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Global Art Professionals Development Project
Global Architecture Curatorship Program
Period

5-9 October, 2025

Venue

Tokyo / Kagawa / Hiroshima

Organizer

Mori Art Museum

Administration

Centre for Co-Architecture Kyoto (CoAK)
Grants from

Agency for Cultural Affairs,

Government of Japan |

Japan Arts Council

Mission

Cultivate architecture curators capable
of operating on international platforms
including architecture festivals, biennales,
and other global forums.

discourse on architecture curation,
encompassing its history, methodologies,
and critical perspectives.

museums and professional organizations
worldwide, facilitating collaborative research,
exhibitions, and knowledge exchange.

Program

1

International Symposium

Building Architectural Curation
5 October 2025

Three internationally active architectural
curators—professionals involved in the
conception and management of architectural
exhibitions—were invited to share insights
on architectural curation, a field that
remains relatively unfamiliar in Japan. The
session was further enriched by architect
Sou Fujimoto and Kataoka Mami, Director
of the Mori Art Museum, who joined the
discussion to explore the future potential
of architectural curation, its challenges in
contemporary society, and the foundations
necessary for its establishment.

2

Curatorial Workshop

Anatomy of Architectural Curation
5-8 October, 2025

A four-day workshop was held for mid-
career and emerging architects, curators,
and researchers involved in architectural
exhibitions in Japan. Through dialogue
and discussions with guest curators, the
workshop aimed to develop curatorial skills
related to architectural exhibitions and to
expand professional networks.

3
Excursion
6-9 October, 2025
To create opportunities for guest curators
and workshop participants to discuss key
issues and themes in architectural curation
through concrete case studies, site visits
were conducted to architectural exhibitions
held in Japan during the same period.
Visited Sites

| Setouchi Triennale

| Hiroshima Architecture Exhibition

Establish a robust foundation for comprehensive

Forge enduring networks with leading architecture
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Introduction

The Global Art Professionals Development Project is a multi-year initiative
implemented by the Mori Art Museum from fiscal year 2024 through 2026,
with the aim of fostering a new generation of mid-career and emerging curators
based in Japan. The project comprises two complementary programs: the Sou
Fujimoto Exhibition Project, designed for curators involved in the exhibition
The Archutecture of Sou Fujimoto: Primordial Future Forest (2025), and the Global
Curatorship Program, which engages mid-career and early-career curators from
both within and beyond the museum.

In fiscal year 2025, the Global Curatorship Program was developed in dialogue
with The Architecture of Sou Fujimoto exhibition and took the form of an interna-
tional symposium and a curatorial workshop dedicated to architectural curation.
While Japan has produced many of the world’s most influential architects, it has
historically lacked institutions and archival infrastructures devoted specifically to
architecture. This situation began to change with the opening of the National
Archives of Modern Architecture in 2013. As comparable specialist institutions
continue to emerge across Asia, the demand for professional and scholarly
networks focused on architectural curation has grown rapidly. At the same time,
the relative scarcity of architecture-specialist curators has limited broader public
understanding of curatorial practice in this field, highlighting the urgent need
for platforms that enable critical discussion of its history, methodologies, and
evaluative frameworks.

Against this backdrop, the project invited internationally active architectural
curators to share conceptual approaches and insights into global exhibition
practices, while fostering sustained dialogue with architects, curators, and
researchers based in Japan. By cultivating a shared ground for examining the
historical, technical, and critical dimensions of curation, the project seeks to
support the development of architectural curators equipped with international
perspectives and critical literacy. It is our hope that this archive will not only
document the outcomes of the project, but also serve as a resource for the
continued evolution of architectural curation in Japan.

Mori Art Museum

* The Global Art Professionals Development Project is supported by the Agency for Cultural Affairs
as part of the Support Program_for Cultural Facilities Function Enhancement,
funded through the Japan Arts Council.



80

s101eany) 159010

weasoug drysioreinyy reqorn

SIANYIITY

Guest Curators
B XaL—%—

Fav-Xear

Fal—L— fAHEHE, V-F LR, WAL ELT, B # SIS LTV 2, 2011
SED 6 2024 5F & T E B E M B (MMCA) O F 2L —2—2 o, [ Figurative Journal: Guyon
Chung Archive](20134), [Papers and Concrete: Modern Architecture in Korea 1987-1997]
(20174F), !'Young Korean Artists 2023 (20234), [Performative Home: Architecture for Alterna-
tive Living | (20244F) e ES BB 22 M, 201840 Y x AF 7 € x> F—L R H R T E
[Spectres of the State Avant-Garde | #3:[AF 2L —a>, 20255 ICb EE O HFF2 L —2—LLT
[Little Toad, Little Toad: Unbuilding Pavilion | 2412, 2024412 F H L5 i & (KIAX D F 4 PVa
YFan B EZH, CAC ScouldkiF 1L 22— @EKFHEHET AV FRIE R#IZ,

Chung Dahyoun
Chung Dahyoung is a curator and editor whose work explores architecture, urbanism, and visual

culture through research, exhibitions, and writing. From 2011 to 2024, she served as a curator at

the National Museum of Modern and Contemporary Art (MMCA), Korea, organizing numerous
exhibitions, including Figurative Journal: Guyon Chung Archive (2013), Papers and Concrete: Modern Architecture
in Korea 1987-1997 (2017), Young Korean Artists 2023 (2023), and Performative Home: Architecture for Alternative
Living (2024). She co-curated the Korean Pavilion at the Venice Biennale of Architecture, Spectres of

the State Avant-Garde in 2018, and Little Toad, Little Toad: Unbuilding Pavilion in 2025. She received the

Kim Jung Chul Award from the Korean Institute of Architects (KIA) in 2024. She is currently the
co-director of the CAC Scoul and an adjunct professor in the Department of Industrial Design at
Konkuk University.

Jr277—-XvuyF 7Ly Fr—

Y2750y 2 EMREM A (SEMOMA) S 7HA VI~V > eV by SAY = FaL—2— 31
Feo 20084 LU, 20 & BURIC 22 2 TORHTIL T YA AR H T, BromEELIR
HELIVRERPFHIFE, BEDOF LTV 2 M [Get in the Game] (20244, #fiF21—%—), [Con-
versation Pieces](20224), [Nature x Humanity: OXMAN Architects](20224), [ Tatiana Bilbao
Estudio](20214F), [Far Out: Suits, Habs and Labs for Outer Space (20194, %21 —%-), [The
Sea Ranch: Architecture, Environment and Idealism] (20184, #[*a2L—%-)5'%H 3, SFMOMAZ
fERTE 7 T4 VY —F AV 2T4TFa—b, MAY 74N BEKRY, e — Kl TFaL—2—LLTH)
Bo 2a—3— 2 RFTEMBRFLT =R DLy ITHF2L PPN RRFA—RIEL v =R
TR SRR O 7 AV HE L BRI,

ennifer Dunlop Fletcher

Jennifer Dunlop Fletcher is the Helen Hilton Raiser Curator and Head of Architecture and Design
Department at the San Francisco Museum of Modern Art (SFMOMA). Since 2008, she has organized
several key acquisitions and exhibitions with a focus on bold visionary works of design from the late
20th century to today. Recent curatorial projects include Get in the Game (2024) (co-curator); Conversation
Pieces (2022); Nature x Humanity: OXMAN Architects (2022); Tatiana Bilbao Estudio (2021); Far Out: Suits,

Habs and Labs for Outer Space (co-curator) (2019), and The Sea Ranch: Architecture, Environment and Idealism
(co-curator) (2018). Prior to SFMOMA, she worked in curatorial positions at The Getty Research
Institute, Southern California Institute of Architecture, and the Hammer Museum. She holds a B.A. in
Art History from New York University in Art History, a M.A in Curatorial Studies from Bard College
and a M.Des in Architecture History and Theory from Harvard University.

IHFY—F-auvrFay

oy 7P ORER, HEHE, 357 2RHET3GRACEDO K ZE, OMA/AMOLEMcbi:
HIEIL. E2Z7OH L —YBURER DL P KT [ 2P v h] OBE Tu s S LT Y,
GRACEW, JBRT A, L EEEE, RAGEICIO A, MR EHOBES [RoAhFa—T] %
RBATHIIF 5 T4 T O HEMERPEREL TV 5, FRHI20 IR BSEDOREITIE DL, DARFRRY - &Y
TV OUBRD TR =X LEERHE T 0 Y2 2 T, WFFEHE LB TR REALA O R L R 2
WL, 20254FIC Y2 AF 7 E LY F—LBRERTYARFZRR VMR FaL—Vav L, K% A
1YY AV RTFAF 2= b F T2 F VPN FA T R E BT,

Ekaterina Golovatyuk
Ekaterina Golovatyuk is a Russian architect and researcher, co-founder of GRACE, based in Milan.

She collaborated long-term with OMA/AMO, overseeing the design of the Garage Museum

for Contemporary Art in Moscow and the educational program for the post graduate school of
Architecture, Media and Design “Strelka” in Moscow. GRACE focuses on exhibition design, museum
architecture, and preservation, exploring new narratives that go beyond the conventional “white cube”
and examining the relationship between artworks and their spatial context. The studio places particular
emphasis on the preservation of 20th-century architecture; in Tashkent, Uzbekistan, it collaborated
with researchers to revise legal frameworks and develop strategies for protecting 24 modernist buildings.
In 2025, GRACE curated the Uzbekistan Pavilion at the Venice Biennale of Architecture, highlighting
the Sun Institute of Materials Science, which features a solar furnace.
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Time

15:00-18:00, 5 October, 2025
Venue

TOKYO NODE HALL
Appearing

| Chung Dahyoung
Curator, Editor, Co-director of CAC Seoul

| Jennifer Dunlop Fletcher
Helen Hilton Raiser Curator and
Head of Architecture and Design Department,
San Francisco Museum of Modern Art

| Ekaterina Golovatyuk
Architect, Researcher, Co-founder of GRACE

| Sou Fujimoto
Architect

Moderator

| Kataoka Mami
Director, Mori Art Museum
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In this symposium, we welcome three
internationally active architectural
curators—specialists in organizing and
managing architecture exhibitions—
to share their insights into the evolving
field of architectural curation, a
subject still seldom addressed in
Japan. How can architectural curation
define its own significance and role
within exhibitions? In what ways can
it engage with the pressing social
issues and complexities of our time?
By exploring these questions, this
gathering seeks to lay the groundwork
for establishing a more defined and
robust framework for architectural
curation within Japan.

19714 AbBE A 2 v, BRI R AL 203 1% | 200047 i AR H: A B AR BT S T 2 3% Vo
201447 5 2+ B~ T HBREREHR BB F H (G707 5> (AUl IHiE, 2015, 2017, 20184
12 I—ny % EHOE BRI EHRBIC TS B2 2 H, BT, [20255F KB H i o 28555
A TaFa—h—1T8RE, 20244021 (BTl RS E B 2> 2 — BRAEHI X A1 3% ) Q03B T Y.
) DHARRFFRE SN B, REM AT H B ORHBBEE [ H: A o - S 5 -Aok-7R ] (&
1:20254E7H2H- 11 HIH) DB S hute,

Sou Fujimoto | Architect

Born 1971 in Hokkaido, Japan. Graduated from the Department of Architecture, Faculty of
Engineering at the University of Tokyo, he established Sou Fujimoto Architects in 2000. Among his
recent renowned projects is the 1st prize for the 2014 International Competition for the Second Folly
of Montpellier, France [I’Arbre Blanc (The White Tree)]. Additionally in 2015, 2017 and 2018, he
won several international competitions with the 1st prize in various European countries. In Japan, he
was selected as the Expo site design producer for the 2025 Japan International Exposition (Expo 2025
Osaka, Kansai, Japan).

