it with
existing urban development projects.

Legend

Cultural nodes

Proposed connection nodes
Calle del Colorado
Assets of Cultural Interest

Assets of Cultural Interest

Pasto river
Green areas

Urban nodes

Figure 9. Historic Center network of relationships.
Author’s own elaboration based on official information and

analysis.
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Figure 10. Aerial view ofithe study sitex Theiplaza
of Santiago church and'ifSsimmediate surreundings.
Author’s own elaboration*on global earth imege

accesed on 2025.

analysis and
historical
context of
the site

After observing the urban nodes and the ne-
twork of relationships that shape Pasto’s his-
toric center, it becomes essential to shift our
focus to a more specific scale. The study now
turns to a sector of great significance within
the city: the Plaza of Santiago Church and
Calle del Colorado (Figure 10).

Our interest in this specific area stems from
both its undeniable historical value and its
strategic location as a key meeting point wi-
thin the city center, as it connects with the
flow coming from the Taminango Museum.
The aim of this analysis is to understand what
has shaped this street over time, which values
define it, what is its memory, what spatial and
functional dynamics have made it what it is
today because it’s clear that beyond its urban
role it also contains an important cultural di-
mension and significance for the community.
Both these places have served for hundreds
of years as spaces of interaction, social life
and collective memory and this makes them
a living testimony of the city’s social and his-
torical transformation.

By concentrating in this part of the historic
center we seek to achieve a comprehensive
understanding of the area’s reality observing
how historical processes and the natural pas-
sage of time have left an imprint in the phy-
sical configuration of the urban space. This
approach will provide the framework for an
intervention that enhances the site’s potential
and as it understands its cultural values also
reinforce them thus continuing to make the
important part it has always been of the city’s
historic core.
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“Calle del Colorado holds significant S al |t1a
cultural and architectural value due to the pre-

servation of its colonial heritage. The houses

along the street were built in the 18th and 19th
centuries and still retain their original features, | I rC
such as tiled roofs, adobe walls, and bright-
ly colored facades. These buildings exemplify

Spanish colonial architecture in Colombia and
serve as a source of pride for the city and its

The Church of Santiago Apostol in Pasto is
) ., one of the city’s most emblematic temples.
residents. Built in the 16th century, it was among the

first churches constructed during the Spani-

sh colonial period in the city.
1 ‘ % 1 Image 28. Santiago’s Church (Photo-
e O O I : l O graph by the author, 2023)
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| TR [ i ey -~ E Photographic survey by the Author (2023)

Calle del Colorado, North Facade.
Photographic survey by the Author
(2023) (mirrored image)
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Image 29.
La Navidad
negra (The black
Christmas),1822.
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la
calle del

Colorado

Historical analysis

To understand the profound significance
of Calle del Colorado in the collective me-
mory of San Juan de Pasto, it is essential to
examine the historical events that shaped its
fate; the history of this street is not only in-
tertwined with the city’s urban development
but is also indelibly linked to one of the most
tragic and conflictive episodes in the history
of Colombian independence. Looking fur-
ther back into the history not only of Pasto
but of Colombia as a whole, there is a figure
who is widely regarded by many Colombians
as a national hero, yet in Pasto he is still re-
membered as the executor of one of the city’s
most tragic events specifically in Calle del
Colorado.

As the book “Manual de la historia de Pas-
to XV describes, the republican project led
by Simoén Bolivar sought to consolidate final
independence from the Spanish crown, but
this ideal didn’t resonate in Pasto. The peo-
ple of Pasto, were firmly royalist with their
convictions, rejected the decisions made by
the town council and the clergy that favored
surrender. Benito Boves, in October 1822,
led a new uprising against the independence
movement, prompting an immediate military
response from the republican army. Upon
learning of the rebellion, Bolivar ordered the
deployment of a force of over 2,000 well-ar-
med and battle-hardened soldiers.

By contrast, Pasto’s militias barely numbe-
red 1,500 men, fewer than half of whom were
equipped with rifles, while the rest carried
machetes and spears relying more on skill
than firepower. The disadvantage was severe.
Facing inevitable defeat, the militias with-
drew in an effort to save their lives, leaving
the civilian population vulnerable. Republi-
can troops then entered the city and commi-
tted a series of atrocities: home invasions,
sacking, rapes, murders, and acts of sacrilege
in sacred places.

For three days and three nights, the city ex-
perienced immense suffering. The violence
spread to nearby estates as well. The first

victims fell in the Santiago area and the pre-
sent-day Calle del Colorado, a sector that is
marked forever by this episode. While offi-
cial reports spoke of victory, the population
would remember the event as the “Black
Christmas” or the “Night of the Rifles,” a de-
vastating moment in Pasto’s history (Image
29). (Muiioz Cordero, 2017)

“Because of the
blood that ran through
that sector, relatives na-

med it ‘El Colorado’, in
eternal remembrance.”

(Muiioz Cordero, 2017, p. 36)

This event not only left a mark on the collec-
tive memory of the city, but also deeply sha-
ped the identity of the neighborhood.

Understanding Calle del Colorado not only
means understanding its physical layout, it is
necessary to explore the social dynamics that
have shaped its character over time. Who li-
ved in this space? What did the street mean
to its inhabitants? And how have these rela-
tionships evolved to the present day?

These questions offer a basis to understand
a point to explore the transformation of the
area through its social and symbolic fabric,
analyzing how the cultural values and every-
day dynamics of its residents have influenced
and continue to influence its architecture and
spatial configuration.

Calle del Colorado, is formerly known as la
vecindad de la calle del Colorado, and it has
historically been a place rich in cultural iden-
tity and social vitality. For decades, it was
home to shoemakers, seamstresses, tailors,
and various artisans, becoming an important
commercial area. Beyond its economic role,
it was a daily scenario for Pasto’s traditions,
which defined the community life of the nei-
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ghborhood.

During the 20th century and into the first de-
cade of the 21st, Pasto celebrated Dia de los
Inocentes (Innocents’ Day) with a different
amount of activities, the most notably ones
were the playful pranks between neighbors
and especially the so-called Dia del Agua
(Water Day), during which residents took to
the streets to douse one another in water in
a festive, community centered atmosphere.
Calle del Colorado keeps the memory of the-
se practices, reaffirming its role as a space of
cultural expression and social gathering.

Despite its strong symbolic character, this
street always maintained a clear commercial
role. The street housed shops, carpentry wor-
kshops, tailoring businesses, and was even
home to families engaged in festive crafts
such as float construction, a tradition that
is still preserved by some current residents.
Also, well-known football players once lived
there, and the street was home to specialty
shops selling sports equipment, evidence of
the diversity of uses and social profiles that
have coexisted in this sector.

Over time, traditional practices have also
been transformed by greater collective awa-
reness of environmental impact. Motivated
by both cultural and environmental perspec-
tives, Yury René Rosero Herrera has promo-
ted the idea of replacing the December 28th
celebration, known as “Dia del Agua”, with
a more environmentally friendly alternative.
This new expression, known as El Arcoiris
en el Asfalto (The rainbow on the asphalt),
has become so deeply integrated into Pasto’s
culture that it now feels intrinsic to the city’s
identity—as though it were written into its
cultural DNA, as if the pages of history had
always reserved a place for it.

Calle del Colorado, in the city of Pasto, is not
just another street. It is not merely a route
traveled without recalling lived experiences,
history, or community. Calle del Colorado is
a landmark, an urban reference point, a cross-
roads, and a place of encounters. What began
as a localized neighborhood tradition has

expanded throughout the historic center and
even into other parts of the city, demonstra-
ting the power of this symbolic act to bring
the community together around a shared cul-
tural practice.

It was once home to bakers, tailors, and ar-
tisans from Pasto; it witnessed the births of
many families and bears the memory of one
of the most tragic events in the southern re-
gion’s history at the hands of Bolivar. Today,
it remains a space rich with meaning, where
the “Carnaval de Negros y Blancos” begins
each year with the traditional “Fiesta del ar-
coiris en el asfalto” (The rainbow on the as-
phalt).

Every December 28th hundreds of locals
walk toward the church of Santiago and with
the characteristic creativity of the Narifiense
people, draw on the pavement with chalk, re-
viving the collective memory of their city.

The colonial architecture and specifically

starting the Calle del colorado provides a uni-
que and magical background to this tradition.

Calle del Colorado,
in the city of Pasto, is
not just another street.
It is not merely a route
traveled without reca-
lling lived experiences,
history, or communi-
ty. Calle del Colorado
is a landmark, an ur-
ban reference point, a
crossroads, and a pla-
ce of encounters.

Image 30 (upper), Image 31 (central) and
Image 32 (lower); Arcoiris en el Asfalto (The
rainbow on the asphalt), in Calle del Colorado,
Pasto, Narino.

