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Abstract: At the dawn of the 21
st
 century, luxury fashion brand Prada and OMA architecture office, along with 

its think tank component AMO, initiated a reconfiguration strategy of Prada’s brand identity. This collaboration, 

which has extended to the present day, provides an important case study on the theme of architectural 

branding, regarding its longevity, extension of projects developed and meeting of Miuccia Prada’s and Rem 

Koolhaas’s personalities. 

Branding and its applications have been witnessing major developments resulting from the optimization of 

marketing strategies designed to stimulate brand equity and to improve product sales. By the end of the 20
th
 

century, in order to expand their brands, major corporate enterprises started experimenting with several 

strategies, one of them the association with other disciplines, such as architecture. Architectural branding thus 

emerges as a conversion of the enterprise’s brand identity into three-dimensional spaces that allow the intense 

experiences associated with the brand, communicating its message and values so that all perception senses 

are approached. 

In this sense, projects of permanent, temporary and digital architecture have become the objects of this case 

study, through the application of variables, namely Prada’s and OMA’s corporate identities, the type of 

experiences designed by architecture and the iconicity of the proposals. This analysis focuses on the merging 

of the commercial and the cultural functions of the brand, covering the conventional marketing processes and 

establishing equity for the two entities involved. 
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1. INTRODUCTION 

In the past, the major and most iconic 

constructions were built by the most powerful 

entities in society, namely kings, the Catholic 

church, members of aristocracy or 

governments, given their economic and social 

power. Many of these buildings have been 

kept as monuments and tourist attractions. 

Nowadays, enterprises have reached an 

identical status. Architectural branding 

projects have become as important and as 

visited as some castles, great Christian 

cathedrals or palaces of nobility (Raffelt, 

2012). Brands have become symbols of power 

and their products objects of cult. Two 

previously distinct spheres, culture and 

commerce, are now merging to serve brands 

(Vujnovic, 2012). 

In the 90’s, luxury fashion brands made their 

products available to a larger customer base 

FUNCTION 
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through diffusion lines and lower prices, 

“democratizing” the concept of luxury (Ryan, 

2007). This event had an impact on mass 

consumption, prompting significant increases 

in profit. However, this consolidation and 

homogenization of luxury contributed to the 

growing desire for brand differentiation in 

industry, leading these brands to develop 

unique and memorable identities (Quintas & 

Díaz, 2018).   

In the case of Prada, a first stage of this 

identity was created in the late 70’s, deeply 

connected with Miuccia Prada’s personality, 

when she took hold of her family’s business. 

Along with her husband, Patrizio Bertelli, she 

revolutionized the luxury fashion industry and 

left her print in all forms of Prada’s brand 

communication – products, distribution, 

publicity, events and buildings (Ryan, 2007). 

Her mediatic vision, intelligence and intuition 

led her to approach starchitect Rem Koolhaas, 

founder of the Office of Metropolitan 

Architecture (OMA), late in 1999, when she 

felt the need to renovate Prada’s brand 

identity. Together, they have come up with 

innovative and unexpected approaches to 

branding that have been applied to over fifty 

projects over the course of almost two 

decades. 

Therefore, the purpose of this investigation is, 

on the one hand, the comprehension of 

branding and of its influence on architecture 

and, on the other, the impact of the use of 

architecture on enterprises. To achieve this, a 

methodology divided into four main stages 

was followed: (1) literature review; (2) 

corporate identity analysis; (3) application to 

case study; (4) conclusions. Consequently, 

the investigation is organised into two 

fundamental parts, a (I) theorical background 

on branding and architectural branding, and 

(II) the particular case study of OMA | Prada | 

AMO Collaboration, regarding Prada’s and 

OMA’s corporate identity as well as three 

projects developed by the collaboration. 