Jr S | e i e

20035 & b FREME, 20205E L OB, 20235E4H KO ENL7— b Y —F £ 2—EK, 202544 H & O 5HE
ZMRFICATEATR2 S, ~A7—F-Fr5)— @V N[V R—F ¥aF/b - Fal—R—(2007-20094F),
BOEYEM e T > F—L H R R (201248), HE21[EY F=— ¥ >+ — L 2B (201845), EIBR TSR
[\ 52022 | ZETE R (20224), CIMAM (IR £ A2 3) Tl 2014 — 20224F 12 B (2020~ 20224122 )
2T,

Kataoka Mami | Director, Mori Art Museum

Kataoka Mami joined the Mori Art Museum in 2003, taking on the role of Director in 2020. She

has also taken on the position of Director of the National Center for Art Research since April 2023

and Director of the ICA Kyoto since April 2025. Beyond Tokyo, Kataoka has held positions at

the Hayward Gallery in London from 2007 to 2009 as International Curator; she has also acted as
Jo-Artistic Director for the 9th Gwangju Biennale (2012), Artistic Director for the 21st Biennale of

Sydney (2018) and Artistic Director for the Aichi Triennale 2022. Kataoka served as a Board Member

(2014-2022) and President (2020—2022) of CIMAM [International Committee for Museums and

Collections of Modern Art].
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The Museum Effect:
Exhibiting Architecture in South Korea,
1969-2024

Chung Dahyoung (Direetor of CAC and Co

RT3 LEbIC, EREEORSEaL 7Y av kP —h A THESE
WCEBALTE LI, SR, JBESLVILY ZX2WBLT, &
EMETRAERTIIRBRPL LI, B2 —Yar )
AL EFIHSOLTERLLV LRV ST,

MMCA LiEE OB EE RO R

it [ ] 7 BUARSE AT A (MMC A, BHEE TR S hIcEE181E
i ] 57 S 1R (ER) LofF R S, 19694FIZPIARL &L
foo B MR bTD8AT, Fimimd—t)kd, 2ok
BGITBEBTHY, 1981 FIHBELFEILIN 2 TZ2ORY
ELTHERELT VR LTC,

1980FARIZAD, 1986FEDT7 I 7 B AR L1988 DY
DVA) 2y 2 T, i E E AR e S AR Rk

The Museum Effect:
Exhibiting Architecture
in South Korea, 1969-2024

Chung Dahyoung

I am the director of CAC, the Curating Architecture
Collective, based in Seoul. In 2025, I served as a co-curator
of the Korean Pavilion Little Toad, Little Toad: Unbuilding
Puavilion at the Venice Architecture Biennale™, and 'm
currently working as an independent curator. From 2011

to 2024, I worked at the National Museum of Modern and
Contemporary Art, Korea (MMCA), as its very first archi-
tecture curator. During those thirteen years, I organized a
number of architecture exhibitions and also contributed to
building the museum’s architectural collection and archive.

In this presentation, titled The Museum Effect, I would like
to reflect on the direction and significance of architectural
curation, looking specifically through the lens of exhibition
and drawing on my experiences working within a museum
context over many years.

The Birth of the MMCA and the Development
of Architecture Exhibitions

The National Museum of Modern and Contemporary Art,
Korea—also known as MMCA—opened in 1969 alongside
the 18th National Art Exhibition of the Republic of Korea,
held at Gyeongbokgung Palace. At that time, the museum
began with only eight staff members and had no collection
of its own. Its primary role was administrative, serving as
the venue for the National Art Exhibition, or Gukjeon, until
that event’s discontinuation in 1981.
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In the 1980s, in preparation for the 1986
Asian Games and the1988 Seoul Olympics, discussions
began around the construction of a modern museum
building. During this period, however, architecture was still
categorized under applied arts, and the scope of collecting,
researching, and exhibiting architecture remained quite
limited. Exhibitions in the field of architecture at that
time lacked academic research and had not yet developed
specialized methodologies of display. They tended to rely
on conventional formats suited to two-dimensional works,
presenting architectural drawings or models detached from
their original functions, with explanatory panels providing
background information.

A significant turning point came with the
opening of the Seoul branch (MMCA Seoul) in 2013. This
branch was established in response to the art community’s
call for a museum located in the capital city, and it has
since become the MMCA’s main site. The opening of
the Seoul branch led to the hiring of specialized curators
in architecture, design, crafts, media, film, and interdis-
ciplinary arts, which greatly diversified the museum’s
experience and program. I also joined the museum in
2011, in preparation for the opening of the Seoul branch.

Archival Exhibitions (Representational Exhibitions)
Vs.

Pavilion Projects (Live Architecture Exhibitions)
Broadly speaking, over the past decade, architecture
exhibitions at the MMCA have developed in two distinct
directions. First, representational exhibitions centered on

TERED [SA7RERER | TF, Z05>0E M, BEEh
RIARY TV 74—F4H20084EDFH X [ Ways of Knowing,
Ways of Showing: A Short History of Architecture
Exhibitions |~ THIBLIAHEHIBLTU2T,
MMCAQHEE? —h 4 7 AP E IR R LR S
BEaH. VLV EERIEE RO 2013 AR TR S e
[Figurative Journal: Chung Guyon Archive & )
JBESE, BREROAERIELI LI 7 —h 4 7 RN
DHELI Y FUTz, RERIG T i TN & F 8k M pkd 35 2
bhd T MMCAORSER T, BHODURMmA R L
SERI BT T, JBRIT% 20 b DA U AhUNSE LB 5e 2 HE
HEFTZ LI R R RBP R 2L,

IHLIT—HA TR, KM BRI [ 7—hATE LT
NBHGR BRI LE U, BEEOHE, Kk, BB i 1E
FRELTOHA 2 13T 250 E, FERLMNT AV F—A
DRI Lo TRIBEL TV & F, SRS, BB IR
SERRERPNETS e 7 — b 4 7GR R R T 2 B D S R
T FAF—L OB AR T LI, ZHIF WA 2H LS
BAMMCADHERTHA > F— 2320104 FR 730, IMEE
FRARTE T B E O 37 AT AR & LCRRAFE TS, T
YAV F— LB - F YAV EMFa L —2—DREHE
REHZ R LT, FT A EBRP T REIC L & LIS,

FIRFLZ, 20145E5°620175EL2 43 TD[ Young Architects

archives, and second, live architecture exhibitions in the
form of pavilion projects. This dual trajectory resonates
with the categories described by the architectural historian
Adrian Forty in his 2008 essay, “Ways of Knowing, Ways of
Showing: A Short History of Architectural Exhibitions,”*
in which he identifies “representational exhibitions” and
“live architecture exhibitions.”

A pivotal exhibition that laid the groundwork
for the MMCA's architecture archive was Figuratiwe fournal:
Chung Guyon Archive™, held in 2013 at the Gwacheon
branch, just prior to the opening of the Seoul branch.

This exhibition became the foundation for collecting
archival materials from architects that documented their
creative processes. Unlike the conventional sequence, where
archiving and cataloging precede exhibitions, the MMCA’s
architecture exhibitions, constrained by the museum’s
initially limited collection, uniquely propelled archival
collection and research through the very act of exhibiting.

These archival exhibitions created what could
be described as an “archival fever” within the museum.
Documents, drawings, and models were elevated to the
status of artworks, a process made possible through close
collaboration between curators and the in-house design
team. In fact, in architecture exhibitions, collaboration with
exhibition designers has been crucial because of the need
to display incomplete works or fragile archival documents.
The MMCA's in-house design team, established in 2010
with a focus on spatial design, is a rare case among Korean
national museums, which usually rely on outsourcing.

Its presence coincided with the active emergence of
architecture and design curators, allowing for innovative
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2020-20214 0 J& 5843 [ Olympic Effect: Korean
Architecture and Design from 1980s to 1990s] (MMCA #

D 2L 19884EY WA ) Y By SR DRSS - FHA U B1FS
AR ARG LT A7 BB A T UL, W23 B s A e
TR, FTHAF—, P—F4 AL, BERE, #TIJEE bt
7V AR—ELTHBMLIF BRI L3 RERL D&
Lo DO 550 O BE S G SR A PR SR L | AR B
DPMREEEN»ORKERNLbOLLIOTT, BES
BRBOEMEEBINEIS A T EELAMASE, ¥r5) %
MOSAT TS 9D TA—bNEEREICELI, &l Fal—
RZ=tP—=F4ADHFE T T 2= =L LTIHEIL. ZHii X
FATIE RGP TRIBL, ZRO2T—HA7EREMAAD
VBIET, B - FHAVETLELEIERINS [7—=Hh47
WET | TR DT,

MMCADUN it 50 3RO BB 1% R T dH 31
bbb o¥, ZORERIH LB RLHIAL, Far—va
YOFREM A KREHERLTE R LI, BRI 2L T,
MMCARIAOEERBRP AL, HECBIEEPES S
U, BEELFYA OB PR3 s LICEHBL &L, &
BUMMCALX, FaL—yaViiRLERILIER0A
AL L BROBTH BT U B LB oS L
TOREMNFZRIELTV£,

*1 https://www.korean-pavilion.or.kr/the-korean-pavilion/
*2  Adrian Forty, “Ways of Knowing, Ways of Showing: A Short History of Architectural Exhibitions” in

Representing Architecture: New Discussions: Ideologies, Techniques (London: Design Museum, 2008), pp.42—61.

*3  https://www.mmca.go.kr/exhibitions/exhibitionsDetail.do?exhId=201301240000075
*4  https://www.mmca.go.kr/pr/newsDetail.do?menuld=01H000801000000&bdCId=201707270005939
*5  https://www.mmca.go.kr/digitals/digitalMovInfo.do?menuld=0000000000&mbId=202311280001409

*6  https://www.mmca.go.kr/digitals/digitalMovInfo.do?menuld=0000000000&mbId=202101290000218

experimentation.

At the same time, another trajectory of
architecture exhibitions developed, exemplified by the
Young Architects Program (YAP)™ from 2014 to 2017 and
the Gwacheon Project™ from 2020 to 2024. These projects
embodied the museum’s live architecture exhibitions,
producing outdoor installations that activated space in new
and creative ways.

Beyond Archival and Pavilion Exhibitions:
The Expansion
of Interdisciplinary Exhibition Curation

In this way, architecture exhibitions at the MMCA have
rapidly expanded and evolved in step with contemporary
trends in the arts and cultural fields. Archive-based exhibi-
tions reconstruct parts of history, contributing to research
of Korean architecture and design. Pavilion exhibitions,
meanwhile, energize the museum by giving young architects
opportunities to address contemporary issues in dynamic
ways. Together, these two pillars define the trajectory of
architectural curation at the MMCA. Building on these
practices, the MMCA has recently begun developing new
formats that go beyond representation and live exhibitions,
or that combine the strengths of both.