(Photographs by: @ _santa.fotografia_)

Its urban image, its built
memory, and its human fa-
bric make this street not just
a physical space but a living
stage of cultural expression,
where past and present meet
in every stroke of color.
(Image 30, Image 31, Ima-
ge 32)

However, this enthusiasm
from the people of Pasto to
promote their culture, their
carnival and their history
should also be extended to
architecture, It is not just
about having stricter pro-
tection laws, it is also es-
sential that the community
understands that by caring
for their architectural heri-
tage they are also protecting
their intangible heritage,
their history and their cultu-
ral identity.

In audiovisual records re-
covered in social media,
TuBarco Noticias Pasto
(2023) documenting the de-
molition of part of a house
located on calle del colora-
do (an officially protected
building under the PEMP)
some people can be heard
expressing disapproval of
the act, while others say “
Let’s hope they tear down
all those old houses so the
city can grow and moder-
nize”. Yet modernization
does not always mean pro-
gress and demolition is not
always synonymous with
improvement

Protecting what already
exists, conserving it and
adapting it to new needs is
a way of strengthening our
culture, preserving our his-
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tory and, most importantly, honoring it. As
described in the book Manual de Historia de
Pasto, Volume XV:

“The republican-style ar-
chitecture of Calle del Colorado
with two-story homes featuring
tiled roofs on their facades, tra-
ditional ‘saleros,” and protruding
wooden balconies adorned with
geranium planters, forms an en-
dogenous urban landscape. This
stair-stepped ensemble, imagined
yet possessing its own Andean city
aesthetic and language, stands as
a self-contained architectural en-
tity.” (Muiioz Cordero, 2017, p. 29)

Figure 11. Site Analysis: The Plaza of Santiago Church

and lts Surroundings. Author’s own elaboration.
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Building on the understanding of the histori-
cal value of calle del colorado, and the need it
creates to safeguard heritage through adapti-
ve strategies, our approaches shifts to a more
detailed scale. Closely linked to the broader
urban proposal for the historic centre, the in-
tervention now focuses on the design of the
plaza of the church of Santiago, a key space
for articulating the cultural circuit.

This plaza operates a key urban node, linking
Calle del Colorado with the pedestrian flow
that arrives from the Museo de Taminango.
However, despite its strategic location, the
current plaza suffers from significant defi-
ciencies as a public space, it is fragmented
by vehicular traffic and lacks gathering areas
that encourage permanence and social inte-
raction. The aerial view in figure 19 highli-
ghts how the church and its plaza are defined,
and to a certain degree it is constrained, by
Calle del Colorado and Avenida Boyaca. This

Sanﬁaqo churc
plaza

marked delimitation reinforces the necessity
of a comprehensive reform as the reorganiza-
tion of the historic core demands high quality
public spaces that can emerge as a true point
of encounter for the community.

The architectural imprint that a building lea-
ves on a city carries significant value not only
through its physical presence but also throu-
gh the symbolic and historical recognition it
possesses. Understanding this dual nature is
fundamental when addressing and solving
everyday challenges that arise within a com-
munity in the context of historic city centers,
but preservation efforts must go beyond phy-
sical interventions like facade restorations or
material conservation, it requires deeper ac-
tions that enable the reconstruction and rein-
tegration of the social fabric.

By doing so, the architectural values of a
place are recognized but also shared with the
community around it and the collective cul-
tural identity that fosters within it.

In the case of barniz de Pasto, despite its
deep cultural roots it faces several challen-
ges mainly due to a lack of recognition and
integration within the city. The absence of a
clearly defined space where it can be repre-
sented results in a spatial gap that affects not
only the production but also the transmission
of the craft thereby weakening its continuity
and survival. This issue also affects the archi-
tectural heritage of the city of Pasto because
it has lost its connection with collective me-
mory, and it has caused its deterioration and
in some cases even disappearance. Therefore,
understanding the city’s history and the sig-
nificance of spaces like Calle del Colorado
and Plaza de Santiago within it is fundamen-
tal to recover the value of its intangible cultu-
ral expression and to strengthen it over time.

With this in mind, we set out to unveil the
spirit that shapes the street’s identity, not
only limiting ourselves to identifying the
types of uses (the what), but also unders-
tanding the deep dynamics and typologies
of its environment (the how) that define its
character. The analysis focused on brea-

king down the multiple functional and mor-
phological layers that coexist (Figure 12):

1. Identification of points of convenience and
artisanal markets, which reflect the demand
for everyday products and trades.

2. Mapping of the presence of tailoring shops
and supply chain suppliers, recognizing the
productionlifeandsupportthatnourishestrade.

3. Nodes and transitory uses, that allow the
street to adapt to sporadic changes and uses.

By understanding these various typologies of
environment, ranging from commerce to pro-
duction and services, one can better unders-
tand how the urban fabric has evolved. This
in-depth analysis was the basis for ensuring
that the regeneration in Calle del Colorado
is contextual, integrative, and reinforces the
collective memory that drives the survival of
Pasto lacquer.
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convenience

small neighborhood shop offe-
ring a wide variety of affordable
everyday products, from food to
household items.

artisan market

commercial space focused on
selling handmade or locally
produced goods, reflecting re-
gional cultural and material.

supply store

dedicated to selling technical or
industrial supplies, commonly
used in local manufacturing or
retail.

SR
i

tailor shop

small-scale business offering
garment alterations, repairs,
and custom clothing produc-
tion.

services

mix of small businesses offering
repair, maintenance, adminis-
trative, or personal services.

trades

individual or small-scale wor-
kshops  offering  specialized,
manual or craft-based services.

transitory uses

spaces occupied by temporary,
mobile, or irregular functions
subject to frequent change.

Figure 12. Typological diversity and spatial dynamics
in Calle del Colorado. Own elaboration based on offi-
cial information and analysis.
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This segment of the street
concentrates a wide variety of
uses within a small area, re-
flecting the layered and dyna-
mic character typical of urban
life on the city center and on
the street.

Multiple uses coexist within a
single house, activating the
ground floor and contributing
to the street’s vibrancy.

Contrast in ground-level oc-
cupation, houses can be fu-
lly activated with commercial
use or remain entirely resi-
dential, reflecting the diverse
character of the street.
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Image 33. Calle del Colorado (Photograph
by Mauricio Enriquez, 2025)
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Typological
analysis of
facade
elements
on Calle del
Colorado’s
Architecture

The architecture of Calle del Colorado is no
coincidence, it reflects a distinct expression
of the traditional Colombian architecture,
framed within the republican style typical
of cold-climate cities; a fusion of republican
and colonial elements is evident in Narifio’s
architecture. In the article The Architecture of
the Republican Period in Pasto, Its Influence
in Narifo and Its Relation with Colombia we
can evidence some of this historical events
that marked Narifio’s architecture.

The city’s position on rugged terrain contri-
buted the formation of a tiered urban landsca-
pe, composed of slender houses with four-si-
ded clay tile roofs, central courtyards, and
projecting balconies supported by wooden
beam cantilevers. As evidence of its history,
unlike other regions of the country where re-
publican architecture quickly adopted Euro-
pean influences (such as English, French and
Italian), and aim to overcome the colonial le-
gacy, in Narifio, and most notable in the city
of Pasto, the architecture maintained a strong
Hispanic heritage.

This Particularity responds to its royalist
stance during the independence process. As
a result, during the consolidation of the Re-
public, Pasto’s architecture integrated more

slowly and selectively
the republican elements.
The building retained
colonial structures such
as extended eaves while
incorporating neoclassi-
cal details on the facades,
including moldings and
ornate cornices, creating
an eclectic architectural
language characteristic
of pasto’s historic center.
(Bolanos et al., 2010)

Although over time the
inhabitants of these spa-
ces may no longer be
present, the architecture
will remain as a silent
witness to history and
collective memory. In
Pasto, some of the most
representative elements
of republican-style ar-
chitecture are extended
eaves, individual balco-
nies and carved doors.
Unlike other cities in the
country, these balconies
exhibit exceptional ar-
tisanal  craftsmanship,
with elaborate wood car-
vings that demonstrate a
technical and aesthetic
complexity unique wi-
thin the national context.
This particular feature is
largely attributed by the
influence of the Quito
school on the artistic de-
velopment of Narifiense
artisans during the repu-
blican period. Thus, car-
ved balconies and door
not only fulfill a cons-
tructive function but are
also consolidated as au
authentic works of art

Image 34. Calle del Colora-
do historical picture (Source:
Las dos Orillas journal 2019)
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exclusive to the region artistic development
of Narifiense artisans during the republican
period. Thus, carved balconies and doors not
only fulfill a constructive function but are
also consolidated as authentic works of art
exclusive to the region.

The traditional construction system is sti-
11 maintained in Pasto’s historic center, and
one example of this architecture is Calle del
Colorado, where it could be said that near-
ly 80% of the properties still preserve those
republican typological elements. This is evi-
dence by the use of materials such as clay tile
for roofing, brick and flooring, and cornices
that finish the eaves on the main facades.

