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Chapter 4

Andrea Bruno’s experience

Cecilia Antonini Lanari

Andrea Bruno, after graduating in 1956 from the Faculty of Architecture at the
Polytechnic University of Torino with a thesis on “The restoration and
reconstruction of the historic centre of Savona”, began his professional career at
the Superintendency for Environmental and Architectural Heritage of Piemonte.
He was teaching from the 1960s to the early 1990s at the Polytechnic University
of Torino and in 1991, he moved to the Polytechnic University of Milano, where
he taught architectural restoration; and he did some lectures at ICCROM in
Roma.

From 1974, Andrea Bruno was a UNESCO consultant for the restoration and
conservation of Cultural Heritage for several years, a position that led him to
participate in numerous official missions, particularly in the Middle East and
North Africa.

In the mid-1970s, he designed the Italian Embassy in Afghanistan and since 2002
he has been an advisor to UNESCO's Cultural Division for Afgharfistan.

Fig. 1 - Andrea Bruno. (From
https://ilgiornaledellarchitettura.co
m/2025/07/09/andrea-bruno-1931-
2025/, last visit October 2025)
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In addition to his work in Rivoli, his restoration works and museum adaptation
projects for the “MAO - Museo d'Arte Orientale” in Torino, in Palazzo Mazzonis
and the in “Museo del Risorgimento di Torino” in Palazzo Carignano are
noteworthy. Here, one of the most important actions, before the adaptation work,
was the liberation of the central elliptical body from the roof layers that had been
improperly added over the years, closing off the existing windows. This
liberation allowed the reopening of the ogival windows and the creation of a
perimeter path.

-
- i
b
=
E
20
£
E
R
.

Fig. 2 - Palazzo
Carignano. The
improper addition t
the roof before A.
Bruno's intervention
(From M.
MASTROPIETRO
(edited by)Oltre il
restauro,Milano
1996, p. 222)

Fig. 3 - Palazzo
Carignano. The roof
and the reopening
the Gothic windows
after A. Bruno’s
intervention (From
M.
MASTROPIETRO
(edited by)Oltre il
restaurqg Milano
1996, p. 223)
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His work is not limited to Italy, as the architdwets also been very active abroad:
his best-known projects include the “Maa-Paleokastuseum” in Cipro with

the new underground rooms covered by the large d@nge 4); the double
architecture for the “Centre d'art contemporainMiuvement et de la Voix”
(“Les Brigittines”) in Brussels; the “Musée de l'eau in Pont-en-Royans” in
France, where the entrance via a bridge resembles a water conduit and guiding
visitors along the route; the “Chéateau de Lichtegbm Alsace with its new big
architectural volume for the auditorium. Also renten the “Musée d'art et
d'histoire Romain Rolland” in Clamecy (Niévre) hedsin the Hoétel de
Bellegarde, in the birthplace of Romain Rolland, in that of his grandfather and
in a contemporary architecture; the “Musée de las€an Corte” and the
restoration and musealization of the “archaeoldgsite of the Circus and
Amphitheatre” of Tarragona in Spairin which he managed to preserve the
Roman wall, but created a large opening at fuljheio access the Roman area
of the site.

Fig. 4 - The Maa-Paleokastro archaeological museu@ipro (FromA. PANE, Andrea Bruno
Architettc-restauratore senza confini “Recupero e conservazione magazine” estratth88,
July-August 2025, p. 25)
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4.1 Rivoli Castle

In 1947/'48 the Superintendence of Monuments intervened with some works on
the roofing damaged by the world conflict and with the restoration of the
fixtures. There were also plans to adapt the pre-existence as a "playhouse,” but
due to problems related to the financial sphargy intervention was blocked.
Many possible uses were examined by the rivolese administration.

In 1978 the first collapses of the vault of a large hall on the second floor began.
Thus, it was that the period of static uncertainty was interrupted by initiating an
operational program. The new cultural climate that was emerging supported the
decision to restore and rather the necessity of the large expenditure of money.
The restoration and museum adaptation of the Castle was entrusted to the
architect Andrea Bruno of Torino. It lasted more than 30 years, thus gave “new
life” to the pre-existence that had been interrupted for nearly two hundred years.