A milestone came in 2020 with the exhibition
Olympic Effect: Korean Architecture and Design_from 1980s lo

19905 (MMCA Gwacheon, 2020-2021.) This exhibition
examined the rapid growth of architecture and design
following the 1988 Seoul Olympics. More than a historical
overview, it was an interdisciplinary collaboration with
designers, artists, architects, and urban researchers, who
acted not just as contributors but as co-creators. They
reconstructed historical contexts from a contemporary
point of view, making the exhibition both research-driven
and forward-looking. The exhibition thus combined
representational strategies with participatory live elements,
transforming the gallery into a live platform for discourse.
Curators and artists also worked together as co-producers,
commissioning works across diverse media and combining
them with archival materials, thereby overcoming what

is often described as “archive fatigue” in architecture and
design exhibitions.

In conclusion, although architecture accounts
for less than one percent of the MMCA collection, its
architecture exhibitions have pioneered new formats and
significantly expanded the possibilities of curating. Through
innovative practices, the museum has created distinctive
viewing experiences, attracted broader audiences, and
contributed to advancing the discourse of architecture and
design. Moving forward, the MMCA seeks to continue
combining curatorial research with experimental formats,
positioning itself as a site not only of display but also of
cultural critique and practice.
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L—yayl, $VzyV+77YHTH 4 LIz [Blueprints for

Modern Living: History and Legacy of the Case Study
Houses (4 >4 2B 6, 1989 -19904) T, L’;’é)ﬁ
DM OB RN IE ) BB ER IR IRERT

Clurating Architecture + Design
in the Museum

Jennifer Dunlop Fletcher

I'm a curator of architecture and design, and I work in
a museum that also has departments of painting and
sculpture, photography, and media arts. Today I want to
share three precedents and four criteria for how I think
about curating architecture.

The History of Architectural Curation
In architectural curation, the first historical work to call out
is Philip Johnson’s Modern Architecture: International Exhibition

from 1932 (MoMA,)~ which brought representations of

built architecture into an art museum. Through drawings,
photography, and models, Johnson recognized the
importance of architecture not just as practical functional
shelter, but also as one of the arts with conceptual and
cultural relevance. It was the role of the curator to decide
how best to represent architecture and to make that concept
visible. However, as one of the first curators of architecture,
Johnson treated the display of architecture like painting and
sculpture, hanging framed drawings on walls and placing
models on pedestals.

A seminal exhibition—for me, personally—
in 1989: curated by Elizabeth Smith and designed by
Hodgetts + Fung Blueprints for Modern Living: History and
Legacy of the Case Study Houses, MOCA, 19891990 =
recognized that architecture did not need to follow the
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display strategies of art. They created a spatial and
temporal exhibition on the Los Angeles Case Study
program that included models, drawings, and photography,
as well as spatial installations and even a day-and-night
lighting scheme.

Thirdly, in 2002, I experienced Diller +
Scofidio’s Blur Building,” a space over a lake with mist and
fog as its walls, where visitors could sit at a water bar. It was
a temporary installation for the World Expo in Switzerland.
Diller + Scofidio brought conceptual architecture outdoors
and underlined architecture’s ability to imagine radical new
possibilities.

1
Look Local
First, I do want to make a case for building collections of
architecture and design because I think it’s an important
aspect of curating. It’s important to the local arts ecosystem

1
a—AUHP )&

$9 LT L 0L r v a v BERD B I LT
RGET, chidFaL—yaryoREnfliiiitZ2200T
T, LR IRIE BRI B E LB R LI, T4V 3h
RERBICAO S, FABEMI I TLL, MEMPIEALE R
FTRETEERPTHAF— 2L A2 L, Ko ZE o4
RERICESTHETY, Jhiddie, EALVNHELD o KB X
THOOHGRHS WeaL 7y a v 2GRS LR L &
T, PSR RAL, HEPHEMLTL O oI, Hilsl, FH,
ZLUTHB AR 235 Y 2 KNS 2 ZEATRETT,

2
BB OE T

[BEELTHA V| ET AV h 2% L DR M HE k2@
BTBIEDTERY, SEMOMADE T35 HA4 V3B,
B KB, IS5749 0T FAY, TR ITF AU ThHY, 5
YRRT=Tb—bosVET, TrvTarPETATr—LD
BN PTF, BUERO O S5, JBRh B R A
BHO=Z—XHREE Y BEOIIIBIREY -7 Hieh
37, ThIBEASREICHCTHERELREHLLZTLLY,

that museums not only educate and inspire broad audiences
to notice and consider the designed environment, but it also
helps sustain architects and designers through purchases
and stewardship of their works, which in turn encourages
individuals to build their own informed collection, from
small to large scale. It is important to collect with a

balance of local, national and international works to offer
perspective and provide context.

2
Define Disciplines

Architecture and Design can encompass many disciplines
within design. Of all the design disciplines, SFMOMA
focuses on architecture, furniture, graphic design, and
product design, with a little bit of landscape architecture.
We are also considering whether to add fashion and/or
video games. The disciplines we currently represent have
very different display and conservation needs and attract
very different audiences. And this matters for exhibitions.

We’ve been building the collection for over 40
years. Consider starting with one discipline and expanding
based on local practitioners or private collections.

3
Always Be Experimenting
The third bit of advice is “always be experimenting.” Even
though we always work with representations of architecture
and don’t allow visitors to use design works on view, design,
we recognize that architecture is a spatial experience and
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WCHEBREHUFA L

SOHDBER [HRICEREPHITS L], FAlcblduvobkk
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2= LRTEZIEDHEETT, [ The Sea Ranch:
Architecture, Environment, and Idealism ] (SFMOMA, 2018
2019) w T, Fyr—LRX - L—7 D2V KI=7LA (Condominium
One) #FEW R (1127 =) THBLIHRZR R T2 EHC
& RGEIPBESTZOHISC 3 ER LR ON3—F, Fb
IR RO T RP HF T 2ol ]E., #AY, 7’5749 75
FAVRERLELI,

[ Tatiana Bilbao Estudio: Architecture from Outside
In| (SFMOMA, 2021-2022)T & fESGRAME A 12§ 4 C ¥

L. KIGEHHEE., eVF2 Fw, TRIEE., AR v
PREZPHHEEIC S OCTEDIITHMI 30 2R TS
BEINTTBRDIZAV RS 774 TR BRI, R L & LTS,

4
ASKRL—Y a2l kB

RBRISRA T~ 4o HO UL HcO BRIl 7357 o [ ¢
EDAFRL—Ya Nk B[RRI ] O BB T, [ The
Utopian Impulsc Buckminster Fuller and the Bay Area]
(SEMOMA, 2012) T, AR 74— l\it%P)?iﬁO)/w?
2&2—-75—%F} (R. Buckminster Fuller Collecuon) 2 5EEY
FEHOERZRRL, AAREG KL HIMELELI,

& 2. [Nature X Humanity: Oxman Architects]
(SPMOMA, 2022) ™ T13, BRI BT 3R 20 F 000
HEL&LI, 22T, Ay 22O RELE R I Tl)
CRFFEBL LY, B AT 2 5432 TV PV RBIFEL L
1o ZOFMEBFMRTEIETTRL L OREFPEDIAA
TARHPIELLET, LoL, EERICHEEET 2092132 hi
TTFARINIZED e o1zt o, FAlebIZ ZOER (Aguahoja
Pavilion, 2018) 2L 7> a1 flA, fES 2 RERICERBL ., 14
MBIMRBEL TR 2 AL &L, Ay o 2o IR RET
&, JEEA~ORRT - BB E R PV XA LTREEL LI,

JRE MRS OFFAAY A R B KL fe i B F 61T

*7  https://www.moma.org/calendar/exhibitions/2044
*8  https://www.moca.org/exhibition/blueprints-for-modern-living-history-and-legacy-of-the-case-study-houses

#

*

https://dsrny.com/project/blur-building
*10 https://www.sfmoma.org/exhibition/sea-ranch/

*11 https://www.sfmoma.org/exhibition/the-utopian-impulse/

*12 https://exhibits.stanford.edu/bucky
*13 https://www.sfmoma.org/exhibition/nature-x-humanity-oxman-architects/

products are used every day. Different types of work require
different display strategies. Some works need to be still and
protected, while others should be dynamic and interactive.

It’s important to play with scale. For The Sea
Ranch: Architecture, Environment, and Idealism (SFMOMA,
2018-2019,)™% we were able to bring a real 1:1-scale
facsimile of Charles Moore’s Condominium One, and
visitors could sit in it and feel as though they were in
the actual building, while on the outside were drawings,
models, and graphic designs on display to contextualize the
architecture.

Yor Tatiana Bilbao Estudio: Architecture from Outside
In (SFMOMA, 2021-2022,) she drew directly on the walls
in pencil. We also had an interactive model for visitors to
see how to create balance in city planning of education,
business, residential, civic and public spaces.

4
Collegial Collaboration

Finally, the fourth point to highlight is the importance of

collegial collaboration, this could be a partnership with
local institutions or colleagues in other disciplines. For The
Utopran Impulse: Buckminster Fuller and the Bay Area (SFMOMA,
2012,)™ T included selections from Stanford University’s
Buckminster Fuller archives (R. Buckminster Fuller
Collection,) ™ and they produced the book.

Also, with the Nature X Humanity: Oxman Architects
(SFMOMA, 2022,)™ we contributed to scientific learnings
about building materials. Here, the scientists working
at Oxman’s lab and studio developed a biomaterial for
construction that not only decomposes but also takes
nutrients from the ocean to fertilize the carth. But they
had never tested whether it would really work, so when
we brought the work (Oxman, Aguahoja Pavilion, 2018) into
our collection, we placed it outside in a garden, and over
the course of a year, we let it decompose and studied the
results. The scientists in Oxman’s lab were testing it in
real time to see if the nutrients actually made the caloric
transfer of nutrients into the garden. So this is a case of
collaboration where we were able to contribute to their own
scientific findings.
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Curatorial Thinking

> Architecture,
Architectural Thinking
> Exhibitions

Ekaterina Golovatyuk

I'm not a canonical curator per se, yet curatorial work
has always been closely interwoven with my architectural
practice. For me, the two are inseparable. Today, I would
like to reflect on how curatorial thinking can inform
architecture, particularly in the field of preservation, and
how architectural thinking, in turn, can shape the way we
conceive exhibitions.

REERIIED L Bl Rl h

SRR E R BREE DM HAEHIAY, FAO BRI A7 3k
DR EAITEEAZTOT L 7 oA LET, Zh
3. BROBEROENZEZTIHEELMO~DFALLY
B3LDILEATV T,

20MAFTHEDBESRH, [REPT/ - bDYa—1 UK
v h O E A THIC e BRI 3 3 T2 B TR
Vo TR DKL, 60FFCDIRRS, BEEHIED TS FHch 21K
YR R0 2 RN - TR IS 3 R B T B L e
bhEltz, ZNOREEDZELTINI TR, EiotG, M
RS AGHEHIRH OB E LT BEL 2 LT, 3612804

Purpose of Architecture Exhibitions
I will present a selection of projects where the interaction
between the exhibits and their display context generates,
in my view, an added layer of meaning—one that may
offer an answer to an important question: what defines the
purpose of architecture exhibitions today.