However, by the 19th century, with the conso-
lidation of the republican period, new struc-
tural and ornamental materials began to be
introduced. Elements such as iron, steel and
concrete were incorporated into the structure,
while finished included materials like brass,
sanitary porcelain, plaster moldings and wa-
llpaper, diversifying the formal and aesthetic
repertoire of urban architecture in Narifio.
(Bolafios et al., 2010)

Safeguarding Architectural and
Intangible Heritage

Protecting this heritage is fundamental; even
more important is promoting the unique tech-
niques that compose it, such as the artisanal
production of wooden architectural elements,
which are exclusive to the region. Valuing,
restoring and recovering these elements not
only strengthens local aesthetic identity but
also supports and makes visible another hi-
ghly relevant artisanal technique in the city
of Pasto, the Wood carving. (Image 35)

Given the architectural condition, the cultu-
ral richness and the profound historical sig-
nificance both in calle del colorado and in
the city of Pasto in general, it is urgent that
existing laws are not only formulated but en-

Image 35. Detail from a wood carved piece from
“Taller Museo Alfonso Zambrano.” (Souce: SITUR 2025)

forced with the necessary strength and com-
mitment. While fostering community appre-
ciation of heritage is fundamental it is equa-
lly important that responsible institutions act
with firmness and consistency.

The PEMP (2012) (Plan especial de Mane-
jo y Proteccion) presents valuable guidelines
for conserving and restoring significant ar-
chitectural elements, nevertheless, its impact
is limited when regulations are excessively
relaxed depending on the assigned conser-
vation level of properties. This categoriza-
tion. although useful as a management tool,
can weaken the comprehensive protection of
the urban landscape by allowing certain ele-
ments to be maintained, while others equally
important fo the architectural unity of the en-
semble, are ignored or transformed without
effective control.

Nevertheless, despite some limitations in the
effective implementation of these laws, the
PEMP for Pasto’s Historical Center consti-
tutes a valuable tool for protecting the cities
urban and architectural heritage, its technical
structure allows for the identification of archi-
tectural typologies and specific guidelines for
the conservation of facades, traditional mate-
rials, and ornamental elements that define the
local identity. Furthermore, it recognizes the
symbolic and cultural value of elements such
as eaves, carved wooden balconies, internal
patios, and urban proportions, proposing
their recovery and preservation as an essen-
tial part of the heritage fabric.

If applied rigorously and with a participatory
approach that integrates the community, the
PEMP has the potential to be an effective ins-
trument not only for preserving the past but
for projecting Pasto’s living culture into the
future.

The PEMP (Special plan for Management
and Protection) also promotes the use of ear-
th tone color palettes on the building’s faca-
de, resulting from a color analysis applied to
traditional architecture. A strategy that could
significantly strengthen it is the implementa-
tion of a structured chromatic plan similar to
the Piano del colore used in various Italian
cities. This tool, developed for the restoration
of facades in historic centers, establishes te-
chnical and cultural criteria for color mana-
gement, ensuring visual coherence, respect
for original materials, and the preservation of
urban identity. Its incorporation in the Pasto
context would not only organize the historic
center visually but also prevent inappropriate
color alterations that distort the heritage rea-
ding of the built landscape.
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Image 36. The Piano del Colore of Rapallo: Metho-
dology and lllustration of Facade Color Sampling
Source: Ufficio stampa del Comune di Rapallo

Based on this methodology, we conducted
a detailed analysis of Calle del Colorado to
understand better its chromatic heritage and
richness. The next elevation drawings, do-
cumented two facades to show their current
colors, architectural composition, and possi-
ble relationship to the street’s original color
scheme.
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Figure 13. South facade analysis: The colors of Calle del
Colorado. Actual state. Own elaboration. S AT
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Figure 15. Hypotesis of the original facade
based on historical research.
scale 1:50

The wood

During the Republican era, wood played a
central role in fagades, particularly in doors,
windows, and ornamental elements like
balconies. These components were not only
structural but also aesthetic, contributing
to the aesthetic characteristic of the period.

Architectural elements adapted to the construc-
tive possibilities of their time, with proportions,
materials, and detailing reflecting the available
techniques and resources.

Symmetry and order

Republican architecture is distinguished by a
strong sense of order and rhythm in its facades,
achieved through the regular repetition of ope-
nings often aligned vertically and horizontally
to create a balanced composition. The facades
follow strict symmetry or a clear proportional lo-
gic, with well-defined axes and modular spacing
between elements.

Figure 15 and 16. Comparative aesthetic
observations between the original and cu-
rrent facades and visualization of signifi-
cant architectural modifications. Own elabo-
ration based on official information and analysis.

Figure 16. Visual representation of the current

state of the houses facade.
scale 1:50

introduction of new openings

changes reflect functional adaptation to
informal commerce and high land-use
intensity.

@] Il Ee]e]o)

AT

Significant transformation due to the
progressive subdivision of the buil-
ding into smaller commercial units.
This fragmentation results from the
partial sale or independent rental of
spaces, leading to alterations in the
original facade.

Continuing with the analysis, we conducted
a comparative study between the original de-
sign for the facades and their current condi-
tion. The observations reveal how architec-
ture has reflected the evolving needs of its
inhabitants during the republican period and
also today. In the past, houses were designed
in response to domestic life, climate, and the

changes in proportions
and materials

in adaptations original wooden elements can
be removed or replaced with lower-cost, rea-
dily available materials such as aluminum,
steel, or glass. these replacements prioritize
durability and security over stylistic coheren-
ce, leading to a loss of historic character and
material harmony.

availability of materials, while contempo-
rary modifications respond to commercial
demands, densification, and changing urban
dynamics. These observations lead us to un-
derstand architecture as a living system that
absorbs and reflects social and economic
transformations.
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It is essential to conduct a comparative analy-
sis to understand how the PEMP addresses
and considers key elements for the proper
development of restoration processes. Al-
though the plan recommends the use of earth
tone color ranges on walls, allows carpentry
with mineral pigments and authorizes diffe-
rentiated plinths through paint or cladding of
stone or clay up to one meter high, there are
properties where the materiality of the plinth
does not correspond to the original aesthetic
nor to the republican or colonial values cha-
racteristic of the sector. The PEMP also re-
commends conducting stratigraphic probes,
by layer scrapes , to detect original colors
before repainting, and establishes that paint
must be kept in good condition against wea-
thering, following cleaning and patching.

The piano del colore proposes similarity to
the PEMP, a study of the original color by
identifying traditional chromatic ranges
on facades, especially those in earth tones.
However, it goes further by also evaluating
original materials and their natural color wi-
thout paint, respecting the inherent tone of
each element on the building and avoiding
painting surfaces that do not require it. Addi-
tionally, it performs an analysis related to the
immediate urban environment considering
how the colors of one facade can harmoni-
ze with neighboring houses and maintaining
chromatic continuity at the block or neigh-
borhood level, avoiding abrupt breaks. This
tool aligns with the construction period and
architectural style of each building, adapting
the color scheme to its historical context and
avoiding the imposition of modern or artifi-
cial color on traditional buildings.

A significant point is that, thanks to this de-
tailed analysis, different color palettes can
be generated that allow achieving a balan-
ce, a chromatic average that considers both
respect for heritage and integration with the
current context. In this sense, while maintai-
ning a range of natural tones is recommen-
ded, it is also important to recognize how the
Latin American context perceives color and
its social impact, allowing chromatic propo-
sals to engage in dialogue with local cultural

identity without losing respect for heritage
values.

The results of this study are presented below.
The following palette is composed of the co-
lors obtained from the analysis of the existing
facades in Calle del Colorado, as well as the
hypothetical facades.

Colors

$ 0520-G70Y $ 0550-G60Y
$ 0530-R10B S 0540-G80Y
S 1015-Y30R S 0505-G60Y
S 0502-Y $ 0520-G70Y
$ 1050-R30B $ 0530-R10B
I
S 2050-R20B $ 2040-R30B
-

S 5005-B80G S 1050-R308
$ 0520-G10Y $ 0515-B50G

Colors for wood elements

S 4040-G20Y S 2060-R70B

$ 0550-G10Y S 0540-G40Y

Based on this chromatic analysis, and taking
into account the guidelines established by the
PEMP of Pasto’s historical center, we deve-

loped an intermediate proposal for the co-
lor palette. This palette considers the plan’s
recommendations regarding the use of ear-
th tones for walls and mineral pigments for
woodwork finishes, while also incorporating
observations made on the current facades.

The proposed palette seeks to establish a
meeting point between traditional tones that
can evoke the street’s heritage identity and
the more recent hues introduced through con-
temporary adaptations. In this way, the chro-
matic composition expresses the temporal
continuity of the street, reflecting harmony
between old and new, while preserving the
expressive values and authenticity of its ar-
chitecture.