Fig. 5 - Juvarra's
unfinished after A.
Bruno’s restoration.
(CAL 2023

Fig. 6 - Juvarra's unfinished. Facade painted b
Juvarra as a proof and restored by A. Bruno.
(CAL 2023)
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Andrea Bruno’s restoration and adaptation

Architect Andrea Bruno in the late 1960s carried out some minor interventions
in the pre-existence mainly related to securingctitle and the safety of those
who frequent it. A report in March 1968 mentiondwe trestoration work in
Juvarra'$atrium and the temporary use that the municipality was making of the
ground floor rooms for performances and conferent@®ints out the need for
working on the stability and efficiency of the rowf and rainwater collector
equipment, as well as the exterior windows and sit@make, first of all, the
interior rooms healthier.

Roof restoration was addressed as a top priowmtytHe project to restore the
roofs, window frames and partly the facades, signed by Andrea Bruno and
consisting of 16 boards, the permission for execuvas sought in July 1979.
Specifically, the intervention included the insentof reinforced concrete beams

in some parts of the roof; dismantling and consincof a lateral-concrete slab
over the entire roof with new tile covering; insentof new eaves, downspouts,
and flues; and restoration of the copper chimnegdbe Several alternative
materials to the authentic wooden structure weresidered and, in the end,
glued laminated timber was chosen, which allowstfosses with a span of
twenty-seven meters, making the entire intervention perceptible from anywhere
in the interior. The first newly manufactured rdoibds were hooked with special
copper brackets onto a thermally insulated andnwadiefed wooden board. The
roofing package, in compliance with the energy-sgvigulations of the tine,
allowed the attic to be used as an exhibition spgg. 5)

As for the exterior, the masonry parameters were left in face brickwork except
for the three bays of the south elevation finisingulaster. The masonry presents

as a uniform brick fabric with a few small stoneraknts present on the east and
north elevations.

The intervention on the masonry required the adopdf different techniques
and technologies depending on the situation: fraeeding out earthy deposits

to deep consolidation, to the use of the “cuci Bdgchnique for reintegration

and restoration.

The restoration also intervened in the color ofttiree bays, going to re-plaster
the portion with shading that conforms to the fase: the continuation with the
design of the lines of the fixtures creates a schetion in the proportions of the
openings, and the window frame seems to have laigensions than the real
ones; the blue and gray coloring was substituted for the glass in the desire to
imitate the reflection of the sky as well. (Fig. 6)

Treatments were also given to all stone elememis as stringcourses, cornices,
and vertical edges, as well as waterproofing aodespaving of the north and
east terraces and restoration of doorways and some entrance decorations.

In the census of the main causes of the deteroradf the halls, problems of
moisture infiltration with swelling of the mortaringers and subsequent
detachment leading to decohesion of the plasteéhdocurl; problems of the
cement mortar with the underlying curl to the chipping and detachment of the
surface plaster were identified; plaster crackmgaults; sublimation of salts in

the plaster, bacteriological attacks, and micrtoarresidues from combustion
leading to efflorescence and color alteration; apging of different pictorial
layers and rotting of wooden artifacts until theéadbment of lacquers.

The neglect, lack of maintenance and improper use of the Castle have led to the
irreparable loss of much of the artistic heritajem the furnishings to the
decorations in the halls.
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Figs. 7-8 - Recognizable reintegration of the stegfdecorations of the halls. (CAL 2023)

Museography and Museology

The movable furniture disappeared as early as 1984, while the wainscoting,
frames and mirrors, carved wooden fixtures, etaewautilated and largely
damaged.

In 1984 work was carried out in the various interior rooms of the castle; only one
of these rooms remains faithful and well preseivech the seventeenth-century
period: the room of Amedeo VIII complete with dletdecorations executed by
Isidoro Bianchi with some later modifications.

The entire castle preserves, though not in itsetgtisome stages of the course

of figurative culture in the Piemonte area from 8®venteenth to the Nineteenth
century.

In the rooms where the image was partially lost, works were done, avoiding
remakes and completions of the missing parts. (F

Emphasizing the importance of specialized collatbona and manpower, we
highlight the consolidation interventions with ndestuccoing and injections
and the fixing of the pictorial film with small interventions, where possible; for
the stuccoes, the reintegration of the gaps ofitheative parts is not plance,

but the completion of the repetitive elements saglsimple frames.