It exhibitions of the first half of the twentieth
century stood out for innovative displays, aiming to
celebrate new architecture and drawing inspiration from
advertising and department store vitrines, after the "60s,
exhibitions became a primary means of reflecting, more or
less directly, on the political and economic forces behind
architectural production. They were seen not only as sites
of contemplation, but also as opportunities for debate and,
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in extreme cases, criticism and protest. In the *80s and
’90s, the idea of exhibition as spectacle coincided with the
rise of neoliberalism, conforming to the expectations of a
consumer society.

Today, exhibitions and museums have never been
as popular as they are now. On the other hand, disciplinary
discourse has lost some of its sharpness, as its mandate has
continuously expanded to encompass multiple concerns,
ranging from sustainability to new ethical dogmas.
Furthermore, much of the architectural debate has shifted
from museums to virtual places. So the question becomes:
what role can physical exhibitions play in this new context?

Museum Architecture,
Exhibitions, Preservation

Physical exhibitions are about experience or engagement—
not necessarily a spectacular one, but a collective
engagement with space that probes the boundary
between architecture and its representation. In other
words, curatorial logic, for me, operates in synergy with
architectural thinking and exhibition design. I will present
a few projects in which this intertwinement produces a
distinctive spatial experience.

The first project is the Hermitage Museum in St.
Petersburg, developed by OMA (OMA/AMO, Hermitage

NIEBR P RIS O 2R v, —FEO2—Fe 7 ThH Y
FUI2, Lo L2000AEFADEH, B IR i L e HS A
ENAHTINIR—V2UIFHINE LI, ZhE5H>OHELE
800 H 6B E RKLEAHERR T LI,
INIR—TaEWMEE RO C TR I Zie-100
L. OMAW, BEERLLTAATZOTIERL, LLA Rl
O] ZERRELRLI, D 0MiFIIF2L—2— PRI ALL
T HiteboRBIME T, JOEFDORRIP KM ARGl HE
B30T, BEFo MM 2Rt Ta 302 MEEL &S LT
DT, F—LGHROREK - ISR Ya—n %3851, BEfF
DZEMA~DBUREM DM ARIRET B LIARRC, bo & bilifEd
BEMITE b EBTEFELICEMIC B RT3 27 L2 FEL &
L1z, 3526 LWL BES>ORRER RE
DEAR, BHEH, A LB ET, 1005 Mk 5L
WIBDT LIz, ARG, iR bl a3k YLD 2
PR AI DI R WD AR T2 LT3 T L

i

2014 Masterplan, 2008)™, and I contributed to part of it.
Through the Hermitage project at OMA, I learned that
when dealing with an artifact of immense complexity, an
architectural intervention can be distilled into an act of
spatial curation without requiring physical transformation.
Unlike other museums, such as the Louvre or
the British Museum, the Hermitage was one of the few
encyclopedic institutions that, for lack of funding, had
not been modernized and had retained its authenticity
for many years. It was a kind of utopia, uninterested in
expansion or growth. However, in the early 2000s, it was
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granted the General Staft Building on the Palace Square—
an immense complex with five courtyards and nearly eight
hundred rooms.

After an initial analysis of the Hermitage as
a whole, OMA proposed that rather than intervening
as architects, we would “do nothing”—to act strictly as
curators, or as intellectuals, in seeing whether the stock of
rooms could be enhanced without adding anything new,
but simply by imagining a more authorial regime. The
team designed schedules for rooms to be opened or closed,
proposed invading existing spaces with contemporary art,
and at the same time developed a system whereby the
most valuable art could be displayed in the most distressed
spaces. Perhaps the most compelling idea was to dedicate
eight rooms each year to individual artists, scientists,
intellectuals or others, and to continue this for a century—
creating, in the end, a singular museum that would capture
the full scope of a century’s cultural and intellectual life. So
here, preservation was interpreted as a curatorial practice.

T ORVER XALM ERARIELE L, 19874122 b
B SN 2O E%IE. K3,000°CLz 2§ 3R B PG 4
Pl AT IR T2 PR LY WD O E DT LI,
IO YF NG, FASEROFIE LI SR &,
19914E Lo — M b RGN A B 3 E R Ay —vk, —
HOREBEGHKBEOMAB LR, A - BEFNY - BOEW
RUOZB DI, ZOHMOFERLFEREID M
SERBBFELLTERLE, RNEVAVRIOERSIZEHOY
B R ATRE T H Y D ORI AR AT RE, EX A LT H O
DIGJEIANY. BEIYTH H7eh S RER, PRI TH DD
FHER —— ~EEWHL, BB L TR b2 S R
LTV ZE~DRECIC2RLE T, ZomBZEELRALR
BEDTEL, REVF NI ZNEPETREL TR, KB KA
Blop FeferRErE, b, BEOHLTR b 2 kA
BERT20TT,
HOTHFFLEEZEMTH-Ie v F—L (V2457
EEERRAT) 2 R, Cho OB R 2H ) D2 OIRETER
L. ARRDOINRA IO S - RE AR 2 L RO B 2
DIZTB LR, 27— B ZE b2 U Tl &k L BIE
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*14 https://www.oma.com/projects/hermitage-2014
*15 https://www.grace.eu/work/a-matter-of-radiance/
*16 https://imssolar.uz/

Spatialising Ambivalence

Another project I'd like to show is A Matter of Radiance,

the National Pavilion of Uzbekistan.2 Responding to the
Biennale’s theme Intelligens. Natural. Artificial. Collectie, the
Uzbekistan National Pavilion examined the scientific and
cultural relevance of the Sun Heliocomplex—now called
the Institute of Materials Science of Uzbekistan Academy
of Sciences. ™™ It was built in 1987 near Tashkent. It was
one of only two facilities worldwide with a large solar
furnace capable of reaching nearly 3,000°C.

The pavilion reflects on the paradoxical character
of this complex. The combination of its gigantic scale,
consistent with the bipolar logic of the world before 1991,
and a series of historic events generated the need to reinvent
its scope and reformulate the reason for its existence every
time soclal, economic, and political circumstances have
changed. The pavilion translates this ambiguity into a dual
narrative—sustainable yet unsustainable, modernist yet
archaic, didactic yet secret, celebrative yet utilitarian—
encouraging deeper questions about what we take for
granted in science and technology. Rather than seeing this
ambivalence as a flaw, the pavilion treats it as a resource,
exploring the furnace’s evolving meanings for science,
sustainability, culture, and architecture.

The Arsenale, once an innovative production
space, displays these fragments in a raw, unfiltered way,
revealing their dysfunctional and artistic qualities outside
their original context, while prompting a reflection on the
technological gap between past and present architecture
through shifts in scale and materiality.
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Discussion:
Building Architectural Curation

Kataoka ~ What do you think is essential to curating
architecture and to presenting architecture? Do you think
there is a shift, or change, in how it’s done?

Golovatyuk As an architect, I feel that architecture as a
discipline is becoming more complex, and more intertwined
with other disciplines. Big topics like sustainability and
post-colonial agendas introduce additional layers of
complexity. I think it adds intricacy and depth to how we
show architecture, in the sense that it’s no longer just about
showing models. That’s no longer enough because the
profession is no longer only about form-making. I think it’s
important that space is part of the curatorial thinking as
well, and how that space should be experienced.

BEOTFHFA P T 22 RRTEHEEIL, LWEPLHLOR]
BEMED BTV AL R D32 LT, BT —hA T L EBRBROR
OBIfRIZH VT, Tho 32 ZHT WL, DR
B R MR R 20 TR, 2LT7—hA4A 7T REBLERE
BREEPRLZETHASDYE, 20bWIAIHT I Ish
PROIETI A, BN CATREED FED b TV 2
AVEW A

BEMETOb I ORES [HEAL N O
B kAl CHEICRL LI O, AL 0V s ke
LRAEROBRTEBLTC2ETT, RO RIIIERIC
SRR, RGEERIBAT 3 APOEY HRERY KT
STAvIDER, TVRNTUT I, ZLTEWROERE
Bz d, BWMBICRAL 0V 2 M REINTVEIET. %
B PRIk RBDEY 2 BRTEZODHKIESLh 1
T

ZVyFr—
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BREZLHFBTLED,

Fujimoto  After listening to your presentation, I realized
that how we show architecture—the design or process—in
a museum now has a lot of possibilities, especially between
archives and real experiences. It’s not just two opposite
things; there can be many gradations. How to combine
archival thinking and experiential thinking in different
ways, and discover something in between, has a lot of
potential.

Fletcher ~ What I really appreciate about your exhibition
The Archatecture of Sou Fujimoto: Primordial Future Forest at the
Mori Art Museum ™7 is that it is a series of installations

of many of the same projects in different types of display.
The first one is very three-dimensional, the next one is
about how people might read about architecture, then
there’s a graphic timeline, then digital projects, and then
the 1:1-scale—but the same projects are in each room, and
it was nice to think about representation through so many
different methods.

Fujimoto  Thank you very much. That was one of the
things we discussed with the curatorial team.

Chung  When I think about the pure installation work
of architects, I think the conversation between curator and
architect is very important. It helps the architect grasp the
curatorial insight, and it can provide a strong context for
creating something in a more pure way.
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Kataoka ~ When we think again about curating architecture,
we often focus on buildings, on the hard parts. But I'm also
interested in how architecture engages communities, or
how one building can create a new group of people. So if
architecture exhibitions could address that range of actual
human behavior, I think that could be another possibility.
Golovatyuk The Venice Biennale curated by Alejandro
Aravena™™® (Reporting from the Front, 15th International
Architecture Exhibition, Venice Biennale, 2016) focused
exactly on community. Elemental’s project “Half a House”
was half buit, with the rest completed by the inhabitants.
This generates a sense of community.

Chung I think Open House (Open House Festival, Open
City) is another example of exhibiting architecture. It

TINIRT AT, ATV T4) | DY T, av KRR

T, LE TR Ay bo—2icb i L, EERICE»YE

CHEER L HIRBRT 2 2 813, BB 2P RO 3 RL
KtHBET,
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EORBRPERAL, a3a=Falcilcs I F—25T,

Ll Eift RO Lo A K. AL7uYz 7T
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OO ETETEEI -T2 LG T, fArch
BRI ZRANZ RO TV B DI TIEHY £¥A, FiEDH
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*17 https://www.mori.art.museum/jp/exhibitions/soufujimoto/
*18 https://www.labiennale.org/en/architecture/2016/
biennale-architettura-2016-reporting-front

started in London, but it has become a worldwide network.
Going there in person and seeing the architecture together
can be a good opportunity to create some discourse around
architecture.

Kataoka I think about that in relation to so-called “socially
engaged art.” By that, I mean artists engaging with
communities to try to solve social issues or create places.