Additionally, the proposal enhances the
PEMP’s guidance on the use of natural origin
colors, derived from mineral and earthy pig-
ments such as iron oxides, clays, or natural
soils historically employed in traditional ar-
chitecture for their durability. This approach
ensures a coherent and contextually appro-
priate color range, aligned with conservation
regulationsAccordingly, the chromatic selec-
tion is oriented toward tones that dialogue
with the visual character of the street while
maintaining its heritage identity:

New color scheme for facades

New color scheme for wooden
supports

The collection of color samples allows us
to identify the visual richness of the faca-
des but it also makes evident the passage of
time upon them. In most cases, they appear
worn, dirty, or even show material loss. This
ongoing process of deterioration affects both
the aesthetic perception and the conservation
of the buildings. For this reason, it becomes
necessary to move on to a more detailed exa-
mination of the facades state of conservation,
with the aim of recognizing the degrees of
intervention required and understanding how
the passage of time has left its mark on the
street’s architecture.

The decay analysis was conducted directly
on site, through a photographic survey and
systematic observation of the facades con-
dition. Each building was documented in
detail focusing on visible signs of deteriora-
tion, such as surface wear, material loss, and
dirt accumulation. This fieldwork was then
translated into digital drawings allowing us
to clearly illustrate and categorize the diffe-
rent levels of decay. In this way the graphic
material presented here not only markes the
state of conservation of Calle del Colorado
explicit, but also provides a precise basis for
determining the interventions required.

Facade decay analysis of the
houses on Calle del Colorado

The signs of decay observed along the faca-
des of the houses on Calle del Colorado were
classified into six categories, allowing for
a clearer understanding of the deterioration
present in the architectural fabric.

Detachment

The facade shows visible signs of detach-
ment, with areas of paint, plaster, or other
surface materials peeling or coming loose
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from the underlying structure. These sepa-
rations not only compromise the aesthetic
appearance of the facade but can also allow
moisture to penetrate, leading to further de-
terioration.

Disintegration

The facade exhibits significant material
breakdown, particularly in areas where the
earthen wall has been exposed to prolon-
ged moisture. Portions of the surface appear
fragile, powdery, or washed out, with clear
signs of structural weakening. This level of
deterioration suggests a loss of cohesion wi-
thin the material itself, commonly caused by
water infiltration, poor drainage, or lack of
protective coatings.

Electrical Wiring

The facade displays an overabundance of
visible electrical wiring left exposed. This
excess of cables can not only detract from
the building’s aesthetic appearance but also
present potential safety hazards. The clutte-
red wiring may also contribute to the dete-
rioration of the facade by creating points of
stress on the materials or allowing moisture
to accumulate around electrical components.

Surface Staining

Various types of stains are present on the fa-
cade, including those caused by water runoff,
atmospheric pollution, and organic residues.
Can range in color from dark gray or black to
greenish or brown, depending on their origin.

Common sources include dripping water that
transports dirt or pollutants and particulate
matter from urban environments.

Crack patterns

Cracks on the facade surface, varying in dep-
th and morphology. These include both su-
perficial and through-passing cracks, which
may appear linear or branched. The distribu-
tion of cracks suggests the presence of prefe-
rential cracking paths, likely associated with
underlying structural weaknesses or material
degradation.

Graffitis

Graffiti is present on the facade surface, in-
dicating human-induced deterioration. Its
appearance obscures architectural details and
original materials, contributing to the visual
degradation of the constructioin.

Foldable pages
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Restoration project

Based on the results of the decay analy-
sis conducted on the fagades, we identi-
fied the main types of damage and their
distribution along Calle del Colorado. In
response to these findings, we defined spe-
cific intervention criteria that directly ad-
dress the recovery of the urban ensemble.

The restoration process is organized into three
complementary phases, that group different
types of deterioration according to their natu-
re, with the objective of defining coherent so-
lutions for each intervention that correspond
with similar causes or ways of treatment:

Surface and Facade
Stabilization

o Surface Disintegration (tapia erosion)
e Detachment (plaster, coatings, paint)

* Crack Patterns

The objective is to stabilize deteriorated ma-
terials, recover detached layers, and address
cracking to prevent further material loss or
structural damage.

Material consolidation

This is the first critical phase in stabilizing
degraded earthen surfaces, like tapia walls.
Its objective is to strengthen the deteriorated
substrate, preventing further disintegration
or powdering before any filling or reprofiling
begins.

The process begins with the preparation of
a compatible earthen slurry, made from soil
of similar granulometry and mineral compo-
sition to the original wall, which according
to Silva et al., (2014), in the “Repair of ram-
med earth by injection of mud grouts: a case
study from Portugal” has shown to give be-
tter structural performance to the resultant
material.

This mix can also be improved with natural
stabilizing agents like plant-based polymers
or resins, to enhance cohesion while main

taining full compatibility and vapor permea-
bility. This slurry, that can be applied through
brushing, spraying, or gentle gravity-fed in-
jection, penetrates the decayed surface layers
and binds disaggregated particles restoring
the structural integrity without altering the
material’s natural behavior.

After the consolidation, any voids or areas
with significant loss are filled with earthen
repair mortars of matching texture and color
to ensure structural solidity and making sure
that the finished work looks visually conti-
nuous.

Cracks treatmen

After the consolidation process, any visi-
ble cracks are cleaned and filled with com-
patible, flexible, and “to prevent damage
to the masonry units... softer or more per-
meable mortars than the masonry units”
according to the practical conservation gui-
de for heritage properties (Region of Wa-
terloo n.d.) (structural reinforcement may
be required for deeper or structural crac-
ks). Once this process is completed, a uni-
form finishing layer is applied to visually
integrate the repair with its surroundings.

In addition waterproofing can be realized
at the top of the walls, around windows,
and along cornices or other identified cri-
tical places, to prevent water infiltration,
thereby reducing the risk of future crac-
king, deterioration, or material detachment.

Reatachment of Coatings

In cases where the original wall finish shows
an advanced level of deterioration like large
detachments, loss of cohesion, or disintegra-
tion, the intervention requires an approach
aligned with the specific technical guideli-
nes for this type of structure. These guide-
lines establish that, in earthen constructions,
reintegration processes must be based on
materials with a composition similar to the
original substrate, prioritizing physical and
chemical compatibility (Silva et al., 2014).
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As a result the restoration proposal consi-
ders the application of replacement mortars
based on lime or earth, consistent with the
composition of the original substrate and
adapted to each of the building’s conditions.
There can be cases where the coating is irre-
coverable and when the strategy would not
be to replicate the finish but rather recons-
truct the visual and material unity of the wall
using the reapplication of compatible lime
or earth-based mortars that “match, as close-
ly as possible, the existing mortar in colour,
texture, and properties.” (Korany, 2011).

Surface Cleaning and Visual
Recovery

o Graffiti

e Surface Staining and Discoloration

The next phase focuses on restoring the vi-
sual composition of the facades and protec-
ting them from deterioration caused by pollu-
tants, biological growth, or acts of vandalism.
Cleaning them is not just a procedure with
aesthetic purposes but is also fundamental in
the conservation of earthen facades, as the
accumulation of dirt and microorganisms ac-
celerates degradation processes and dimini-
shes the architectural value of the buildings:

“The removal of any undesired mat-
ter (e.g., dust, aged coatings, deposits of po-
llutants, graffiti, and dirt) is one of the most
important and delicate operations that affects
the different ways (potentially invasive, ag-
gressive, and completely irreversible) the
original material should be approached (...).
This is an essential approach because it helps
to remove foreign matter which could promo-
te the degradation of the heritage materials as
well as cause changes to their original appea-
rance.” (Weththimuni ML, Licchelli M. 2023

p-2)

According to the municipal regulations esta-
blished for this heritage zone, cleaning and
stain removal must be carried out regularly
(PEMP, 2011). This underscores the impor-
tance of integrating a continuous mainte-
nance system within the overall coservation
servation strategy of the historic fabric.

Selective cleaning

Depending on the type of substrate, either
dry methods such as brushing or wet me-
thods such as low-pressure water cleaning
and chemical poultices are employed to re-
move surface deposits. In the case of graffi-
ti, biodegradable commercial removers are
applied, as noted by Ricci et al. (2020): “the-
se graffiti removers are commercial ready-to-
use products and thus may be employed by
non-expert users ... applied directly on the
stone surface with a brush, left to soak for
a few minutes, and then removed with a dry
paper towel and rinsed with a wet sponge.”
(p.6) These procedures are safe and can be
implemented as part of the initial interven-
tion, as well as periodically in future main-
tenance programs for continuous heritage
preservation.

Stain removal

This process begins with an assessment of
the stain’s type and origin, as well as the
substrate’s porosity and sensitivity. Based on
this, appropriate cleaning agents are selected:
for pollution-derived stains, alkaline poulti-
ces or mild solvents are used to dissolve con-
taminants adhered to the surface, which are
then absorbed and removed along with the
cleaning medium, without altering the wall’s
original composition.