 

2. BRANDING 

The concept of branding is as ancient as the 

concept of brand. Especially since the 

Industrial Revolution, which brought along 

mass production and the policy of advertising 

and packaging, several authors have tried to 

define the term brand as a marketing 

component. According to American 

Marketing Association  (2017), a brand is a 

way to differentiate a product, service or 

organization from their competitors, namely 

through a sign, symbol, design, name or a 

combination of these. In this sense, branding 

is the process of creating this distinction 

through brand value in order to elucidate and 

communicate both the functions and the 

benefits of a product, service or organization, 

by using identification elements (Kotler & 

Keller, 2016). The ideal objective of branding 

can be represented by a functional-

psychosocial-aesthetic pyramid as defined by 

Levy (1999). This pyramid, represented on 

Figure 1, relates the purpose of the brand – its 

function – with the response of consumers – 

human behaviour – and its impact on senses – 

aesthetics (Bastos & Levy, 2012).  

 

 

 

 

 

 

This interpretation of branding is particularly 

noticeable in luxury brands, which adopt 

exceptional strategies to distinguish their 

products and services and justify their high 

prices (Kapferer & Bastien, 2009). This 

pyramid, defined at the end of the 20
th
 century, 

already encapsulated many characteristics of 

the branding culture developed since the 

beginning of the century, such as the culture 

of characteristics, the culture of benefits and 

the culture of experience. Even though the 

culture of identification was implied, it was still 

Figure 1. Ideal Branding Pyramid 

Source: Levy, 1999 (adapted) 
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a step behind since, according to Neumeier 

(2006), this was the distinguishing feature of 

branding since the beginning of the 21
st
 

century (Figure 2). 

 

 

 

 

2.1 Identity 

The culture of identification with the brand 

comes from direct contact with its identity. 

Neumeier (2006:2) stated that “a brand is a 

person’s gut feeling”, an instinct which comes 

from the tangible and intangible elements of a 

brand’s identity, such as its name, logo, 

colours – the tangibles – or its values and 

principles – the intangibles. Communication 

design and strategy are essential tools for the 

expression of a brand’s identity since it is 

through these stimuli that emotions, contexts 

and essences can be embodied (Wheeler, 

2013), helping to develop brand equity by 

creating a constant and intrinsic value (Aaker, 

1991). 

Brands can be classified into three 

dimensions: (1) the number of products or 

services sold under one brand, (2) the 

geographical range of the brands and (3) the 

positioning of the brands. Luxury brands are 

often corporations that act internationally and 

whose positioning is above premium.  A luxury 

brand cultivates its uniqueness, giving primacy 

to being faithful to an identity rather than to 

prioritizing its superiority over competition – it 

is the consistency of its branding strategy that 

distinguishes it (Kapferer & Bastien, 2009). 

Kapferer (2008) defines a brand identity prism 

that decomposes its symbolic dimension into 

essential aspects, interconnecting them 

simultaneously. This prism, depicted in Figure 

3, is composed of external (1, 5 and 3) and 

internal (2, 6 and 4) facets built by the brand 

so that the consumer can construct his own 

identity based on the brand’s identity. 

 

 

 

 

 

 

 

 

 

 

In the case of luxury brands, identity is 

essentially built upon its roots, history and 

heritage – elements that give it unique 

authority and legitimacy and which belong in 

the facet (6) culture of the prism. The brand 

identity prism translates the brand’s DNA, its 

know-how and invariable semiotics whereby 

its (1) tangibles are recognized, both in terms 

of products and stores, of advertising and of 

all its media (Kapferer & Bastien, 2009). 

The store is one of the luxury brand’s most 

important tangible forms of communication. It 

should follow explicitly the evolution of the 

brand’s identity, denoting renewals and 

innovation of concepts. International 

expansion is viewed as opportunity for 

modernization of the store’s concepts and for 

the establishment of new types of store 

(Crewe, 2015; Jin & Cedrola, 2017). In this 

sense, identity is the first identified variable of 

this investigation. 

 

3. ARCHITECTURAL BRANDING 

Whether intentionally or not, architecture is a 

form of communication (Raffelt, 2012). 