It doesn’t result in a painting or a sculpture, but it does
provide a particular experience and leave some new energy
in the community. That way of seeing the function of art
and architecture could maybe coexist in the same project.
It’s a lot about community engagement—not only with
people, but also with local history. As Jennifer said, starting
from the local is becoming more and more important. We
are not really looking for a universal style. We are really
looking into each individual culture, history, and the legacy
of human behavior in a particular region. That could relate
to architecture as well.
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Period
5-8 October, 2025
Venue

Tokyo, Teshima (Kagawa)
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Internationally renowned architec-
tural curators and directors were
invited to serve as lecturers for the
workshop designed for mid-career
and early-career architects, curators,
and researchers engaged in
architectural exhibitions. In addition
to providing a forum for learning the
specialized knowledge and theoretical
frameworks necessary for planning
and realizing architectural exhibitions,
the workshop aimed to cultivate talent
capable of working internationally

in the field of architectural curation
by supporting the development of’
both domestic and international
professional networks.

The four-day workshop consisted
of lectures by visiting curators, group
discussions, and the development
and critique of exhibition proposals
for international platforms such as
the Venice Architecture Biennale.
Participants were encouraged to
reconsider their own curatorial
practices by unpacking their funda-
mental components and underlying
principles, and to critically reexamine
cach of these elements in order to
develop their past projects into more
advanced curatorial work.



doysyropy

o
g
£

weaSorq drysioreany) [eqorn

2ImPANYIIY

11 M eq

[ aadeyp

JIXFTEIVF—LEEREER
BAEORT T/ Z &R TS
Task for Workshop participants:

Making Proposal
for the Japanese Pavilion

at the Venice Architecture Biennale

NI
|
4|

Themes

ik
Program Activities

bR F1L—2—ICBHENZAR CRR 7 2R L T<IZEL,
TAN 2L —R—PRIRLEEI Y F—L2EROT—TICEDE,
HRI-AFDREKPRED. MERHEREA .

T—X. AV ET M SIEER. RRBRELEZBRICEATEZL,

BINERTOJSLPAETICEBRENBEERLTLEEL,

ABEDT—avT7aES LT BEF1L—Z—DEDIX T MP
D=2 av7BMEEDTA ANV IV EHEINBETSvaT7v7 L.
BIRBICRRRERERBELTEZ,

Assume you are the curator.

Your proposal should respond to the overall theme of the Biennale provided
by the guest curator, while reflecting your own interests, concerns,

and critical perspective. Include: exhibition theme, concept,

participating architects, and a draft exhibition design.

You are required to prepare a proposal by the first day of the program.

Over the course of the four-day workshop, the proposal will be refined
through feedback from the guest curators and discussions with fellow participants,
and the final outcomes will be presented on the last day.

Far-Beav ERShiR

Chung Dahyoung Mediated Form
PIZT77—RAYAvTTILyFv— NEREE

Jennifer Dunlop Fletcher Humanitarian Architecture
IHFY—FdaJdr7Fay KT ERTF

Ekaterina Golovatyuk Impermanence and Preservation
tvar1-3 BEF1L—K2—DHRRLE
Sessions 1-3 T—VICDVWTERRETS

Open discussions on topics given
by the guest curators.

IIN—=TF1Ahvay BEF1lL—&—%) 8-l

Group Discussions 3’3_®7}b_7‘:*373\n* L
BR7SVORBICOVTERTD
Three topic-based groups,
with feedback and advice from guest curators
from a curatorial perspective.

fEAAESE RIEADORRERICAT. BRENBEZT7VTT—r2
Individual Work Update exhibition plans for the final day.
RRFER REANBTZHERL. BEEF1L—2—X

Final Presentations EEMEDODT(—RN\V %%

Present the proposal and receive feedback
from the guest curators and participants.

ESCSE S BEFX1L—2—PEBMED
General Discussion TOTZLEFEOERICOVNTHATD
Guest curators and participants
discuss the overall outcomes

of the program.
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What Is the Venice Biennale

International Architecture Exhibition?

[JzxF7-EI>F—L
EFEER AARE | L
What Is the Japan Pavilion

at the Venice Biennale
International Architecture Exhibition?

ARVTFDITIXF 7 C2EINERESNS HEREKREDOEREDORMA, 1895FICIELED
e [TIXF7ETVF—L GiliR) | DREERFIELTI980FICIERICIRIL L BEIFSEHT
REXE (BHSF) (LRSI D.

BEEBHSNDBETLIZ—DBIFS [H—T— 7 ICL. #HRZKEDPENEThDORR
TIETIHRZED. BRDEEYOBNA TIEEL RIEFMBECPHHOREK. HEHEEL
Lo ERAH R DOREE . BEHAR/DSRETHICHOETHELTHELTV S,

The Venice Biennale International Architecture Exhibition is one of the world’s
largest architectural events, held biennially in Venice, Italy. It became an
independent exhibition in 1980 as the architecture division of the Venice Biennale,
which was founded in 1895 as an art exhibition. Today, the Architecture Exhibition
is held in alternating years with the Art Exhibition, taking place in even-numbered
years.

Each edition is organized around a unifying theme proposed by a General
Director appointed for that year, to which participating countries respond through
their respective national pavilions. Rather than merely presenting architectural
works, the exhibition serves as a critical platform for questioning and reexamining
contemporary social issues such as environmental challenges, the future of cities,
and social inequality from an architectural perspective.

TJIXFTEIVFT—LOEERE THBIvIT—= (AR BRICED. BARRDRR
MERR. 1956%F. BIRBIEDREHICKWER SNz, EOT &> TEHRICHE EIFSNZIE
FHDRREE. EDRPRICE N /HOEH .

BAERTE. EEXRESFHOEAIINICI GRS e 1L —2—DEE#EHRT
%, BABRTIIREEDOHHZEFBEP T — 7 ICHTHRVAEIEFHISNTEY. B
EICIFERNBINEFIOREETHS [ SHFE | ZEHE (19965F-20125) FEL TS,

The Japan Pavilion is Japan’s official exhibition venue, located in the Giardini
district, the principal site of the Venice Biennale. Designed by architect Yoshizaka
Takamasa, it was completed in 1956. The pavilion is distinguished by a square
exhibition hall elevated on pilotis, featuring a striking opening cut into the center of
its floor.

Exhibitions at the Japan Pavilion are conceived and realized by a curator
selected through an invited competition organized by the Japan Foundation.
The pavilion’s exhibitions have been widely acclaimed for their distinctive spatial
compositions and the depth of insight with which they engage each edition’s theme.
Reflecting this recognition, the Japan Pavilion has received the Golden Lion Award
for Best National Participation, the highest honor in the national pavilion category,
on multiple occasions, most notably in 1996 and 2012.
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AFATELTOMGERNIE LR bE, 2020 72 2N 2B AIEHOH Y SRR LTV 5, LB
[HESEMLEIAE2023] T 7025 IV I %Y, 202548 b AL R 37,

Inagaki Haruka
After graduating from the Department of Architecture, Inagaki Haruka has worked in the

preservation, research, and public dissemination of architectural materials at archives and architectural
design offices internationally. With a particular interest in film as an architectural medium, she explores
ways of utilizing such materials while remaining attentive to their contextual frameworks. She co-led
programming for Architecture Film Festival 2023 and co-founded Motlei in 2025.

i A

TSR, PHEHEE SRR R, Al BT R B, ORUR Al e R RS AR, 3%
AHEELTEBRBRPRIAI O, Harvard GSD*ETH ZurichTOB & WL R BRE AL T, 20204
SO R S HURE 2B R R PR B IR B 2 IR 2. e B, AR SR G
AT, AR Emerging¥a—hYZb, SDLEa— il A, JIARR 4SRN EH 3D,

Ito Tamotsu

Ito Tamotsu is the principal of tamotsu ito architecture office and an associate professor at

Nagoya Zokei University. With professional and teaching experience in Japan, the United States,

and Switzerland, his practice and research span multiple scales and locations, engaging the built
environment through architecture conceived as non-modern hybrid objects. He was shortlisted for the
AR Emerging Architecture Awards 2022.

LIPS

HEEEZR, STUDIOR /45 & AR, [HEERL# il A Rk 3 2 4D £ 13 2] 228015 Tkl & B A
ORI LOHEEHELTEMEL, BRI 2BRL T3, KEERE RO 2T
B, Fal—vard o, ZHO%E ) Za-7v AR LESERG T RCEEAEEL T3,
Architect and principal of STUDIO Dai / Land-ing, Katsuragawa Dai explores what constitutes
architecture and cities by considering them not only as spatial entities but as assemblages of things and
events unfolding over time, and he pursues architecture as a process of making spaces. His practice
spans a wide range of architectural work, from temporary exhibition design and curation to spatial
renovation and permanent architectural projects.

MLAFT AR O AR LRI HES, WHAT MUSEUM (H: @SR AMS2—Y 70 F X AR E PR, T
LR [HAO) E S 1970-2005) (2025%), [HHE5 - O QO HER |(202448), [Nomadic
Rhapsody—— BB {2 b1 0T H 2R — (201820194 1 &, Fle 274 7 HIfEI, ZRY—b
7=1%2K3 [WHAT MUSEUM7 7] F=F/ve 2 b)) — [RFER BRI e b,

Oh Seibi

Oh Seibi has worked in curating collections across museums, libraries, and archives. She previously
served as a curator at WHAT MUSEUM (formerly ARCHI-DEPOT Museum). Her major exhibitions
include World Fairs in Japan 1970—2005 (2025), Explorations of HORIGUCHI Sutemi (2024), and Nomadic
Rhapsody: Changes Brought About by Super Movement Societies (2022). Her media projects include the WHAT
MUSEUM app, which encourages exploration of street art, and the oral history series Architects and
Architectural Models.
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Katagiri Mariko

In 2000, Katagiri Mariko enrolled in the College of Engineering at the University of Tsukuba. Living
in a planned science city and developing an interest in the technologies that support design led her to
explore architecture and printing. After graduating, she worked at a printing company while attending
the evening Visual Design course at Kuwasawa Design School. In 2009, she joined GRAPH, a firm
engaged in both printing and design, where she worked in print direction. She joined TOTO Litd.

in 2014 and has since been involved in the planning and management of architectural exhibitions at
TOTO GALLERY-MA.

it T

2003 F M BIE T R FIET AR, 2005 F R ALK F R FBE o T2 AFRRHE 7, A EUR R
SERBEHTRRET 20126 K | 20174E0RE, TEKRIEL ORISR JRRRFaL—Yay, FuFa—2¥Hr
LRFENT 3, 20202023531l 7 E VLR BUCHE SAORMBRT 7L A R 20224E Amanekbk et
Ea

Koike Shuko

Koike Shuko earned a Bachelor of Design and Fine Arts from Tokyo Zokei University in 2003 and

a Master of Engineering in Architecture from Tokyo University of Science in 2005. She worked at
TARO ASHIHARA ARCHITECTS until 2011, before relocating to New York City in 2012, and
returned to Japan in 2017. She has since been involved in numerous architecture, design, and Japanese
crafts exhibitions and events in Japan, the United States, and elsewhere. From 2020 to 2023, she served
as a Research Assistant at the National Archives of Modern Architecture, Agency for Cultural Affairs.
She founded Amanek Inc. in 2022.
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HEER, VI —Fr—, FRKFRFRE LIRS 7, W TRERFER LIRS, —k
s, 29z —FVE N TR BT, 20165 HUE el A S A 2R L, BT 3
FTORREMP, FLCBSS - E2CHORE, HARORE U2 ARG TG B 217>T0 2,
JEERE HARD 87 v 7 2= 2% eI 522 [, HAROH FREER~D A > 2 2—4 [ Communal

Ecologies— Conversations with Young Japanese Architects](Arvinius+Orfeus Publishing) % 20254F(2

HiRR

Tsuga Yosuke
Tsuga Yosuke is an architect and researcher. He completed a master’s degree at the University of

Tsukuba and later withdrew from the Tokyo Institute of Technology after fulfilling the coursework
requirements for a doctoral program. He is a licensed first-class architect and has served as a visiting
lecturer at the Royal Institute of Technology in Sweden. In 2016, he founded TGA Architects &
Partners, a practice dedicated to exploring the prerequisites for creating architecture, proposing new
modes of working and living, and promoting Japanese architectural culture internationally. He is
currently engaged in comparative research on public spaces in Scandinavia and Japan. His publication,
Communal Ecologies— Conversations with Young Jap Architects (Arvinius+Orfeus Publishing), was released
in 2025.