Surface protection

Finally, a protective coating is applied to sa-
feguard the facade from dirt accumulation
and reduce biological growth, while also fa-
cilitating future maintenance. This procedure
ensures both the physical and visual preser-
vation of the facades over time, maintaining
their coherent integration within the historic
urban ensemble. Anti-graffiti coatings either
sacrificial or semi-permanent are also applied,
considering the sensitivity of each surface.

E Infrastructure Integration and
Visual Order

o Excessive Electrical Wiring

Foldable pages
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The objective is to minimize the visual and
material impact of infrastructure on the his-
toric fabric, improving safety and legibility.
Excessive cabling can visually disrupt the
facade and even physically damage the buil-
ding materials over time.

Optimizing installations respects the aesthe-
tic and the safety of the buildings; the proce-
dure of undergrounding electrical networks
is described on the PEMP within the “Gui-
delines for solving environmental and public
space problems”

Survey and Removal of Obsolete Wiring

Identify and remove unused or redun-
dant cables, leaving only essential wiring.

Undergrounding of Electrical Networks

In line with PEMP guidelines implementa-
tion of a Program for undergrounding electri-
cal networks. This involves burying cables to
eliminate visible wiring, thus preserving the
facade’s visual integrity.

The restoration strategies described above are
illustrated in Figure ##, which visually syn-
thesizes the proposed intervention approach.

Beyond material restoration:
toward an integrated heritage
management approach

Up to this point, the proposed intervention
strategies aim to ensure the physical and visual
conservation of heritage. However, this task
cannot be limited solely to the material dimen-
sion. Restoring buildings without establishing
the legal, governmental, and management
frameworks that guarantee their long-term
preservation represents an incomplete effort.

True heritage preservation involves not
only the periodic restoration work des-
cribed here but also the protection of
the symbolic and social value it holds.

It requires ensuring that its care does not

depend only on individual will or isolated
interventions, particularly in countries like
Colombia, where collective awareness of he-
ritage value remains limited and economic
interests often prevail over cultural assets.
This raises a crucial question to our pro-
ject, What is the point of preserving the
image if there is no legal framework to en-
sure its permanence in time and space?

In Colombia, laws do exist that mandate
the preservation of architectural heritage,
most notably Law 397 of 1997 (General
Law of Culture) and its later revision, Law
1185 of 2008. These law declare cultural
heritage to be of public interest and esta-
blish that the owners of Cultural Heritage
Assets (Bienes de Interés Cultural, BIC)
are legally obligated to preserve them.
However, in practice, these provisions are
rarely enforced with the necessary rigor.

In places such as the historic center of Pas-
to, many heritage buildings even when listed
within the PEMP (Special Plan for Mana-
gement and Protection) are in a state of de-
terioration. Since most are privately owned
they receive minimal, or no maintenance.

The government offers neither incentives
nor economic support to help restore or
maintain heritage sites, which makes exis-
ting legislation ineffective when confron-
ted with the real challenges of intervention.
In contrast, Italy has arobust legal framework,
such as the Codice dei Beni culturali e del
Paesaggio, (Presidenza del Consiglio dei Mi-
nistri, 2004) which not only mandates owners
to preserve their properties but also enforces
penalties for noncompliance and provides tax
benefits and subsidies to promote restoration.

This combination of coercive measures
and economic incentives ensures that he-
ritage is not only legally protected but also
effectively preserved over time. A simi-
lar structure in Colombia could streng-
then the impact of the PEMP and ensure a
more sustainable and equitable approach
to  managing  architectural  heritage.
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Figure 21. Typological classification on
hypotesis floorplan. Own elaboration.
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house with one side courtyard

The house with a side courtyard is a typological variation that
emerged during Colombia’s Republican period (approximately
1850-1930), particularly in urban areas experiencing expansion
and modernization. Unlike the traditional colonial house with a
central courtyard, this type repositions the courtyard to one side
of the building. This layout allowed for improved cross-venti-
lation and natural lighting, while also enabling a clearer sepa-
ration between public and private spaces within the dwelling.

According to the study “Tipologias Arquitectonicas Colonia-
les y Republicanas” (2008) , these houses represent a func-
tional and spatial evolution compared to colonial models,
incorporating neoclassical decorative elements and adap-
ting to the transformed urban fabric of the Republican era.

37

hypotesis original republic facade based

on historical research

cleaned up representation
of the current facade

N

S

N\

section cut a-a

~l

971



house types
classification

I 1450 - house # 11

O .

g 0 0 0 0 U 0 0 0 0 U 0 U U U O [0 U

——

F i hypotesis original republic facade based
29.25 . on historical research

N Ill
NI

} o cleaned up representation
of the current facade

........................

house with one central courtyard

st s
The house with a central courtyard is a classical typological " > == | NP4V
model that became widely consolidated during Colombia’s e LN AN A i =
Republican period, particularly in cities where commerce and
domestic life overlapped. In contrast to the side-courtyard va-

riation, this type maintains a symmetrical layout organized LA T T
around a single main patio, accessed through a central zaguan = —
that structures the entire plan, which allowed for clear spatial
hierarchy: commercial rooms opened toward the street, social
and private spaces surrounded the courtyard, and service areas
were placed discreetly toward the rear. According to architectu-
ral studies of Republican domestic layouts, this type reflects the
adaptation of earlier colonial models to denser urban fabrics,
preserving traditional patio organization while incorporating
new functional divisions and circulation patterns.
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Unlike the classical model, where the zaguan opens directly
into the main courtyard, this type maintains a central axial en-
trance that continues as a long, uninterrupted passage toward
the rear of the property. The principal courtyard remains at the
heart of the house, providing light and ventilation to the social
and private rooms arranged around it.

Toward the back, a secondary service patio accommodates kit-
chens, storage areas, and other domestic functions, reinforcing
the spatial hierarchy typical of Republican domestic architectu-
re. This configuration reflects an effort to preserve the symbolic
and functional importance of the central patio while adjusting
circulation and depth to the constraints and needs of evolving
urban environments.
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house with two central courtyards

The house with two central courtyards represents the most dis-
tinguished and aristocratic typology of the Republican period.
Its layout is organized around two consecutive patios, each fra-
med by corridors with inward-sloping roofs supported by pe-
rimeter columns. A central zaguan leads to the first courtyard
after passing the two front rooms commonly used for commer-
cial or reception purposes, reinforcing the ceremonial quality of
the entrance sequence. The main staircase is positioned along
one side of this patio, while the second courtyard introduces a
more private and refined domain of the house, where domestic
and service functions were arranged with greater order and se-
paration. This dual-courtyard configuration reflects the spatial
ambition and social status associated with the largest and most
prominent urban residences of the era.
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house # 12

hypotesis original republic facade based
on historical research

cleaned up representation

of the current facade
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Figure 23. Valoration floorplan for Calle del
Colorado. Own elaboration.
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Design approach
and proposal




Between memory and moder-
nity a proposal for the revitali-
zation of Pasto’s historic core

Historic centers are the living memory of
cities. Within them, layers of time, culture
and identity are the ones that shape urban
life. However, their permanence is sustained
by a balance between memory and transfor-
mation. In the case of the city of Pasto, the
historic center still preserves some traces of
a cultural past, yet urban expansion and the
loss of traditional functions have weakened
the networks that kept it alive in the past. The
challenge here is to not freeze the past but to
allow it to evolve, and to make the historic
center a place where heritage coexists with
contemporary life, where the city’s culture
is not only confined to the celebration of the
carnival but extends into everyday life, into
workshops, streets, and collective practices
that sustain its identity throughout the year.

As Carrion (2001) affirms (Figuere 23), his-
toric centers enter a state of crisis when they
begin to lose the central functions that once
gave them meaning. This idea helps us un-
derstand how the Calle del Colorado, like
many areas in the city’s historical center, ris-
ks evolving from a place of encounter and so-
cial activity to one that no longer safeguards
either its symbolic or functional value.
Urban expansion displaced many dynamics
toward the periphery in Pasto, leaving the
center with the perception of the old, without
the vitality and character that once defined it,
causing its aesthetic architectural and social
values to fade through time. Therefore, to
preserve does not only mean maintaining fa-
cades or buildings, it also means restoring the
social life and dynamics that once gave mea-
ning to those spaces, resignifying the center
once again as a living place where past and
present coexist.

In this context, the recovery of Pasto’s his-
toric center should be understood not simply
as an act of preservation but as an opportuni-
ty to reactivate its social and cultural nodes.
The challenges here lies in reconnecting the
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fragments of the city, its workshops, plazas
and heritage buildings, to reestablish conti-
nuity within spaces that are isolated nowa-
days. This proposal intends to transform the
historic center into a living system that re-
flects the identity of its people while adap-
ting to contemporary urban life. Through the
articulation of cultural, educational and arti-
sanal nodes, the city can rediscover its own
rhythm, integrating tradition and innovation,
with memory and movement.