In terms of flooring, the authentic wooden floosmposed of squares mounted
on a base structure that supports the elaborateejec composition have been
preserved wherever possible, while in the roomisvighout flooring, a coat
composed of resin is inserted, such as in thecatserand attic areas; this allows
for ease of maintenance, dampening of footfall aasd resistance to wear and
tear.
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The lack in the preexistence of adequate vertical connections has always
conditioned its use. As the willingness to use @astle declined in the
nineteenth century, the need for new stairs faril walkability was also put
aside. During the military occupation, accessipilib the upper floors was
provided by temporary and precarious elements asdhdders or wooden and
iron walkways. The architectural conformation of the Castle, in order to allocate
it for public use and museum activities, was oplimae to the large and
connected rooms, but the criticality of the disitibnal node of vertical paths
remained. Therefore, it was necessary to insern(fscratch) a staircase and an
elevator to connect the rooms vertically.

Along this line of thought, architect Bruno introduced a metal and reinforced
concrete staircase suspended by means of twott@etls from an upper iron
beam, which leaves the surrounding walls free. Aesalt, in fact, of the peeling

of modern plasterwork, signs of the staircase'sirigaprepared by Randdni
were found, left exposed as relics of the unfinisbenstruction site, making
them part of the musealization of the architecture. (Fig. 9)

Fig. 9 -New staircas
and signs of pre-
existing stairs. In the
glimpse from the
bottom of the
staircase, the "fake
sky" painted by
rivolese painter
Antonio Carena
(1925-2010) is
highlighted. Today
the vault is white,
with no traces of the
pictorial work of the
1980s as seen in the
2023 photograph on
the right.(From
https://www.castellod

irivoli.org/scala, last
visit August 2024).
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This room appears as a “well” of rectangular plan (7x14 m) with a free height of
26 meters closed at the top by a pavilion vault. The same criterion was also
applied on a vault on the top floor where a metal walkway built above the
extrados allows a view of the structural layout; above, Andrea Bruno decided to
also preserve the structure of the reinforced concrete trusses introduced in the
1940s by the Civil Engineers after the wartime destruction of 1943; in addition
to the idea of recreating in reinforced concrete the form of the ancient wooden
structure, the 1947 work was kept to witness the emergency intervention made
for the roof destroyed in those years by bombs, so as to mark a dramatic moment
in the history of the Castle.

lt--_'ll!:E:'!l!iiillIll
"!Il.;i'lii.---

'!
ial

n
.Ei

|-
|| A=

IIIIII‘

|
i

Fig. 10 - View from inside the
“Cannocchiale”. (CAL 2023)

Another important insertion is the projecting "Cannocchiale” (Fig. 10) on the top
floor from the unfinished facade. Such an iron and glass addition allows for a
different perspective of the pre-existence and, thanks to the plan reproduction of
Juvarra's never-realized atrium on the white marble, Luserna stone, and porphyry
cubes floor, can imagine what the never-realized access should have looked like.
It also visually connects the Castle with the “Manica Lunga” in front of it, on
which work was carried out in the second half of the 1980s and the 1990s.

On the ground floor, a room with a separate entrance on the unfinished Juvarrian
atrium has been dedicated to the theater. Created in the basement part in a room
formerly used for storage, it has 140 seats and equipment, which also make it
functional for museum-related events. For the design of the theater, a
methodology similar to that of the staircase or roofing was used: the dominant
principle is that the intervention should be distinguishable from pre-existing
elements. In the warmer months, for large performances with large audiences,
the possibility of exploiting Juvarra's unfinished atrium as a "backdrop,” the
perfect backdrop for outdoor performances, was planned.
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On December 18, 1984, architect Andrea Bruno'srason of the Castle was
partially inaugurated with a year-long sample exhibition entitled "Ouverture,”
curated by Dutchman Rudi Fuchshen director of the Eindhoven Museum
(1975-1987) in the Netherlands. Rivoli Castle begaime only international
contemporary art museum in Italy.

An important aspect of the 1985 intervention on Huely of the so-called
"Manica Lunga" was the introduction of the exterimah and glass staircase
bodies with the aim of ensuring transparency of #ueled volumes and
distinguishability from the seventeenth-centuryusture® it also defines a
vertical connecting space between the “Manica Lunga” and the other adjacent
body, which now houses the Museum's ticket offened it is thanks to this
connection that there is greater interaction between the different rooms and
services present. The connection project included overhead walkways
perpendicular to the south front, which were rentdowéh a variant already in
1985, while the connection between the main body and the external perimeter
path is maintained only at the courtyard level.