Consequently, throughout history it has been 

used as a way of demonstrating the 

supremacy of institutions in boasting their 

financial, political and social power. However, 

in modern times, architecture represents a 

CHARACTERISTICS     BENEFITS                      EXPERIENCE                   IDENTIFICATION 

1900                  1925        1950            2000 

Figure 2. Phases of branding since the 20th century 

Source: Neumeier, 2006 (adapted) 
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 Figure 3. Brand Identity Prism 

Source: Kapferer, 2008 (adapted) 
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much larger group of institutions. The 

communicative potential of architecture offers 

an excellent occasion to strengthen the 

corporate identity of enterprises (Bahamón & 

Cañizares, 2009; Sklair, 2017). A good 

example is the city of New York, where the 

number of high buildings and skyscrapers built 

by companies represent an image of urban 

congestion designated as Manhattanhism by 

Koolhaas (1994); it is also the city where it is 

possible to find stores of any desired brand 

and where astonishing digital outdoors lead to 

an overall vision of brandscapes - 

materializations of brands’ images in physical 

spaces, becoming key elements of connection 

between brand identity, culture, architecture 

and urbanism (Klingmann, 2007). 

In Raffelt’s (2012) approach, when 

architecture manifests itself to encompass the 

entire corporate identity of a company, the 

term architectural branding should be 

considered. Architectural branding focuses on 

converting brand identity into three-

dimensional spaces that allow intense 

experiences associated with the brand, 

communicating its message and values so 

that all perception senses are addressed 

(Raffelt, 2012; Messedat, 2009).  

Providing experiences to consumers has 

become one of the main goals of brands, 

since experiences can be the mainstay of 

decisions and motivation to purchase (Pine & 

Gilmore, 1998). Iconicity is another factor of 

brand distinction. If the brand has some 

product or service that becomes desired by a 

legion of consumers, this object of desire 

becomes an iconic trend. This also applies to 

architectural branding since the association of 

a high reputation company with a high 

reputation architect also leads to the 

recognition of the brand’s architectural 

identity, providing equity for both entities 

(Bahamón et al., 2009). 

 

 

3.1 Experience 

In 1998, Joseph Pine and James H. Gilmore 

introduced the concept of “the experience 

economy”, marking the end of the culture of 

benefits and the beginning of the culture of 

experience explained by Neumeier (2006). 

Experiences apply to architectural branding 

because architecture provides the space for 

the happening of these experiences, whether 

stores, headquarter buildings, or temporary 

spaces produced for a given function or event 

of the brand and even in digitally created 

artificial worlds such as the brand’s website or 

films from advertising campaigns. 

Considering this, architecture can convey a 

brand’s identity in permanent, temporary and 

digital spaces. What unifies the variety of 

concepts covered by architectural branding is 

the hope of creating contact points that 

positively affect the company’s performance 

and contribute to the brand’s equity (Raffelt, 

2012). 

Consumers’ experiences upon contact with a 

brand can be analysed both in terms of their 

participation – active or passive – and of their 

level of connection – absorption and 

immersion. They can be classified into four 

realms: entertainment, educational, aesthetic 

and escapist (Figure 4). The richest and most 

desirable experiences are those that can 

produce effects in the four realms (Pine & 

Gilmore, 1998). The projects studied in this 

investigation will draw on experience as an 

analysis variable.  

 

 

 

 

 

 

 

 

P
A

R
T

I
C

IP
A

T
I
O

N
 -

 
P

A
S

S
I
V

E
 

 

P
A

R
T

I
C

IP
A

T
I
O

N
 -

 
A

C
T

I
V

E
 

 

CONNECTION - IMMERSION 

 

CONNECTION - ABSORPTION 

 

Figure 4. The four realms of an experience 

Source: Pine & Gilmore, 1998 (adapted) 
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3.1 Iconicity 

Today, the dominant forms of iconic 

architecture are promoted by enterprises. 

Global society and the big corporations that 

commission high-cost iconic projects 

determine that architecture be mediated in 

order to arouse consumer interest and overall 

acknowledgement. When choosing the 

iconicity variable to apply to architectural 

branding, the architect’s role and certain 

characteristics of the project designed by him 

were taken into account. Iconicity in 

architecture has always been defined not only 

by the originality of the form proposed but 

also by the fame or symbolic meaning of a 

certain architect, the so called starchitect 

(Sklair, 2017). 