The revitalization of Pasto’s historic center
is conceived as a process that goes beyond
physical restoration to foster social recons-
truction. The urban design here becomes
a medium for dialogue between space and
community, where participation and shared
identity guide transformation. As Rojas in
Back to the Centre (2004) argues, integra-
ting cultural, economic, and social aspects
is essential for achieving sustainable reco-
very, while Hardoy et al., (1992) emphasize
that true change images from collective par-
ticipation and local knowledge. Under this
approach the urban project reinterprets the
city’s heritage as a living structure, capable
of adapting, learning, and continuing to ex-
press the essence of its people through space.

Figure 23. Periphery and historic center, Fernando
Carrion. Author’s own elaboration based on urban
theories applied to Pasto city center.

Figure 24. Periphery and historic center, Eduardo
Rojas. Author’s own elaboration based on urban
theories applied to Pasto city center.

Figure 25. Periphery and historic center, Jorge En-
rique Hardoy. Author’s own elaboration based on
urban theories applied to Pasto city center.



The proposal plan results from a compre-
hensive analysis of the nodes and potentials
identified in previous urban studies, shaping
a strategy for the revitalization of the his-
toric center. The design strategy focuses on
connecting the recognized heritage points
of interest within the city center which to-
day remain disconnected, thereby creating a
cultural and heritage circuit that unifies the
historic core. To achieve this connection, the
primary focus of the proposal is the articu-
lation between the Taminango Museum and
the church of Santiago, important for its his-
torical and architectural value and essential
for linking the intervention to Calle del Co-
lorado; this is proposed through the reconfi-
guration of the existing street, transforming it
into an urban axis corridor that allows a more
pedestrian-friendly environment. This inter-
vention unifies the urban landscape fostering
a safer space with better spatial quality that
allows for a more fluid experience of the city
and its heritage.

Additionally, the proposal includes the pe-
destrianization of Calle del Colorado (1)from
the 15th street up to Boyaca avenue and the
semi-pedestrianization of its extension (2)
towards the east, with the focus on it regai-
ning its prominence as a protagonist of the
city. This measure aims to promote pedes-
trian activity that will stimulate the existing
local commerce that already exists in the axis
and on the street and reinforce the commu-
nity life of the whole area as it directly con-
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nects heritage and people with the Barniz de
Pasto workshops located nearby (3).

This very necessary connection would inte-
grate local artisanal production with what we
have called the “heritage circuit”, providing
a new platform for it to be visualized and re-
cognized. Making the workshops an active
part of the system not only safeguards and
promotes the intangible heritage but also en-
sures its continuity as it becomes intertwined
with a tangible part of the city’s urban iden-

tity.

Besides, the proposal seeks to align with the
existing government initiatives for the city
center. By linking these points the proposal
creates urban cohesion as it strengthens the
continuity of public space and gives a better
experience of movement for the community
when they are in the area. The connection cu-
rrently undergoing development with Carre-
ra 27 (4) complements and closes the circuit
on the north side of the city. By articulating
these axes the whole foundational core of the
city is enhanced, consolidating a coherent ne-
twork of public spaces that are a continuation
of one another and that allow a shared revi-
talizing dynamic between locals and visitors
enhancing the old city center.

Legend

Project Pedestrianization Extension

Partial Pedestrianization and Shared ==

Figure 26. Strategy for urban cohesion: Proposal for a

pedestrian and heritage circuit. Author’s own elaboration.
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’s church square,

Figure 27. Master plan proposal for the reconfigu-
Author’s-own elaboration.

ration of Santiago
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About the
design for
the new
Santiago’s
Church
plaza

According to Rojas (2004) the recovery
of central urban areas must be approached
through an integrated perspective that brings
together the social, economic, and cultural
aspects of the spaces being intervened. In-
tegrated planning promotes coordination
among the different actors involved, reinfor-
cing the project’s coherence and sustainabili-
ty. As a result, citizen participation becomes
an essential component, as it encourages in-
habitants to strengthen the sense of place and
their sense of belonging and commitment to
its preservation.

Heritage recovery is not limited to the phy-
sical restoration of material assets, but also
involves promoting cultural and artisanal
practices that consolidate the sector’s iden-
tity. Likewise, economic diversification con-
tributes to the project’s sustainability by ge-
nerating employment opportunities and local
dynamism. Improving residents’ quality of
life is achieved through the creation of a well
designed public space, the optimization of
urban infrastructure, and the promotion of
community based initiatives.

These actions look to strengthen the social
fabric and consolidate Calle del Colorado as
a culturally active, economically viable spa-
ce that respects its history and collective me-

Image 37. Barniz piece made in Jesis Ceballos
workshop. (Photograph by the author, 2023)

mory. As a result of this approach, the project
strategically articulates Pasto’s urban and so-
cial nodes, aiming to create a historic center
that remains vibrant and connected.

The construction of social fabric within a
community arises from the spatial integration
of artisans, students, merchants and residents,
who reinforce this connection through the
creation of spaces within the historic center
that promote its revitalization. Such spaces
should emerge as responses to the real needs
and aspirations of the community involved.
This urban participation approach not only
implies community engagement in activities
but also their involvement in the planning,
design and management of the public spaces,
fostering a sense of ownership and shared
responsibility that leads to more sustainable
and long-term solutions.

As Hardoy et al., (1992) affirm, Citizen par-
ticipation must be understood as a process of
collective construction that integrates social
experiences, knowledge, and practices into
urban development and recognizing the inha-
bitant as an active and transformative agent
within the territory.

Figure 28. Master plan proposal for the reconfigu-
ration of Santiago’s church square.
Author’s own elaboration.

Citizen participation arises from the histo-
rical, social and cultural analysis of a com-
munity. Understanding a people’s historical
and cultural context allows to design more
suitable intervention within the urban fa-
bric, the Calle del Colorado, which is rich
in history, culture and social dynamics, em-
bodies the collective memory and historical
values of the city of Pasto. The integration
of its spatial, cultural and architectural nodes
promotes multiple encounters, the exchange
of knowledge and the realization of cultural
activities that transform the historic center
into a living, dynamic space recognized by
the community as its own. Within this fra-
mework, citizen participation emerges as a
strategic tool to strengthen urban identity and
guarantee the social and cultural sustainabili-
ty of the project.




Taking into account the role of the plaza as a
fundamental node of the proposal, the design
of the public space is inspired by a profound
connection with the cultural heritage of the
region. The geometry and orientation of the
plaza are based on a reinterpretation of an-
cestral geometries and symbols representati-
ve of the Indigenous peoples of the area.

(T IN AN
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Image 38. Sol de los Pastos. Source: “Disefio preco-
lombino” by Oswaldo Granda Paz

The “Sol de los pastos,” represented as an
eight-pointed star, is one of the oldest and
most significant symbols of the worldview
of the Indigenous peoples of Narifio (Image
38). Its geometry synthesizes the relationship
between human beings, the territory, and the
cosmos, alluding both to the cardinal points
and to the solar cycles that govern agricultu-
re. Building on this symbolism, the proposal
draws from the constructive logic of the Sun
of the Pastos. As illustrated in Figure 29, the
design of the plaza originates from a central
square from which a series of diagonals un-
fold, replicating the structural composition of
the symbol. This approach is also reflected in
the orientation of the plaza, which is shifted
within the site to face north mirroring the Sun
of the Pastos, which always points in this di-
rection.

From this base geometry, new diagonals and
mirrored lines extend to shape the final urban
design.

1118

This methodology seeks to establish a direct
relationship with the typical geometries and
aesthetic principles of the region’s ancestral
cultures.

Figure 29. Geometric construction process diagram
with guides for the urban proposal. Author’s own
elaboration.

Figure 30. Urban design plan: spatial configuration of
Santiago’s church square. Author’s own elaboration.




Figure 31 shows in detail
one of the critical points of
the proposal: the pedestrian
connection that channels
the flow from the Taminan-
go Museum and guides vi-
sitors into Santiago Square.
The design focused on ma-
naging the intersection be-
tween vehicular traffic and
the pedestrian path through
a distinctive change in pa-
vement texture and a wide,
highly visible crosswalk
that operates as a clear sta-
tement of urban design: the
vehicular road is traversed
by a priority pedestrian
axis, clearly communi-
cating pedestrian priority
and creating a visual “wel-
come” for those arriving
on foot. Additionally, the
crosswalk design opens in
form into the interior of the
plaza, guiding pedestrians
seamlessly toward the new
public space.