The “Manica Lunga”, at 147x 6 meters, had started out as a display gallery for
Carlo Emanuele I. The intention of the project wagestore and activate again

the museum use of the pre-existence (Figs. 11-12)

The intention that accompanies all the intervenbbithose years, both on the
Castle and on the “Manica”, is to block time by jeg in evidence the signs of

the destructive pickaxes on the facade of theegstiformed by the Juvarrian
workers, the cement inserts left exposed in thaicgural function, the masonry
prepared to accommodate finishes that were never made, etc. the restoration
intervened with additions designed to fill the gapservice structures only in
order to use the architectural asset through modern, distinguishable, reversible
solutions that respect the authenticity of the tengs

Specifically, a new roof was made since it waspustsible to preserve or restore

the first one; an exposed metal truss structunesisrted along the entire body
and in which an artificial lighting system of spglits is inserted in the center.

In addition to the roof, an important glass and concrete infill was made at the
end towards the Castle, in order to also visuadignect the two bodies of the
factory, keeping the masonry in its unfinished est&lere, at the level of the
lower archway, the architect decided to have the year of the intervention “1986”
clearly engraved in the concrete.
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Manica Lunga” ((https://www.castellodirivoli.orgéarstirea-bruno-
progettare-lesistente/); on the right “Manica Luhiga2023. (CAL 2023)

Many service functions of the museum and educaditiozld have been placed
in the rooms of the long sleeve such as the libnragched by the long gallery,
or the study rooms.

Also included on the ground floor is a bar senatfering food service of the ex

novo construction of smaller "sleeve" built paralie the Long Sleeve and
featuring a rooftop garden.

.
B- ~ L _|I...

Figs. 13-14 - Ballroom of the “Manica Lunga” and the food service in the “Manica Piccola”. (CAL 2023)
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The intervention in Rivoli Castle is one of the mapresentative examples of

the national scene of the 1980s in the field of &nms restoration and adaptation.

A firm architecture in time, the incompleteness aofcomplex and sizable
construction site also led to specific choices in the area of display routes and
plant systems.

The decision to keep the "unfinished" Juvarriatest&achanged represents great
respect for the pre-existence and its history; AadBruno decided not to
complete the atrium and the “Manica Lunga” accagdmthe ancient drawings,
carrying out his intervention not by reintegratithgg gap, but by making it a
strong point of the restoration project. (Fig. 13-14)

The intervention is proposed as "differentiationlariguages in the didactic
perspective of commentary on an ancient text inctvla new the insert is
conceived as a necessary contribution to the utadetisig of the incomplete and
multiform nature of the complex and with a textcainplexity of the deciphered

and reconstructed architectural work. Left withie scope of the project is the
gap to highlight the textual complexity of thesehdirectures of the past to which

one must pose with certain criterfa".

The Architect in this project worked with a "coritenl contrast!® in terms of
dissonance since the latter should never be ovapogvand cause the ancient
architecture to be impossible to réadThe use of steel roofing to fix the
weathering of the masonry, the inclusion of newnalpts such as the panoramic
overhang, exterior connecting stairs, and integiairs are all juxtapositions that
ensure the reading, use, and understanding ofetrenteenth- and eighteenth-
century architecture of Rivoli.

It could be argued that the Museum of Contemporfatyhoused inside the
Castle since the 1980s is within a system of a gaoswithin a museum”: the
works of the collection are displayed within roordsfined by a strong
stratigraphy where the vicissitudes of the RivalrtFess can be clearly read.
Through the masonry, plasters, even those imprp@eitied as in the south
facade, and elements that were never built, théoryisof architecture of
Piemonte can be read. The project established the entrance to the Castle right at
Juvarra's unfinished atrium, closely relating theseum itinerary to what should
have been the previous access to the Fortresssaguaranteed to all visitors
from the same place, even to those with reduced mobility, thanks to the
introduction of a ramp leading to the interior.

Two plaques have, in addition, been fixed on the doorway: one corresponds to
the date of the work on the castle (1734) and the other to that of the restoration
and adaptation for museum use that gave new life to the pre-existence (1984).
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Fig. 15 - Vault room
on the second floor.
(CAL 2023)

In the environment that gives access to the museum, around the large concrete
staircase and elevator, one can read the signs of past projects and interventions,
left exposed making them a connecting element of the "museum system" of
architecture. Some of the rooms on the first exhibition floor are plastered in
white or various colors, leaving more space for contemporary artwork, while in
others, which are better preserved, frescoes frame video projection spaces or
panels placed in the center of the room; on the second floor, the rooms feature
the authentic frescoes, which in some places have important and obvious
reintegrations.