The term starchitect refers to a group of 

globally known architects who, like their 

projects, have gained iconic status 

themselves. Sklair (2017) identifies three 

distinct groups of starchitects: global, national 

and local. The first consists of the four top 

designers of the icons built at the beginning of 

the 21
st
 century, of which Rem Koolhaas 

(1944) is part of along with Frank Gehry 

(1929), Norman Foster (1935) and Zaha Hadid 

(1950-2016). In order to keep the media 

interested, these personalities are thus 

encouraged to take risks, break the rules and 

upstage their competitors to grab the 

spotlight (Jencks, 2006). 

Shopping centres, corporate headquarters, 

museums, performative spaces, 

transportation platforms and other 

spectacular constructions built by these 

architects gain recognition through the media, 

serving not only their specific functions but 

also as a setting for advertising campaigns or 

as meeting points – key buildings of 

communication of the city’s tourism and its 

entrepreneurs (Sklair, 2017).  In addition to 

starchitects as a way of measuring iconicity, a 

set of characteristics that establish a level of 

iconicity for the architectural product can also 

be enumerated: original aesthetics, open and 

enigmatic symbolism, economic power, media 

attention, tourism promotion, new 

technologies, new materials, globalization and 

culture. 

 

4. OMA | PRADA | AMO COLLABORATION 

Prada is a luxury fashion brand established in 

1913 in Milan, Italy, by Mario Prada, Miuccia 

Prada’s (1949) grandfather. Even though it 

already had a high positioning in the luxury 

goods industry, it was only around 1975, when 

Miuccia and her husband Patrizio Bertelli took 

hold of the company, that Prada started to 

evolve into the global power it is today.   

It was also in the mid 70’s that the Office of 

Metropolitan Architecture – OMA – was 

founded by Rem Koolhaas (1944) and Elias 

Zenghelis (1937) and their wives, Madelon 

Vriesendorp (1945) and Zoe Zenghelis (1937). 

Their mission was to rehabilitate the 

metropolitan lifestyle and to define new types 

of relations – both theoretical and practical – 

between architecture and the contemporary 

cultural situation (VIZ Magazine, 1978; Zaera, 

1992). Nowadays OMA is one of the most 

mediatized architectural enterprises. 

Prada has now become a corporate brand 

that manages five brands: Prada, Miu Miu, 

Church’s, Car Shoe and Pasticceria Marchesi. 

Together, they constitute the Prada Group, to 

which the brand identity prism defined before 

will be applied, in order to determine aspects 

of Prada’s corporate identity. From this 

analysis it is possible to conclude that despite 

its long history and tradition, this identity 

comes essentially from the association with 

Miuccia, whose personality is extremely 

characteristic. Miuccia denotes an 

unparalleled intellectual restlessness and 

creative boldness, an insatiable will for 

innovation, breaking rules, excellence, unique 

talent, and for going beyond the limits of 

fashion. She identifies with an “anti-brand / 

anti-fashion / anti-commercial” philosophy 

(Tokatli, 2014:1; O’Hagan, 2013; Prada Group, 

2018).  
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OMA has also grown as an architecture office 

now having offices in New York, Beijing, Hong 

Kong, Dubai and Perth (Fairs, 2016). From the 

beginning, Koolhaas wanted to develop a 

theoretical approach to each project, but it 

was only in 1999, after a high rate of private 

sector commissions, that AMO was born, as a 

mirror of OMA and as an acronym for 

Architecture Media Office, a research and 

design studio that applies architectural 

thinking to domains beyond those of 

architecture (OMA, 2018). Like Prada, its 

corporate identity is mainly based on aspects 

of Koolhaas’s personality and working style. 

Koolhaas identifies with a strategy of 

collaborative work, in which all specialties 

provide intrinsic value to the project’s design, 

rejecting preconceived ideas or forms. Most 

of his theories come from his writings, which 

have greatly contributed to the diffusion of 

OMA’s way of interpretation, as well as to the 

independence of each office worldwide. 