FH SRR

RESEHR, RRBORF LR, — B ME AR BT 7 2R84 MUK, AR 7 AR 4T
fiff, Fo= YR AL TR R BT R 2 £ T, REEHHE EAMATLT, o7 —
M3 E R EE 0 Y 7 O a—F A= b, ToFa—2 ¥ 5EH, EAREROMEZLLTIE
AR S OHER OB E Bk, BEEI 2 A n Y- RPiED 5, 1Kl HEBELICH T y—2
Yay bR, 20234 HAE S R HH B O EE,

Wada Nahoko

Wada Nahoko is an architectural historian, Associate Professor of Tokyo Kasei University, and the
founder of Access Point: Architecture—Tokyo. She has worked as an assistant curator at the Museum
of Modern Art, Kamakura; a guest researcher at the University of Copenhagen; an associate professor
at Tohoku University of Art and Design; and a specially appointed associate professor at Tokyo
University of the Arts. She has coordinated traveling exhibitions and international projects in the
fields of art and architecture. Her primary research interests include modern Japanese architecture,
Scandinavian architecture, and architectural museology. She also has extensive experience organizing
children’s workshops in museum settings. Al] Education Award 2023.
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At the beginning of the workshop, a session was held

in which the guest curators and participants exchanged views on the theme
of the exhibition proposal presented as the assignment.

In the following, we present a selection of the guest curators’ lectures
along with some of the questions raised by the participants.
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ZNEFALI»DEITT, ZOKDEIRIZOVT, ASA
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T2 ->Tw30 DI Lh bh T, HCOHARNBEE
FHBEIBIHSATOI AT, SOV TIIELEA L HLS
Lz ZHERICEL &3, Zhid, AARERRRER 2K
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oTY,

R, [REHHABO =R T 2 IR KOBITH S
LidxTuvdd, UL, BRI BU3 AAD R KOA B =——Z
HITHY, 2D 7= I EDEANFETDLT VB30
ARZEIDHYETH? RIHEROFEHFDVTEE-TVEDT
Lyod, ZREBAMDERTLEID? ZROIFAIL DT L
Ah, FREBFETDUTLEADTLEID?

CEYOBERIHOVTORERDFaL—Yay -7 Fo—
FIIOVT AR, BECTHEL VI EE L Tk
CERGET, AMBEMTHY, BHRRCEERE. 20A
WOREIEFITT TR, RBIINTE RS & B
BEL TVl R g 2D TET,

7Ly Fvr—

Humanitarian Architecture
Fletcher The theme I have proposed, “Humanitarian
Architecture,” is drawn from the philosophy of Japanese
architect Ban Shigeru. I find it interesting that he titled his
book Humanitarian Architecture™ as though he invented it. ’'m
curious about your thoughts on this claim. ’'m interested

in how influential his work is on the next generation. It’s
notable that many Japanese architects were frequently cited
today, yet I rarely hear him mentioned. This raises questions
about his importance within Japan and architecture more
broadly.

Ban states that the climate emergency is the
greatest threat to human needs. But have you considered
what Japan’s greatest humanitarian need will be in 2027,
and how that connects globally? Is he talking about the
planet’s well-being or human well-being? Are they the same
or connected?

Regarding curatorial approaches to an exhibition
about an architect. I think you must be careful not to
over-celebrate. Humans are complex, and interesting
exhibitions can show both relevance and aspects someone
hadn’t considered or that don’t work.

Kawgiri I believe exhibitions should share knowledge

JaxiC| EEX. ACLOHBEEEPEZZ LD TES
MR TNEITLEATO: T, IRROITENIZ CDATE
R GZ 245 FAH O BRI L3/ MR B B filA
PRNTEIET, AUCEDANENBEEOBRPHE T34
WKLz EZAZLE, BiLich-ler—=ld, Juvz bt
RAIEDINS Y 2% EYRBH T LI,
HH HHAKRBKODOE, ZLOBERIE, FHEBZOD
II2 =T ENERPERLD S, K LIcaIa =T AL EBICHE
ATEELIZ, Db BEERANCIER LM IR R 235D
HiZ, 2I2=FA4LFELALV, i EQ, BORRKICESTAR
BCEER LD PR LTS b T, HEL BN
WELLLOLL AT, 2REFEEC, BARGERP B
BELLTHEE LTV 250 — B¥Ev@Eifbiat— 25 &
DTETEIH>TFEEOI 12D 6T,
ZDIN=FDIHDT—2ETNT, R LIREE S
bt LA, BHEALRBECEOMATH 20 EBudT,
ZLTZhoDRRIE, AvLofitRoRGeETREBoR
LUt b OB R, UK BT e A TEO TV 30T
BOT LD, EHOY Y RIWATHERSADFRL TR E
TEH, Fal—varyofilEikiy, ZCENTHENLZ D
3, ZESRIE TS HIRIRCHED H BB DLLTRAZ KRB L,
2R3 3ICF2L—varO N LR b0 v,

*1 Ban Shigeru, Humanitarian Architecture, 2014, Aspen Art Press

that can change people’s everyday lives. Shigeru Ban’s
actions influence many people, but I wanted to showcase
smaller-scale challenges by young architects so people can
rethink what humanitarian architecture means. The topic

I wanted to discuss was how to balance the project and
creation.

Tsuga Tollowing the Great East Japan Earthquake,
many architects walked alongside affected communities,
engaging in repeated dialogue with them in the aftermath
of the disaster. In other words, rather than making architec-
turally heroic proposals, they conversed and debated with
the communities, secking what truly matters for the distant
future. While the earthquake wrought dramatic destruction,
it simultaneously brought into sharp reliet chronic issues
facing Japanese society —such as agriculture and an aging
population.

I believe all three themes of this group address
chronic problems rather than acute crises. Moreover, these
proposals hold the potential to overturn perspectives on
how people view the world and the urban landscape. As
Mr Fujimoto mentioned during yesterday’s symposium, the
creativity of curation lies in making the utterly ordinary
and everyday suddenly appear profoundly interesting and
fruitful. That, I believe, is precisely the power of curation.
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Impermanence and Preservation

Golovatyuk -~ At international exhibitions such as the Venice
Biennale, you will be speaking on behalf of your country.
While you need not necessarily adhere rigidly to national
themes, you should reflect debates of relevance for the
country. It’s not about glorification.

When curating a national pavilion, it shouldn’t
be only a personal reflection. A curator can invite other
contributors, architects or artists, for instance, who may
offer readings that the curator cannot. The approach
could be research-driven, examining how similar agendas
were interpreted by others and how that architecture is
understood today.

Wada Do you think something like Japanese style is
important for a national pavilion proposal?

Golovatyuk - Architecture always has periods of foreign
influence followed by periods of enclosure and reprocessing,
producing innovative things that absorb external input.
This is particularly true for Japan. Modernism was a wave
of external influence, violently introduced everywhere

and then absorbed. The speed of its arrival meant not
everything was properly filtered. You can often see the
friction.

Ito My interest is in unpacking complex aspects,
especially engineering, of modern architecture that appears
conceptually clear. Discussions on the preservation of
modern architecture appear to focus largely on concrete
structures, yet numerous timber-framed projects also
significantly influenced post-war Japanese society. This

RN LI H R e b D2 AR L &3, ZHIGHARIZEST
EUSE T 20T ECTLEI Dy EXZALIINED S
DOWBIZLZWTHY, BEAMTHIWEASh, Z2LTK
IX3hglic, OISR AC—RIESDT, TRTHHLY
WREEINIAITEHY A, ZIIEBRPRAZLLTS
3T L9,

i3 FLAO BN BESAN IR R A 2R SE D
B, B TR A RS TIEChh T, B
REEDRIFOVTOHERE, 2> 7Y — MU PLTY
BB RAZTH, MBOHALRHE L5 AR
BWOTRYr b %Lbh T, ZhIHICaY Y-
AT ALY S 226072 L B 995, A% & UEREED
AL &5 T, b DS AR B EL R 2RI LR
AR AR TER O EEATV T,

Fav BT, ARG G2 7 — MEE LD bR
AREEZAOhT v T h, BARLAOKIREE LT ETCO
(REBRRY Y)Y TRONB A, AR TR & 2 3%
TE&T, Fda>2) - D O RO~ OB ITR, 3

is likely due to concrete’s inherent physical durability.
However, I believe examining modern architecture—
including timber-framed buildings—could offer a slightly
different perspective from our usual approach to viewing
modern architecture.

Chung These days, wooden structures are considered
more sustainable than concrete, as we see in Sou Fujimoto’s
The Grand Ring for Expo 2025. We can build large structures
with wood. I feel this is a transitional moment, discursively,
from the concrete era to a wood era.

Golovatyuk  The industrialisation of construction is also

a significant factor. In preservation of Modernism, it is

no longer sufficient to speak of a single material. Many
innovative materials introduced in the 1950s and ’70s often
failed after short periods of use; more precisely, it was not
the materials themselves, but the systems that failed. Today,
the main difficulty lies in restoring systems that are no
longer industrially produced, as technology continues to
evolve.

Wada Museums need money and audiences, so they
select famous architects like Sou Fujimoto, collaborate

with them, and make wonderful exhibitions. But what
philosophy is most important to a curator?