On the top level, in addition to access to the "Cannocchiale" that juts out on the
facade, the rooms are defined by a wooden ceiling with exposed trusses, among
which emerges an ancient masonry block left exposed that again confirms the
centrality of architectural stratigraphy in the project. Resin-covered floors and
colored plasterboard walls delimit the exhibition spaces and video rooms; among
these rooms, the room emerges in which it is possible to examine the extrados
of the masonry vaulting below, left exposed probably for educational purposes
and traversable thanks to a metal walkway made consistent with the principles
of minimal intervention, distinguishability and reversibility of restoration. (Fig.

15)
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At the lighting level, the design calls for the wdfenatural light from windows

for many rooms on the first and second floors during daylight hours. Even along
the large concrete staircase, mostly natural igghsed, and spotlights of square
and circular sections installed in the intradoshef staircase ramps are lit only
when needed. (Fig. 16)

Fig. 16 -Staircases at
elevato. (CAL 2023

In the frescos rooms on the second floor, while taking advantage of natural light,
they have an artificial lighting system, which is hidden in the stuccoes that
perimeter the rooms and from which square spotighterge to illuminate the
rooms when needed.

In the pre-existence adapted as a museum usuallgrtificial light cooperates
constantly with the natural light, if any, throughout the day; in this case, the
rooms of the Castle have an electric lighting syste ensure the use of the pre-
existence at all hours, but most of the rooms &edntain staircase exploit it
exclusively during the dark hours. On the top exhibition floor, on the other hand,
the lighting does not come from the outside, butnisstly artificial, with the
exception of the corridors and the educational twaylroom, which are
illuminated by the "Cannocchiale" and the lightefied through a small window,
respectively, which creates a dim atmosphere that allows the visitor to enjoy the
masonry extrados and the explanatory videos pege¢Figs. 17-18)
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Figs. 17-18 - Rooms on the top floor with artificéend natural lighting. (CAL 2023)

In those years, it was the opinion of many teclamsithat the Castle was not
suitable for hosting contemporary art because tlkardian architecture and the
collections were considered to be at the antipodtsr the intervention was
carried out, it can be said that it is preciselg tireat detachment between the
two periods that allows one to read, understand emjoy, without confusion or
false interpretation, both works of art, the aretiitiral and the exhibited.

The project of restoring and adapting the pre-erist to new museum use has
made the Castle not only one of the most importaitural and educational
environments in the field of contemporary art, but has made it possible to safely
use and enjoy three hundred and sixty degrees of an architecture left unfinished
without distorting it, but treating it with greaespect and attention to the
principles of recognition, reversibility, minimaltervention and museography.
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4.2 Citadelle de Corte Museum

Andrea Bruno's intervention at the Citadelle det€or Corsica is an exemplary
case of the adaptation of a disused military comnpea museum. (Fig. 19) The
transformation involved the former Serrurier baksgc a neoclassical
architecture that was an integral part of the fiedisystem, which was returned

to the community with the inauguration of thkisée de la Corsien 1997.

Between the ancient stronghold, called “eyfiednd the barracks (Serrurier and
Padoue}? the ground stretches in descending terraces.

A competition was held for its design. Although theme of the competition
was limited to the restoration and adaptation ef$errurier barracks, destined

to house the Museum of Corsica, the project inbewatly extended its scope to
include the historical and formal connections defining the three primary nuclei
composing the citadel: the eyrie, the green terraces and the barracks area, and
their relationship with the town.

Fig. 19 - Panoramic
view of the Citadel:
the “eyrie”, the two
barracks and the
green terraces.
(From M.
MASTROPIETRO
(edited),Oltre il
restaurq Milano
1996

In particular, the Serrurier barrack was built betw 1853 and 1887. The army
decided to build a military hospital there, whichsacompleted in 1853. In 1856,
the historic building was converted into a detemtientre for political prisoners
and then into barracks; it was then that it toak nlame Serrurier. It was then
occupied by the Foreign Legion from 1952 to 196& here that the museum'’s
permanent collections are presented on two levels.

If the intervention of an architecture for a neweusay lead a drastic
intervention, we must ask to what degree the vafsithenticity and quality of
the whole prevails.