When Prada started expanding and opening 

stores around the world, they started a 

collaboration with architect Roberto Baciocchi 

(1946). This architect defined the identities of 

all Prada’s brand stores, introducing the 

concept of The Green Store, which made lime-

green the colour of excellence in all Prada’s 

stores. It was first used in the Prada store of 

Via della Spiga, in Milan, in 1983  (Jin & 

Cedrola, 2017). When Miuccia and Bertelli 

bought retail spaces in emerging locations 

such as the SoHo, in New York, in the 

downtown of San Francisco, Rodeo Drive, in 

Los Angeles and in the Aoyama district, in 

Tokyo, they wanted to develop a new type of 

flagship stores; however, as Baciocchi was 

too occupied with the design of the typical-

stores, the couple had to look for an architect 

who could pay particular attention to this 

complex cultural intervention; Baciocchi 

himself suggested the name of Rem Koolhaas 

(Interligator, 2014). 

Having already developed the projects that 

made him win the Architecture Pritzker in 2000, 

Koolhaas had never designed for the retail 

sector, despite having taught the seminars 

Project on the City, at Harvard, focusing on 

the problem of consumerism and which led to 

the writing of the book Harvard Design School 

Guide to Shopping (Chung, Inaba, Leong, & 

Koolhaas, 2001). In order to develop Prada’s 

new brand identity, AMO created a team 

responsible for deepening all the relevant and 

irrelevant aspects of the brand, which resulted 

in various projects and studies, part of which 

were included in the reference book on this 

collaboration, Projects for Prada: Part 1 

(Koolhaas, 2001) – Figure 5. 

 

 

 

 

 

 

 

 

 

 

 

Concepts for Prada 

In order to ensure the expansion and constant 

redefinition of Prada, Koolhaas establishes a 

few key concepts for the brand. Through 

these concepts it is possible to counteract 

and destabilize any preconceived idea of 

branding about Prada: Variety I, Variety II, 

Exclusivity, Changeability, Service, Non-

Commercial (Koolhaas, 2001). He also 

suggests a new concept of luxury associated 

with commerce - “luxury is not shopping” 

(Koolhaas, 2001: n.p.). This conceptualization 

of luxury as well as the redefinition of brand 

meet Miuccia’s personality. 

On top of these concepts, OMA | AMO and 

Koolhaas develop a new type of store for the 

Figure 5. Cover of the book Projects for 

Prada: Part 1 

Source: 

http://oma.eu/publications/projects-for-

prada-part-1 
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new retail spaces Prada had bought – the 

Prada Epicenters. Koolhaas suggests that 

these Epicenters do not represent merely an 

increase in scale, but rather the introduction of 

elements that justify the constant redefinition 

of the brand that he defends. In these spaces, 

the consumer should be identified with an 

investigator, student or museum visitor, so 

that the experience of consumption can be 

enriching, moving from the commercial sphere 

to the cultural sphere (Koolhaas, 2001). 

 

Projects for Prada 

Besides the development of Epicenters, the 

extension of projects developed by this 

collaboration makes it an excellent case study 

for the verification of Prada’s identity facets 

that were either maintained or altered by 

architectural studies, based on the identity of 

OMA. It is also possible to identify several 

experiences of “the experience economy” 

proposed by architecture as well as features 

of architectural iconicity. Following are the 

selected projects, namely the Prada Epicenter 

of New York, the Prada Transformer in Seoul, 

and the digital product Prada Real Fantasies. 

 

4.1 Prada Epicenter, New York 

Prada Epicenter is located between Broadway 

and Mercer Street, occupying 2190 m
2
 of the 

space previously belonging to the 

Guggenheim Museum SoHo. In addition to 

this direct relationship with the arts and 

museum space, the theoretical proposal at the 

core of this project is the idea of the store as 

a public space, integrated in the city, a space 

where exhibitions and shows take place, 

functioning as a place of culture and as a 

laboratory of consumer experiences 

(Slowinska, 2014; OMA, n.d.-b). 