Golovayyuk  It’s very important that curators don’t make
judgmental statements. You provide a reading, giving

a perspective on a topic that makes everyone reflect
differently. You’re not there to say “this is good” or “this is
bad,” or to declare that Japan is losing heritage and that’s
bad. Be careful not to assume you’re solving problems,
because that’s not the pavilion’s point. The point to make an
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intellectual statement and to change perspectives on things.
Chung I think it’s a good transition from historian to
curator. When making exhibitions, we provide evaluation
but want to create open platforms—gathering discourse

JEHICEETT, Py 2IiouT, HLHELZZ IO %
T2IIRFEMPHAPIRTTI0TT, [ChiZEW][Zhig
B LEHEPHN TR OO Z AL, BARDEEL D
Db, ZRHHECIEITEWL 20T b A, MEP MR
LTV B32H DI O RWEINTTERTNETT, 2 sy
FYOHM TR 0H 6T T, BELO, MRk
W MBOREREIBZIERDTT,

Fav ZNERFED 6 F 21— R2—~OBATD LIS
LAY, BEAPOZLE, BB 2 HE L 2927,
F=F TS5y b7 r—LR O CEFEITC T, 2RI
DPNICRBATI IR FHLEOBIOTT, FArcbid i3
BEPF-T0ET, BER FaL—2— BRROAbVZ
T, Fal—varbld ERTAIL, RIch P —HEioLB T
T, B3 ETERL, T2 —vay
Wb THELROIEBGET,

in an open-minded way. We have different backgrounds—

some are architects, curators, and historians. Curation is
about connection, making something together. Defining and
connecting in different ways is important for architectural
curating.
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Mediated Form
Chung Every exhibition comprises content and form.

Architecture is open, incomplete, fragmentary, and process-
based. We need a form that can hold those fragments
together—a structure weaving them into a coherent
experience. Form emerges from two sources: first, the theme
itself—the subject we want to explore; second, the site—
the architecture or spatial context where the exhibition
takes place. Sometimes these merge beautifully. Our task
as curators is identifying connections and clues between
exhibition theme and place.

I'd like you to think through two main questions.
First, what distinguishes the Venice Biennale from museum
exhibitions? The Biennale has its own institutional formats,
structures, history, rhythm, and politics. What distin-
guishes the architecture biennale from the art biennale?
Understanding these frameworks helps imagine what kind
of architecture exhibition can exist within it.

Second, consider the complexity of national

M RVAZE 3

B HFE VA OB R E AT, Yz AF
7 ELYF—LOEZR R YF Y, FHI I Th—ZIlH B DD
&, VR ERF-ATROHY A, THEMOEIC, AA
fEETr L Ta—=RRECHY & T, ThoIEORES, HI#,
GRS ICRET T, FaL—varERouTER
BLE, UrAFTRECIYF-LOBREHEAREOREERD
JEsR, 2L THABE AROBENNEOR A2 ZEL TS
W, FAREGIZIE, Zhop D&, AV P 545
DR RT3 ,

G4, FAGAARE L EE O HD 2D 7ATF 7 2 HLL
RBILTV B LU LI, HHOBRBIYED 24, ERrit A3
NIRRTV ZFAELTIRATO T GE AN L HRE A TR
Bahtws), ZhooyFu—Fid, BEFR YAV HEDR
FLRBERPRHELELI., ELOORERY, REYAYDaYy
FOAMTROCHERBI SN TE R ABDNOEE2REL &
Lic, DA ZD&H e AR ER 2 AN IO W, 3610
SREVFNTEHRBRUSR, 2ho 2o L ELTEY

pavilions. National pavilions at the Venice Biennale,

especially in the Giardini, are not neutral exhibition halls.
As you know, the Japanese Pavilion is in the Giardini. They
are living architecture with their own histories, constraints,
and symbolism. When thinking about curatorial form,
consider both the Venice Architecture Biennale’s history
and the Japanese Pavilion’s exhibition history, as well as the
architectural content of the pavilion itself. Ideally, see how
these overlap and influence each other.

This year, I found both the Japanese and Korean
pavilions beautifully embodied this idea, embracing their
surroundings and viewing the garden as a shared ecosystem
(Note: the Japan Pavilion and Korea Pavilion are being
constructed side by side). These approaches dissolved
rigid boundaries of national pavilion architecture. Both
exhibitions highlighted non-human presences—entities long
overlooked in pavilion contexts. They sensitively featured
natural elements like surrounding trees, and even the
same cat appearing in both pavilions as a bridge between
them.” Caring for the site where exhibitions take place is a
beautiful act of curation. From that care, we discover clues
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In the Korean Pavilion at the 2025 Venice Biennale International Architecture Exhibition,
Mucca, the stray cat that has taken up residence at the Korean Pavilion,

is treated as an integral component, symbolising a network of relationships

that transcends boundaries defined by humans.

for designing exhibition form.

Katsuragawa My interest is how to show content to audiences
and how to guide them through exhibitions. This is most
important for me when making spaces or venues. In this
workshop, I don’t see the audience at all. I think the most
important topic of this workshop is how to present and
express curation to the audience.

Fletcher  Maybe the audience perspective can come later.
It’s important to first think about core concepts; considering
the audience should be the final step.

Golovatyuk  It’s like sustainability—every exhibition must

be accessible to visitors. If you open an exhibition and
nobody can understand it, that’s a problem. It’s an
important issue for any exhibition—communication with
an audience. Very important for any exhibition is public
programming. Now we’re focusing on curation, but when
you curate an exhibition, immediately think not only about
physical elements in space but also about the conversations
that need to happen—lectures, screenings, any form of
communication that can support your point. That’s an

additional layer that’s really important.

Katagii At the Venice Architecture Biennale 2025, there
seem to be many installations unrelated to architecture.
Some pavilions show art installations depicting colonial
period stories. It looks more like an anthropological
approach. I'd like to know the meaning of showing those
installations, and what we should exhibit at an architecture
biennale, not an art biennale.

Chung I think it’s a very natural process—an immersion
between art and architecture biennales. Mirroring that point,
we try to find the authentic architectural form. What is that?
Sometimes architecture exhibitions are criticized for having
too many explanations—looking like books, not exhibitions.
I think we can make this positive by using another form.

For example, what about putting more detailed information
into the exhibition as layers, as objects themselves? I think
that could be an original or authentic characteristic of
architecture exhibitions. We should push this in positive ways
with labeling, cataloging, and text. To create architecture
exhibitions, we must find different tools among exhibition
details—like novels, catalogs, and explanations.
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sents Japanese architectural films produced
during the analog era, from the 19205 16 the 19905, a

e 20 minutes realized itself, while also attempting to draw attention to

aspects that have been forgotten behind the scen

@

BB GO T Ty —— 20 1R HARDH 2GR 20T

Arclatecture and Visions: Plot of the Social Imagination in 20th-Century Japan

Tt 15 E
Inagaki Haruka

BEERLILEERAOZEMPBA, AR ERPHOIAX—JLLTAT G INTE T, AR, BEEL

RORRZEL T, 201FHARIC 132 [HEEIARG )] A EDLIEREH MRS N TS 2 R EHATH 3,
WAL SR I A AT ELTHRERRL . ERPRHEE VS BEHNEROL ET, KREP LD LT 2271
7ELTHEREL Ta e, 2 DMBRETHID NICZEMOBL R mA M L LB, HIELPEIIBUE b k-ThbhD
Db ZREMG LR ORI HARICL BRI 5, BRTld, SRR 2R EMAPIEL T, BEA A—TD 4k
LRBOT 0L 22 R DR ERNIRT T LRSS,

Architecture has often extended beyond the realm of practical space and circulated among people as an
image imbued with social meaning. This exhibition explores how social imagination in 20th-century Japan
was designed and constructed through the relationship between architecture and film. Film reconstructs
architecture as an optical image and has served as a medium to mobilize the public under collective entities
such as the nation or corporations. In addition to examining the spatial ideals articulated through this
process, the exhibition also addresses the preservation and transmission of architectural film materials,
which are now at risk of deterioration and technological obsolescence. Through selected excerpts and
full-length screenings, the exhibition aims to present an experiential and reflective perspective on the
creation and reception of architectural imagery.



= |z
=z |8
= 2
7 =
z =
°
z|Q
g g
g
5 9
2
o

3

— | »
= |2
& g
& =
—

.

o

=

c

=

o

o)
s
o
g
B
g
g

k3
g
g

2ImPANYIIY

Z3DEI PO CIZIOHM A, WH RO BT HIES
WA= vay 7T, FaiiEe LTz AF 7 LY
FoLVHEERAAHEORR TS oEkp 5A0ht:, H
EOHELZzDFEED G TR CEBREL )R E
WCHEAIIIHIY, ThETBRELMGOT—HAT M
boTERME, 2T RZ2DSIHOBEHERY A, AR
TEEMAG IR ETH IR &S e RFAGelh 2 T3 2 ElCL
foo ZLT. HHEH OB R RE R R 2| EL, 4
KITHBLIIAT, 2P ED &L TH IR EDZ2[H
WCELLIALD BB AL, lOFa> - Kear3Ah oI,
[Mediated Forms| EWAF—aBlOF—22 2R3N,
ZOF—2d, BRONB LAY HCIERLE I LV,
JBRZDbDO DN HOH RIS, ETHHEEMLF—
7—RIZ&ELohie,

4HHOEEOMM R, LQoTHEIRREL TV v
. FOVHABZOLDID BT LE Y TF—varv Dl ikico
VTS T, RERFHIAT 3R bTh 0L o0 el
b, HATEOTBIIT T, ZOMGIERELED 3, JBR
T OVETE R O 3% 2 W AR T A4 258 0 Bk & 2 i i
Euote, DURE LY L BRI iR~ o iR
hd, ZORNROBECPEHITONI DT, 5264,
ZHLE [FHOBE G, BICREPEBLY3T3000
BT 229 2 EER 0T, FaL— Rl T ER
AIRISE M OIT LS, ¥hs, HIFROHRPANE
SO TTaTr 2 bl 32 H 2D 622, Fal—
TavOAEMERTATVIDE, 2O E TR
HWie, [BREIECHIETHMLRTZECH 20615,
BRABROH, Kear 3ADEEIEDOH T, [ What is
your intention?] £ IRUE RSN T eI LD EIGIH -
TV, ZZTOMWIE, TRLTF2L—2—HADNAY B
BZObDPHRIZLTHEbI Ty, itk T0w3
D, BROBEFEDIHIRRMEEN»EATV30
HECIETHY, [ (intention) | LA E L, 2h 603
MZBa T IcoDE-D T ELTHERET B, chbobr—H
ATDEBRPMU CEELEL, 5, HGT2L0W
REME 2o T L ERLERSTULED, DLAEKLTL RV
LREHEPED IFS Lo, ZOMvPohlcHSC BT
DGRV ERD,

In early October, as the heat finally began to subside, a
workshop was held on an island in the Seto Inland Sea. As a
preliminary assignment, participants were asked to develop

an exhibition plan for the Japan Pavilion at the Venice
Architecture Biennale. Faced with the challenge of engaging
an international exhibition that cannot be approached without
confronting the architecture and history of one’s own country,
I drew on my experience working with archives of architecture
and films and began by establishing a hypothetical framework:
a provisional axis of Japanese architectural film history in
which these two lineages converge. I selected key materials
from each period that could be exhibited, arranged them on a
timeline, and considered how they might be incorporated into
the spatial logic of Takamasa Yoshizaka’s architecture. Our
instructor, Dahyoun Chung, presented each team with the
theme “mediated forms.” This prompt struck me as a highly
practical keyword for investigating the architectural nature of
exhibitions and for examining how content and form mutually

shape one another.