The main strength of Andrea Bruno's work is, faetd foremost, that he adds
nothing to the pre-existence that is not motivdtgdhe structure of the existing
itself. Proof of this can be seen in the large esdie has opened up in the main
facade of the former Serrurier barracks, which $mipighlight the true
architectural structure (a series of cross beams).

The project is part of a methodology already egghbt in Bruno's practice:
preserving the historical identity of the pre-esiste envelope while introducing
recognizable contemporary architectural featurd®e Barracks, characterized
by an austere architecture, underwent a proceselettive opening of the
facades through large ribbon windows, capable of ensuring visual permeability
towards the landscape without altering the fornralcsure of the existence.
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Fig. 20 - “The Corte
Museum”. The
insertion of the new
in the ancient
architecture. We can
recognize the light
iron and glass
structure inserted
within the existing
walls. (From
https://www.museudi
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There is a strong distinction between the old and the new, which is very recurrent
in the works of A. Bruno. The lightness and transparency of the new addition to
the ancient pre-existence is clearly recognizable and now uses as the entrance to
the museum. (Figs. 20-21).

The intervention also included the excavation and equipping of bastion VII,
which was transformed into a functional extension of the museum. The total area
of approximately 4,645 m2 has been divided into exhibition areas (1,700 m?2 for
the permanent collection and 650 m2 for temporary exhibitions), reception areas
(995 m?) and storage areas (1,300 m?). This layout responds to a museographic
model capable of integrating public functions and conservation services, in line
with the contemporary needs of a regional museum.

acorsica.corsica/fr/le- |

musee/, last visit
September 2025)

Fig. 21 - The lateral
view of the “Citadelle
Corte Museum”.
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The new Museum of Corsica destined to house thegent collections, is set
out inside this nineteenth century barracks usingeunlogical solutions closely
bound to the destructuring of the facade. Temporary exhibitions, depots and
workshops, are accommodated in new volumes fittintp the spaces
circumscribed by the outer bastion walls and clpselrelating with them.

The project stands out for its ability to establésHialectical dialogue between
old and new: on the one hand, the permanence dfitddel's historical fabric,

and on the other, the legibility of modern addiientransparent, reversible and
technically advanced — which allow for a new uséhaut erasing the site's
military memory. This critical choice is part of Bro's approach, which is
oriented towards “building on what already exists”, taking heritage as a matrix
for the project rather than a limitation.

In this sense, the adaptation of the Citadelle dednto a museum is not only

an architectural restoration project, but also dran and cultural intervention,
capable of adapting a place of military power iatoart space and a symbol of
identity for the Corsican community.
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4.3 “Les Brigittines” in Brussels

“The Brigittine Church” is located at a critical ipb in the urban fabric of

Brussels. Enclosed between the railway and the Mardistrict, it appears to
be overshadowed by the tall building behind it,etimegates its monumentality.
Hence the idea of reinforcing its existence, of bagizing its “being there” by

doubling its volume. (Fig. 22)

Fig. 22 - The
relationship between
the site of the
intervention and the
railway. (From
“Viceversa”
architecture online
magazine)

“The Brigittines chapef* in Brussels, built in 1663 by architect Léon Van
Heil'*®is an exemplary case of adapting historic architecto a new use. After
serving a variety of functions (school, prison, @ause, market, ballroom), the
facade was classified as a monumental architeatuf®36, while the entire
complex was listed in 1953.

In 1999, the city of Brussels designated it asrareefor the performing arts,
which required functional adaptation and expansioin the spaces to
accommodate various activities, including temporary exhibitions.

To meet these needs, an international competitias Munched in the early
2000s, which was won by Andrea Bruno in collabarativith the Belgian firm
SumProject® Work began in 2005 and was completed with the inauguration of
the extension in 2007.

The projectis based on a “double volume” stratégg historic church is flanked
by a new architectural structure. This “contemppiavin” houses the foyer,
ticket office, bar, offices, technical spaces, e¥bal rooms and a secondary
auditorium, freeing the chapel from ancillary fuoas and restoring it to its role
as the main auditorium. (Figs. 23-24)
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al Fig. 23 - Andrea
g Bruno's drawing:
| § project of the “double
a0 volume” and the glas
i connection element
i '|iu:_ :‘m“““_“".h“; - (courtesy of architect
i — A. Bruno).