As a new concept of the flagship store, the 

Epicenter provides six notable elements: the 

Mural (1, Figure 6) which occupies all the 

headroom and length of the store’s north wall; 

the Wave (2, Figure 6), a curved and concave 

structure of almost 27 meters of length where 

a stage unfolds for cultural activities; the 

Cylindrical Elevator (3, Figure 6), constructed 

in glass and serving as transportation from the 

basement to the entrance level of the store 

and exhibition space; the Hanging City (4, 

Figure 6), a set of several aluminium mesh 

cages suspended from the ceiling where 

clothing items are exposed, based on the 

inverted horizon of a suspended city; the 

Changing Rooms, where the Prada in Store 

Technology (2002) project has reflected 

plenty of its solutions, such as the priva-lite 

glass doors that become opaque at the touch 

of a button; and the Peep Show, a hole in one 

of the walls where it is possible to watch the 

advertising videos of the in-store collections 

or cultural exhibitions.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 6. 1 – Mural; 2 – Wave; 3 – 

Cilyndrical Elevator; 4 – Hanging City 

Source: Koolhaas, 2001 (adapted) 
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These elements of prominence are 

representative of Koolhaas / OMA's identity’s 

principles and, at the same time, reflect 

aspects of Prada's old and new identity. In this 

project, it is possible to understand how 

architecture is able to create environments 

and memorable spaces that promote the 

occurrence of experiences in the four realms 

enunciated by Pine and Gilmore (1998), which 

stimulate consumerism. It should also be 

noted that their characteristics lead us to 

assume a certain level of iconicity in the 

proposal. 

 

4.2 Prada Transformer, Seoul 

Prada Transformer was a temporary pavilion 

divided into two structures – the pavilion and 

an adjacent service block – in an area of 1660 

m
2
 attached to the Gyeonghuigung Palace. 

The main idea of the project was to enable the 

single structure of the pavilion to include four 

distinct spaces, for four different types of 

functions, bringing together art, architecture, 

cinema and fashion (Argyriades, 2009). After 

the four events, which occurred between April 

and September 2009, the Transformer 

structure was dismantled (planification on 

Figure 7). 

 

 

 

 

 

 

 

 

 

The pavilion consisted of a tetrahedron 28 

meters high, approximately, where each 

triangular face of the solid is composed of a 

basic geometric shape - a hexagon, a 

rectangle, a cross and a circle. In order to alter 

the plan, the structural profile and spatial 

identity for the correct functioning of each 

event, the solid was lifted up in the air and 

rotated with the help of cranes (OMA, n.d.). Its 

structure was entirely made of steel, weighing 

180 tons, while its covering was made as a 

"skin" that moulded into the geometric forms 

and adapted to them, a translucent elastic 

membrane called Cocoon Membrane 

especially developed for the Transformer, with 

a total area of 350 m
2
. 

For its first function, the Transformer 

appropriated the hexagonal plan to present 

the international exhibition Waist Down - Skirts 

by Miuccia, between April 25 and May 24, 

2009; although it was the fifth time it was 

exhibited, it was the first time that it 

interlocked directly with the space, especially 

designed to expose it (Prada SpA, 2009). In a 

second phase, between June 27 and July 9, 

2009, the Transformer used the rectangular 

plan to make it a movie theatre where the 

Flesh, Mind and Spirit film festival, curated by 

Alejandro González Iñárritu, took place (Prada 

SpA, 2009). After a new rotation, it was the 

turn of the cross plan to house the exhibition 

of the artist Nathalie Djurberg - Turn Into Me, 

between August 15 and September 12, 2009 

(Prada SpA, 2009). Finally, for the fourth and 

final phase of the Prada Transformer project, 

the rotation itself becomes an integral part of 

the event; on September 29th and 30th, 2009, 

after a rapid configuration of the interior of the 

pavilion, now using the circular plan, students 

from the main universities of Seoul occupied 

the space, titling it The Student-Takeover 

(Prada Spa, 2009). 

At the Prada Transformer in Seoul, the events 

promoted by Prada and designed by OMA | 

AMO converge with the principles of the 

identities in question. Once again, 

architecture has been used as an enhancer for 

the event of experiences, this time with such a 

limited temporality that it fosters desire. As a 

rising structure of disturbing aesthetics and 

contrasting with its surroundings, the 

Figure 7. Steel structure planification 

Source: Author 
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Transformer has had a great influence in the 

media and has boosted architectural and 

cultural tourism, which justifies its iconicity. 