Figure 32 illustrates the
strategy for spatial integra-
tion of the square with the
surrounding urban fabric,
as it focuses on incorpora-
ting the buildings around
it blurring the boundaries
between what’s public and
what’s private. In this sense
the pavement is strategica-
lly designed to delimitate
areas that enhance exis-
ting uses of the sector, like
shops and restaurants by
providing a physical space
that connects them with the
context. At the same time,
the new geometries gene-
rate a number of spaces for
gathering and interaction,
with various areas dedica-
ted to different activities.
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Figure 31. Detail of the pedestrian transition over 12th street
towards the new Santiago Square. Author’s own elaboration.
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Figure 32. Detail of the Plaza’s relationship with the urban fabric
and integration of existing uses. Author’s own elaboration.

Activity and Gathering Areas

For these zones that are focused on maximum flexibi-
lity to accommodate a wide range of recreational and
cultural activities the chosen material was the safety
rubber pavement (EPDM), because of its durability,
impact-absorbing properties, and appealing appea-
rance, that create a comfortable and inviting surface
that encourages continuous use and prolonged stay.
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Figure 33. Materials specifications.

Green Rest Areas

Aimed at providing thermal comfort and passive
rest spaces, these areas offer shade and a natural
texture to the plaza. Natural soil and grass are used
to contrast with the hard surfaces, enhancing the en-
vironmental quality of the square.
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Planters

The planters are designed as elevated concrete
elements that contain vegetation and incor-
porate wooden benches, offering comfortable
seating areas. This design creates ideal spaces
for social interaction within a more intimate
and natural environment.

Circulation Axis

These areas, designed to accommodate pedes-
trian flow, differentiate from the surrounding
spaces by the material chosen for them: clay
pavers; that offer high durability and create a
visual connection with the rest of the Calle del
Colorado project.
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Figure 34. Detail of the Plaza — Avenida Boyacd interaction
and street edge solution. Author’s own elaboration.
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Figure 34 focuses on the design of the plaza
edge next to Avenida Boyac4, a busy street.
The proposal responds by creating a strategic
visual and physical barrier on the street side,
aimed at protecting the plaza’s areas for lin-
gering and activity from traffic.

In the proposal the implementation of conti-
nuous planters serve as a natural barrier that
shields people from the noise of the traffic
but also that structure the transition through
this space; in addition to it a bike lane is lo-
cated directly next to the plaza, functioning
as a buffer between the street traffic and the
pedestrian life of the square.

But despite the limit this represents to the
road, the proposal keeps open to the public
through wide access points ensuring that the
space is perceived as accessible and safe, and
that it integrates into the urban fabric and pro-
motes social interaction and cultural activity.

The urban section shown in Figure 35 com-
plements the plan view by illustrating the
horizontal transitions that define the spatial
proposal.

Figure 35. Urban profile A - A”. Author’s own elaboration.

In it we can observe the sequence and tran-
sition of zones: from the crowded avenue,
to the bike lane, the sidewalk, the barrier of
planters and trees, and finally reaching the
permanence areas and the activity spaces wi-
thin the plaza. This demonstrates how the de-
sign supports a variety of uses and activities,
from circulation to passive rest and social in-
teraction in a user-friendly environment.
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Image 39. Barniz piece
made in Germdn Obando’s
workshop. (Photograph by Mau-
ricio Duefas Castafeda. 2022)
image trace

Architectural References: Rein-
terpreting Heritage through
Contemporary Design

To propose a strong and meaningful approach
a review was conducted of projects that have
successfully integrated conservation and
contemporary design intervention. The aim
was to understand various strategies through
which architecture can reinterpret and enhan-
ce tangible and intangible heritage, granting
it new relevance within current urban and
cultural dynamics.

1. The Textile museuum of Oaxaca.
Oaxaca, Mexico.

One of the main references for the develop-
ment of this project is the Museo Texitil de
Oaxaca in Mexico. According to the project’s
description, “The textile Museum was born as
aproject focused on the recovery, restoration,
and integration of contemporary architecture
into an old building in the Historic Center of
Oaxaca. The goal was to design a space for
the preservation, research, education, and ex-
hibition of textile art, not only from Oaxaca,
but from all of Mexico and other countries as
well”  (Arquitectos Artesanos n.d.)

This case is particularly relevant to our pro-
posal because it shares an approach centered
on the restoration and appreciation of the
existing heritage, while incorporating con-
temporary elements that dialogue with it and
highlight their historical context. The balan-
ce achieved between intervention and origi-
nal architecture, creating spaces that “meet
current need using a contemporary language
that avoid a false historicism”, (Facdearq
Magazine, 2008). which result in environ-
ments that themselves hold the key to the
survival of the craft over time, by making it
visible and relevant through direct spatial ex-
perience.

The textile Museum thus stands as a funda-
mental precedent to our project, sharing a
strong awareness of the importance of archi-
tectural space as a platform for the dissemi-

nation, learning, and appreciation of tradi-
tional crafts. From this perspective, the re-
ference reinforces the idea that preserving a
technique involves not only safeguarding its
objects or processes but also designing spa-
ces where it can be practiced, taught, unders-
tood and celebrated; one of the central prin-
ciples of our proposal (Image 40)

Image 40. Interior patio of the textil museum of
Oaxaca, Oaxaca, Mexico.
(Photograph by Arquitectos artesanos, 2007).

Moreover, the architectural expression of
heritage forms an essential part of the mu-
seum’s design, In its main courtyard, it featu-
res “a double height wall finished with fired
red clay from Yatereni. It displays an arran-
gement of pieces placed on different planes,
resembling a large woven fabric that pays tri-
bute to the textiles exhibited in the galleries
behind it, while also allowing natural light
to filter through”. (The Not So Innocent Sa-
broad, n.d.).

This intervention materializes and symboli-
zes the value of the craft it represents, inte-
grating the artisanal technique into the archi-
tectural language itself.
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Image 41. Interior patio of the textil museum of
Oaxaca, Oaxaca, Mexico.
(Photograph by Wally Wright, 2022).

The way the wall pays homage to the textiles
displayed behind it (/mage 41) demonstrates
how architecture can serve as a medium of
expression capable of materializing the es-
sence of a craft, thus strengthening its role in
collective memory

2. Museo taller Felipe Pommerenke
Santiago de Chile, Chile.

Our next case study is located in Santiago,
Chile. Completed in 2016, the Museo Taller
Felipe Pommerenke is “An old house that has
been completely restored and adapted for its
current function, respecting the materiality
and architectural style of its 1929 construc-
tion” (ArchDaily, 2017). It serves as a clear
example of a project’s ability to take a tradi-
tional craft in this case, carpentry and trans-
form it into space for learning, participation,
and the dissemination of artisanal techniques.
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The museum includes a permanent exhibi-
tion hall, a special workshop for children, a
recreation of a traditional carpentry works-
hop, an introductory audiovisual room from
visitors, a small library and an outdoor court-
yard. This structure is particularly relevant to
our project, as it proposed spatial strategies
similar to those envisioned for the Cultural
Center Mopa-Mopa (Centro Cultural Mo-
pa-Mopa), where practice, exhibition, and
education are the main drivers.

The layout of the workshops conceived as
large adaptable spaces capable of accom-
modating various activities also serves as
inspiration for our proposal, by illustrating
how such environments promote integration
and learning while preserving the essence of
craftmanship. (Image 42)

Image 42. Interior view of the main workshop at the
Pommerenke museum.
(Photograph by Véronique Huyghe, 2017).

Image 43. Interaction and craft: participation at the
Pommerenke museum.
(Photograph by Véronique Huyghe, 2017).

Among the museum’s main characteristics is
its pedagogical and experiential focus, which
aims to “awaken and stimulate visitors crea-
tivity through the experience of learning by
doing in a workshop environment”.

This approach demonstrates a deep unders-
tanding of how the transmission of such tech-
niques and therefore their survival over time
depends directly on the interaction between
people and the craft itself. In this sense archi-
tecture becomes the physical medium throu-
gh which the community engages not only
with theoretical knowledge of the craft, but
also with its practical application allowing
them to experience living heritage firsthand.
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Image 44. Barniz piece made
in Granja workshop. (Photograph
by Mauricio Duefas Castafieda, 2022)

Responding
to the lack
of national
recognition
of Narino’s

cultural
heritage
through
spatial
stimulation
of work-
shops and
exhibition
spaces for
the artisanal
Barniz
technique

In order to preserve and maintain a cultural
tradition and elevate its value on a national
level, it is necessary to understand the causes
that have prevented this practice from stan-
ding out in the national context and that have
hindered the development of the technique.
Through spatial stimulation, it is essential
to protect the values of cultural customs by
exploring the relationship between space and
object, implementing adaptable architectu-
re with spatial flexibility in homes that also
function as workshops, starting with the re-
covery and restoration of traditional housing
in the city of Pasto. This approach will enable
the spatial integration of the casa-taller (hou-
se-workshop), improving the working condi-
tions and quality of life of artisans, which in
turn stimulates the transmission of this tradi-
tion and preserves it within the culture.