Fig. 24 - Brigittines, Bruxelles. The Church and
the new structure by Andrea Brt. (CB 2009)
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Fig. 25 - The glass
element that links the
church to the new
architecture. (CB
2009)
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It presents itself as a simplified image of the old church, recalling its fundamental
construction elements reinterpreted in a contemporary key.

The new fagade, in its transparent part, offers a glimpse of the main structure of
the architecture section, while one half is covered by a Corten steel cladding that
defines and protects the technical areas inside.

The relationship between old and new is mediated by a glass connecting element
(Fig. 25) which, through staircases and lifts, performs both distributive and
symbolic functions, making the juxtaposition of different temporalities explicit.
The choice of materials — Corten steel, glass surfaces, stainless steel — establishes
a chromatic and material dialogue with the brickwork and stone frames of the
chapel, according to a logic of critical consonance rather than mimicry.
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Between the Baroque church and its double, in$iddhird element, there are
staircase (Fig. 26) and a lift distribute the vasdunctions vertically over seven
levels. The architecture of the staircase echoestitucture of the newly built
vertical connection system installed by A. Brunmself in Rivoli Castle in the

1980s. It could be said that it is one of the ned@ments of the architect's work.
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Fig. 27 - The new
staircase inside the
glass connection
elemen. (CB 2009

A performance hall for one hundred people, rehéapsans, a restaurant, office
spaces, technical and service rooms thus compietenake functional the large
empty space of the nave of the Baroque church.

The project demonstrates how it is possible to reconcile preservation and
innovation through a clear distinction between historical and contemporary
parts, without sacrificing perceptual continuity and functional integration.
Furthermore, the transformation of “the Brigittihdas had a significant impact
on the urban context, contributing to the cult@adl social revitalization of the
neighborhood. In conclusion, the case of “the Blilggs” represents a paradigm
of the architect's methodology: respect for histriauthenticity, explicit
inclusion of the modern and attention to the caltéunction of architecture for
the city.
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Notes

1. Among the most significant projects carried out in the Asian country are: the surveys and

conservation projects of the Buddhas of the Bamiyan Valley (1960-64, 2011-16) and the Minaret

of Jam (1961-64, 1974-78, 1999-2002), the restoration of the citadel of Herat (1976-80) and the
restoration and museum installation of the Mausoleum of Abdur Razzaq in Ghazni (1960-66).

For more information about Andrea Bruno’s works in Afghanistan see: A. BRBrK@rammi

per la valorizzazione ed il restauro dei monumenti in Afghanigtdhmonumento per 'uomo,

Atti del Il Congresso Internazionale del Restauro tenutosi a Venezia 25-31 maggio 1964, Padova
1971; A. BRUNQ The citadel and the minarets of Herat, Afghanistaorjno 1976.

2. For further information about Andrea Bruno’s works see: M. MASTROPIETRO (edited by),
Oltre il restauro. Architetture tra conservazione e riuso. Progetti e realizzazioni di Andrea Bruno
(1960-1995), Restoration and beyond. Architecture from conservation to conversion. Projects
and works by Andrea Bruno (1960-199Bitroduction by A. BRUNO, essay by R. LEMAIRE,

L. TESSIER, S. POLANO, Milano 1996. A. BRUN@ostruire nel costruitpin “Centro
Internazionale di Sperimentazioni Artistiche M. L. Jeanneret, Boissano”, 1979, pp. 32-38.

3. According to documents dated April 1964 signed by Piemonte's Superintendent of
Monuments, Prof. Arch. Umberto Chierici, about half a billion liras were needed to allow the
Castle to be used, although its vast size made it difficult to use anyway.

4. Filippo Juvarra (1678-1736) was an Italian priest, architect and set designer, one of the leading
exponents of the Baroque architecture, who worked for many years in Torino as architect to the
Savoia family. He began his career as an engraver and theatre set designer. He studied in Roma,
where he came into contact with Carlo Fontana and the papal artistic milieu, distinguishing
himself for his graphic and design skills. Much of his career was spent in Torino, where he was
called by Vittorio Amedeo Il of Savoy. In Piemonte, he designed some of his most famous works,
including the Basilica di Superga (1717-1731),a monument symbolising the city; the Palazzina
di caccia di Stupinigi (dal 1729), a residence of Savoia, and numerous interventions at the
Palazzo Reale and other dynastic residences, including the Rivoli Castle, which remained
unfinished. In his later years, he was also active in Spain, called to Madrid by Filippo V, where
he designed (though not entirely completed) the Palacio Real. For some information see: S.
BOSCARINO, Juvarra Architettp Roma, 1973. A. BRUNOIl modello di Juvarra per il
Castello di Rivolijn Studi Juvarriani. Atti del Convegno dell’Accademia delle Scienze, Torino,
1979,Roma 1985, pp. 239-250.