 

4.3 Prada Real Fantasies 

In 2005, OMA | AMO started to design the 

digital and multimedia space of Prada, with a 

strong advertising component. One year later, 

they also took charge of the scenography 

design of Prada's fashion shows taking place 

in the brand's industrial space at its 

headquarters in Via Fogarazzo, in Milan. The 

Prada Real Fantasies project shows a 

combination of these two advertising 

strategies. It started in 2007 as a presentation 

of the themes and ideas inherent to each 

texture, colour, materials and shapes of each 

collection, reunited in a special lookbook 

called the Fantasy lookbook. 

These lookbooks were produced between the 

collections FW2007 and SS2010, consisting of 

albums in which photography blends with 

graphic collages and hand-drawn shapes – a 

distinct edition from the traditional fashion 

catalogues (OMA, n.d.). From the FW2010 

collection onwards, Prada has invited film 

director James Lima to introduce movement, 

animation and music to the Fantasy lookbook, 

creating a visual product that presents the 

deconstruction of the collection, visually 

reconciling its themes and attitudes. 

Characters and textures wander from scene 

to scene and the visuals are expelled exposing 

the layers of thought, inspiration and creation. 

After the SS2011 collection, this project was 

renamed Real Fantasies (Prada, n.d.).  

Prada Real Fantasies is probably the project in 

which the periodicity of the work developed 

between 2007 and 2016 (Figure 8) better 

testifies to the evolutionary character of the 

collaboration OMA | Prada | AMO. Prada’s 

and OMA’s identities, now prominent in 

AMO's work, continue to juxtapose and “the 

experience economy" strategy continues to be 

used. Despite the verification of iconic 

features in this project, however, it is more 

difficult to argue that it is an example of iconic 

architecture because it is presented in a two-

dimensional format. However, there is a three-

dimensional space where characters inhabit 

and where they are "visited" by loyal followers 

of the brand thus arousing the interest and 

curiosity of potential customers. 

 

 

 

 

 

 

 

 

5. CONCLUSION 

The relationship between branding and 

architecture has come to notice due to the 

increasing number of collaborations between 

brands and starchitects. Notable examples of 

architectural branding are the collaborations 

between the Guggenheim Museum and Frank 

Gehry; the luxury fashion brand Chanel and 

Zaha Hadid; or the Apple brand with the Eight 

Inc. architecture office and, more recently, 

Norman Foster. The main purpose of 

collaborations between brands and architects 

is thus to assign a greater - though abstract - 

meaning and significance to the brand, in 

order to arouse its curiosity and visibility, and 

still contributing to architectural 

experimentation. 

As for the collaboration studied in this 

investigation, it is possible to conclude that 

there are intersecting characteristics of 

Prada’s and OMA’s brand identity across all 

projects, arising mainly from Miuccia’s and 

Koolhaas’s personalities. Regarding the 

experiences developed by architecture, it can 

be verified that Prada Epicenter and Prada 

Transformer produce experiences in all 

Figure 8. Prada Real Fantasies SS2016 – Indefinite 

Hangar 

Source: http://oma.eu/projects/2016-ss-prada-real-

fantasies 
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realms; for the case of Prada Real Fantasies, it 

only produces entertainment and aesthetics 

experiences. All projects had their level of 

cultural and media impact, functioning as 

powerful communication tools for Prada; their 

original aesthetics, enigmatic symbolisms, 

investment in new technologies and materials 

confirm their position as iconic architecture. 

The work of OMA | AMO for Prada led to 

ambiguous and unexpected products that 

transgress traditional boundaries of 

architecture (Quintas & Díaz, 2018). Likewise, 

Prada was considered one of the brands 

responsible for reshaping fashion industry 

management in the 21
st
 century, through the 

experience of new forms of brand 

communication and consumption (Moore & 

Fernie, 2004). 
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