Likewise, in order to elevate the status of
Barniz, spaces will be provided that foster
cultural appropriation, where both the final
products and their creation processes can be
exhibited, places where local and national
communities can connect and immerse them-
selves in the dynamics involved in producing
any item made with Barniz. These spaces
will encourage community participation, ai-
ming to achieve national recognition and cul-
tural preservation of the tradition.

To give life to this vision and create a place
that physically and symbolically supports the
intangible heritage of varnish, the proposal
focuses on the design of the Pasto lacquer
mopa-mopa cultural center. Based on earlier
analyses and theories of conservation techni-
ques, the proposal recognizes the need to go
beyond mere exhibition.

The museum is conceived as an ecosystem
of learning and living production, where the
visitor not only contemplates the final pro-
duct but also immerses themselves in the arti-
sanal process, thus ensuring the generational
transmission of the varnish technique. This
approach requires a spatially flexible and per-
meable architecture, capable of hosting both
the exhibition and the dynamic activity of the
workshop and the community gathering.
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The design of the Varnish Cul-
tural Center is the focal point
of the urban regeneration pro-
posal. This axonometric view
illustrates the volumetric inser-
tion of the new building in the
historic fabric of Calle del Co-
lorado. The proposal respects
the alignment and height of the
historic fagades, but deploys a

Figure 37.

Axonometrical diagram, Barniz
Cultural Center insertion in Calle
del colorado.

Author’s own elaboration.

modern, permeable, and mul-
ti-level spatial system towards
the interior, guided by the tra-
ditional distribution of republi-
can houses with a side court-
yard. The structure is organized
around this central axis of light
that connects and articulates all
the spaces, becoming the heart
of the museum.
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The ground floor: reinterpreting
the republican patio typology for
the Mopa-Mopa cultural center

The design of the Mopa-Mopa cultural center rein-
terprets the traditional typology of the republican
house with a central courtyard, adapting it to crea-
te a modern flow that encourages the experiential
learning of Varnish.

Lacquering & Storage Room Il

The proposal begins on Calle del Colorado by crea-
ting a small welcome plaza at the entrance, which =
serves as a transition space and anteroom for the vi- fiT—
sitor. Crossing the entrance, the reception visually |

connects with the shop, where Varnish pieces are

nature

the colors of

on display, allowing an approach to the mastery of

the craft from the first moment.

The tour goes to the introductory room, a key space =
where the visitor is immersed in the origin of the
Varnish of Pasto. Through audiovisual projections
and the presence of natural elements, the aim is
for the public to understand the technique from its
roots, valuing the territory and the raw material as
essential foundations of the trade.

Next, the articulating axis of the design is the Cen-
tral Courtyard. This open space is designed as an
area of interaction and rest, crucial to oxygenate the
tour. From here, the flow continues to “The colors
of nature,” where the preparation process is dee-
pened. This level also houses active workshops,
which are fundamental to the proposal, arranged to
facilitate classes to the community and teaching to
apprentices, ensuring the generational transmission

of the artisanal technique.

ticket office and lockers
[N

Figure 39. Ground floor plan.
Author’s own elaboration.
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The stairs were conceived as a prota-
gonist element in the central courtyard,
with their shape opposed to the traditio-
nal staircase; they offer dynamic points
of view to the entire building, and from
where the varnish mural on the back
wall of the courtyard can be appreciated.

The second level is dedicated to the
most advanced and delicate phases of
the trade. This is where “The unfolding
room” is located, where the process of
applying and molding the resin on the
pieces is carried out. In addition, this
floor includes private workshops and
storage areas that guarantee the right
conditions for the artisans and their ma-
terials, raising the status of their work.

Figure 40. Section A - A”. Author’s own
elaboration.

auditorium

To strengthen the cultural and econo-
mic link with the region, this level hou-
ses “The Threshold Coffee”. A space in
which the gastronomic offer is limited
to typical and characteristic products
of Pasto and the region, ensuring an
experience that is completely local.

Finally, “The Gathering Room” is de-
signed with flexibility to be adapted for
conferences, events, temporary exhi-
bitions, or cultural gatherings. Its con-
ception is always at the service of the
community, consolidating the cultural
center as an active cultural nucleus and
a vital meeting point in the Historic
Center.

the threshold

coffee %

private
workspace

storage +
lacquerin 1

e:
\
i private @

‘. workspace

)
thunfolding

room

Figure 41. First floor plan.
Author’s own elaboration.
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The project incorporates the “Sol de M
los Pastos” carved in wood as a sym- =
bolic and spatial connector between the
existing buildings and the new cultural
center. Its presence highlights the value
of local wood carving, an artisanal tra-
dition deeply rooted in Pasto. In para-
llel, the brick latticework used on the
fagade and throughout the interior rein-
forces the idea of the building as a wo-
ven construct. Together, these elements
create a continuous fabric that integra-
tes craft, territory, and architecture into
a unified expression N/
Figure 42. Sol de los Pastos carving detail
representation. Author’s own elaboration.

N/

I
N/
0.30m §
¥
. S
N/
‘ " ' Figure 43. The Mopa - Mopa
Cultural center exploded axonometry.
e ) Author’s own elaboration.
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Figure 44. The barniz shop interior view.
Author’s own elaboration.

The decision to integrate a shop into the
Varnish Cultural Center is a strategic com-
ponent that directly attacks the economic
devaluation of the trade. The museum pro-
motes the integral appreciation of crafts, and
the best way to achieve this is by allowing
its fair and direct commercialization in the
same place where it is produced and taught.

During the research phase, the artisans con-
sistently expressed that the lack of apprecia-
tion of Varnish is not only one of cultural, but
also of economic recognition. The current
intermediation chain forces creators to sell
their pieces to resellers at significantly lower
prices, a dynamic that causes their income
not to reflect the effort, time, and mastery in-
vested in each work, with the resellers, and
not the artisans, capturing the greatest value.

By locating the store in the heart of the Cul-
tural Center, a transparent commercial cir-
cuit is established, which guarantees that the
income from the sale of the pieces goes di-
rectly to the artisans, eliminating unfair in-
termediation. In this way, the store becomes
an instrument of labor dignity, ensuring that
the final price reflects the real value of the
craftsmanship, supporting the economic sus-
tainability of the trade, and promoting ethical
and culturally conscious consumption.

5

B
|
T

5

CEFAEREAR
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Figure 45. The workshop interior view 1.
Author’s own elaboration.

el Barniz como Joya

Figure 46. The workshop interior view 2.
Author’s own elaboration.

The design of the workshops at the Cultural
Center results from the detailed observation
of the practices of the artisans, seeking to
rescue and optimize the fundamental con-
ditions of their work environment.

A key principle was to foster closeness and
access to the essential tools for the craft,
replicating the atmosphere of a traditional
workshop. The spaces are designed so that
artisans can have their pieces and work
materials at hand, creating an atmosphere
of active production that is visible to both
apprentices and visitors.

Flexibility and adaptability were funda-
mental in the conception of the furniture
and the layout. The worktables are adjusta-
ble and storable, easy to adapt to the diffe-
rent phases of the Varnishing process, to the
different sizes of groups, and to the prefe-
rences of each user. The architecture of the
workshop seeks to enhance the autonomy
of the artisan, offering them a space where
everyone can mold and configure their own
work environment, ensuring that the design
serves the creative process of the craft and
not the other way around.
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the brick

between tradition and contempora

The use of brick was a fundamental deci-

sion in consolidating the project’s architec- Br.ICk has long‘ begn one of the most me
tural identity, serving as a powerful link be- aningful materials in Colombian architec-

tween tradition and contemporaneity ture. Its artisanal character, traditional pro-
' duction methods, and persistent presence in

historic centers allow it to transcend mere

Through lattices, patterns, and ventilated )
construction and become a cultural symbol.

brickwork, the material becomes a langua-
ge that bridges tradition and contempora-
neity. These brick fabrics address climatic

and spatial needs while evoking the manual shal];)ecsl' faggdﬁs ‘an(;i strllict.ures, butd allso
gesture of the artisan, integrating crafts- embodies inherited techniques and lo-

manship into the construction of the buil- C}‘?l crafts'll‘x)l'a;‘nshlp;f Its text}lre, f:olor, and W
ding itself. In this way, the architecture is the possibility ol arranging it manua-

conceived as a continuous weave in which ll‘y in multiple patferns reveal a mate-
material, light, and void interact rial deeply connected to the territory and
to honor, the a;tisanal practices to the artisanal practices that define it.

theproject seeks to preserve
and make visible.

In the south of the country, brick not only

Brickwork pattern on the facade

<>

Figure 48. Brick - work details.
Author’s own elaboration.
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. Figure 47. Axonometric

<" section view of the groundfloor spaces.

<" Author’s own elaboration.
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l ] = Figure 50. Building’s facade.
- Author’s own elaboration.
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