5. Reference is made to Italy's first energy legislation: law 373/76 (G.U. June 7, 1976, No. 148:
"Norms for the containment of energy consumption for thermal uses in buildings"), now
repealed, and its implementing regulation, Presidential Decree 1052/77, prescribed first and
foremost thermal insulation of buildings and standards for the design of thermal systems.

6. Juvarra had thought of a grand staircase, which was present in the plans but never built. In
1793, Carlo Randoni (1755-1831) provisionally designed a staircase in a single room, the same
one that houses the current connections; with the arrival of soldiers, the second floor was
accessed by a system of iron and wooden walkways and stairs.

7. Rudolf Hermann (Rudi) Fuchs (1942) is a Dutch art historian and contemporary art museum
director. From 1984 to 1990 he was director of the Rivoli Castle Museum of Contemporary Art.

8. The footprint volume is dictated by legal requirements. Reference is probably made to the
Ministry of Public Works Circular of June 19, 1968, No. 4809 in Section 2.2.4 on "stairs" later
taken up in 1971 in the Law of March 30, No. 118 conversion of Decree-Law No. 5 of January
30, 1971 "new regulations for the mutilated and disabled civilians."

9. See G. CARBONARAArchitettura d'oggi e restauro. Un confronto antico-nuoUdET,
Roma 2011, p. 78.
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10. See G. CARBONARAModi d'accostamento alle preesistenze storidheArchitettura
d’oggi e restauro. Un confronto antico-nuoWdTET Scienze Tecniche, Torino 2011, pp. 103-
109.

11. Consider, for example, Carlo Scarpa's famowsgdefor Castelvecchio in Verona. In
intervening by eliminating a span at the junction between the two bodies, Scarpa makes his work
a project of contemporary architecture, and ihis today that attracts professionals and tourists

to the castle and not the ancient architecturb@ftcaliger residence of San Martino in Aquaro.

12. The ancient stronghold, known as “eyrie” was built by Vincentello d’Istria (1380-1434) at
the highest point on the Citadelle.

13. The Padoue Barracks were built starting in 1769. It is a modular architecture consisting of
four modules with independent entrances leadingotmitories spread over three floors, with
pavilions for officers on the sides. It could accommodate around six hundred men. The basement
housed two large cisterns, storage rooms for fowdnaaterials (flour, wine, wood, salted meat)

and workshops (forge, carpentry) to support mififife. In recent times, the barrack has been
adapted into a cultural centre housing the FRAC (Fonds Régional d'Art Contemporain),
associations, exhibition spaces and tourist offiesspart of the “Citadella XXI” project. The
Serrurier Barracks, on the other hand, were built around 1848 as a military hospital, although
over time they served a variety of purposes, including as barracks and a prison. In 1993, major
restoration work began under the supervision ofatehitect Andrea Bruno, with the aim of
giving it a new lease of life as a museum spac&es1 997, it has housed the Museum of Corsica,
which collects and promotes the island's historeal cultural heritage.

14. “The Brigittines Church” is an example of Baroque architecture. The fagade, richly decorated
with brick and stone, features a central portairgumted by a large window and an attic with
ornamental motifs. The bell tower, included in thehentic design, was destroyed during the
bombing of Brussels in 1695. Inside, it has a €ingve. After the suppression of the order in
1784, the church underwent numerous changes oftusas used as a school, prison, covered
market and ballroom. In 1920, the city of Brusselquired the monument.

15. Léon Van Heil (1605 -1664), was a Flemish mairsind architect who specialized in
miniatures of flowers and insects. He is best rebemed for his drawings of the Brigitte Chapel
and the tower of St. Nicholas Church, both in Belss

16. SumProject is a team of architects, urban planners and engineers whose multidisciplinary
nature was highlighted in 1995 with the integration of “Mens en Ruimte”, a team of experts in
the fields of energy, the environment, mobility,riaglture and horticulture, sociology,
economics, geography and planning.
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