During the four-day residential workshop, the guidance I
received focused particularly on how to present a plan rather
than on its content. When explaining a proposal, even adding
or deliberately omitting a single piece of information can
dramatically change the impression it conveys. Attention to
seemingly minor details, such as the expected duration of
visitors’ stay in the exhibition space or the specifications and
placement of projection equipment, revealed how signifi-
cantly these factors affect the overall experience. I came to
understand that such techniques of explanation are not merely
practical tools for making a proposal persuasive. They are
essential skills for curators because, when working in proximity
to forms of authority or public funding, the public dimension
of curation depends on fully articulating the reasoning and
decisions behind a plan and presenting them clearly as an
“Intention.”

On the day of the final presentation, I was particularly struck
by how frequently Dahyoun posed the question, “What is
your intention?” This inquiry was not directed at uncovering
the curator’s personal motivations; rather, it focused on the
rationale and purpose attributed to each element of the
exhibition. The term “intention” functions as a prompt to
elicit explanations of such decisions. As I continue to explore
the potential of documenting, narrating, and disseminating
architecture through archival practice, I intend to pose this
question to myself consistently in order to ensure that no
words, often easily overlooked, remain unspoken.

Inagaki Haruka
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Borrowed Techniques

e i

Ito Tamotsu

XA >F—= [Impermanence and Preservation 125 A . HAREELL1940 - 50RO B3 MEMAFIRETL . £

TROEA S5 2 ECHHT2 T TSI BEREFOXAF IR NI RE B TS, A [ 71 E2 NS AR
RIS DB FEE AN Y, RCHE [FINRT & | 0B LI E KR Todh', Sii [ SH-1] R R Ay eliflic iz B
THOKE BRI, RO THE, MIER, 7—H A2 OB TR RPHERRL ., $rc MR AL
U= Yay ALY HAORELEH§ 2, BEOHE(LH VDI GERTIA FECTDH S [HRFENITKAGIT
Slep ik 2R B, RS- IREEAN DI RAUE, F1RRA~DTHDWIRH L3 Z L2 2 HT 3,
Responding to the main theme, Impermanence and Preservation, the Japan Pavilion reexamines three
architectural works from the 1940s and 1950s, focusing on the dynamism of architectural design that

has continued to innovate through the appropriation of the techniques from different fields/scales.

The wooden Premos incorporates technologies developed for wooden fighter aircraft, the formwork of

the reinforced-concrete Kagawa Prefectural Office draws on the skills of temple carpenters, and the
remarkable framework of the steel SH-1 benefits from the precision of steel sash work. Developed in
collaboration with contemporary builders, structural engineers, and archivists, the exhibition also includes
workshops where craftsmen will participate and update the architecture of the Japan Pavilion over the
course of the exhibition period. By highlighting how the evolution of architecture, even in the modern era,
has been supported by a tentative and exploratory process, the exhibition seeks to open new perspectives
on history and preservation and, in turn, to cast a reflective light on possibilities for the future.
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During this workshop, I sought to identity a point of conver-
gence between two aims: responding to the stated main theme,
particularly its focus on postwar modern architecture, and
articulating what I have pursued as an active participant in
architectural design through practice, research, and archival
work, which constitutes the basis of my distinctiveness as a
curator. My goal was to develop, from that intersection, an
argument that could retain critical force in the present.

My initial proposal suggested exploring a form of contempora-
neity derived from ten works of modern Japanese architecture,
each representing a distinct trajectory in terms of technology
and construction. Through discussions with the instructor,
however, the focus was ultimately narrowed to the most clearly
articulated theme: the transfer and appropriation of techniques.
This resulted in an exhibition concept centered on prominently
displaying a pair of full-scale three-dimensional elements for
cach of the three works. I had never before experienced the
rapid development of not only an exhibition plan but also the
concept of curation itself within such a short period. It was
remarkable to see how much refinement could be achieved
through less than three days of discussion and work.

Yet the foundation of the discussions remained entirely
straightforward. To communicate a critical argument within
the context of representing Japan on the international stage of
Venice, it is essential, given the spatial constraints of the Japan
Pavilion and the dense environment of neighboring national
pavilions, to convey a single, clear perspective. This perspective
must be immediately perceptible as a spatial experience while
also providing visitors with a reason to stay longer. Moreover,
that moment must emerge not as an unrelated attraction but
as an integral part of the exhibition itself. Persistently posing
and responding to this question, and continuously thinking
and expressing through it, proved to be the key to the project’s
development. Compared with other groups, the workshop
appeared to operate on the premise that once this core insight
was identified, other aspects could remain relatively rough at
this stage.

The most memorable keyword from the workshop was the
idea that the exhibition experience should be “layered.”
Considering that the exhibition must engage audiences with
vastly different levels of prior knowledge, the challenge is far
from simple. The exhibition must offer something immediately
graspable even to those without any background knowledge,
while simultaneously opening up access to specialized
knowledge within that very instant. Moreover, the longer a
visitor spends with the exhibition, the more they should gain in
terms of expanded perspectives and a renewed understanding
of the world. This commitment to thinking in multiple layers
is equally essential in architectural design, and in that sense,
the workshop’s orientation felt particularly familiar to me.
Completing the workshop was a valuable experience through
which the concept and practice of curation became, in part,
embodied in my own approach. I am deeply appreciative of
the international and diverse encounters it facilitated. I hope to
move on for my future practice, with these fruitful experiences.

Ito Tamotsu
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Build an Another Land: Recovery Landscape

Buuld an Another Land: Recovery Landscape
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Katsuragawa Dai
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Since ancient times, humans have engaged with toxic soils, constantly shifting terrains, and abandoned
landscapes through material and spatial interventions aimed at their remediation. Take, for example, the pit
kiln, excavated on a slope: its construction and operation required the integration of diverse knowledge and
labor, from soil extraction and structural design to fuel management and firing control, while collectively
creating a unified environment. In this project, in collaboration with three artists, we turn our attention

to the materials and traces embedded within the landscapes of Japan and Venice. Through processes

of exchanging, deconstructing, and reconstructing them, the project seeks to reestablish the relationship
between people and the land.
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“How do you accept something you don’t understand?”

&S TAR L HID D RT3 b TR, F¥aF YR
LIRS F ISR SE LWL TR UH L ELTEIEZI T
O kI 6bFaS M) PUCHAERLTLL, —8T
ERWIERHIZ A G, BASTERAAATABIE2TL
G E- LG,

EILIPN

The sway of the boat crossing the island, the endlessly
absorbing sea illuminated by the mid-autumn moon, and the
day-and-night discussions there—all these memories from

the workshop informed my reconstruction of the Build an
Another Land plan. They led me to ask: at what point does
an audience’s act of viewing begin? How might the act of
creating architecture itself be made tangible to visitors as an
experiential exhibition? It was from these impulses that the
plan was restructured.

I'was thinking on a terrace overlooking the sea. Stretched
wide-angle photographs, sprawling timelines or correlation
charts, pristine models. These are the kinds of things that often
fill architecture exhibitions, and I've never quite been able to
enjoy them. As was discussed in the symposium, no matter
how faithfully one tries to recreate the architecture itself; it
can never be fully experienced. Yet exhibitions present these
materials as if they allow us to grasp everything at a glance,
inviting us to understand the work through them. What
interested me about Mediated Form was its attempt to rethink
precisely this relationship between the viewer and the work.
To build while acknowledging the invisible divisions of land,
such as race, national borders, plots, and vacant lots, that

do not inherently exist. To exchange, shape, contemplate,

and care for a theme that is not limited to Japan as an island
nation, but one that is shared with the exhibition site in Venice.
To recognize that crossing the sea generates shifting responses
that exceed any single territory. It was from these elements
that I pursued the idea of creating such a space. And when I
simultaneously considered how an audience might see, I felt
that the Japan Pavilion might become a slightly brighter room.
On the final day of my stay, while visiting the Okayama Art
Summit, I noticed a phrase written at the entrance of the
venue, Rabbit Hall: “How do you accept something you don’t
understand?”” Neither people nor land are divided by the

sea. I intend to continue practicing, in a curatorial manner,
approaches that acknowledge the shared ground of the world
through architecture without relying on nationalism. I am
certain I will again recall the sensation of glimpsing new
landscapes as I cross an unfathomable sea.

Katsuragawa Dai
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TG Preserving Impermanence
Preserving Impermanence
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Responding to the theme, “The Impermanence and Preservation of Postwar Architecture,” the Japan
Pavilion centers on the notion of sustaining impermanence. In the postwar period, infrastructure was
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largely conceived as static and permanent once completed. However, within the context of a circular
society today, architecture is increasingly expected either to endure by continually shifting its meaning, or
to persist through ongoing physical transformation. Takashi Fujino is a Japanese architect who explores
how people perceive their environment and its changes through his work in architecture, drawings, models,
photographs, and picture books. His site-specific installation operates as a mediating space between people
and their surroundings, allowing visitors to sense how the Japan Pavilion, its architecture, its surrounding
context, and human activity evolve over time. In doing so, it invites reflection on how architecture and its

environment can be accepted and negotiated amid continuous change.

QIO



6¢

= a
Z |5
= 2
r L
£ =
e
=12
sz
!
g 3
2 w
o
3
Q|
2
5 g
»n =
[e) -
2.
o
2.

o)
s
o
g
B
g
g

k3
g
g

2ImPANYIIY

YYRIYATE, FEROBEE R LTI RE B
RTERP, SV FYOIRERE G I RR T iEPBATY
CiAD A INT, MMCATH I bt EhE k%
[A AR ESE R DT R LIcA Y 2R L — Y a v, RIE BN
BOJE R, SEMOMAT b 25— VTR AR 126
TR, FERRELRIA LR R E, W ThbBEFO T
BRI LI BRI HHITh-T2, 2h6h 0, HADA
fif (MLA) L5 SRR, RBRT s EO IR DN b AL E DY
RTal,

T2 H—var Tt [RELSLORER R | GkiFni+
WaLEBE, 2016-)1%, fEbh T hd-tc kP a3a =74
I ENCEAELICG T H 5, BIMIVREDTHAY Th-
1o BV BB AIADIRCEBE, V=2 YayT
PEHOHLEORFERBL T, Fohf TRIOBREIH LD
Blrohtuwa, 5epkliz (EEokor o) ETId, WH)
MNCEDb YR 2 ERERP AL TFANTZZEICHE D
BH TS ED RARREITh-T,

SHKICE RO E SN, DTl B3
TONIRED ZERRTI3 L, AISRSFERTULCBDEN)
B Dot MNIB T LI BEEMO 2 0% 2T HIC
FEATORD, SEREL —ETRCZ I Lo, Rohi:
W oS OB RRY, BRI, AV ARL—Va
NF, BEEEMA AL BREL N T2 RO XA, B
HDELORRI B L ZRT IR R ES AL,
XERL, KT — [VEE2057 2 AL 2] #3r Tl K
D) —F L RIKFHEITT, 705ETTO HAREDEI W E, 20
ERICEICETO NI ERE B WT 77— A4 7 XD &k E
ke ELIALL, BF3A» oBRIT KBS A
ZRL—YayORERZG, OHRIIRINIHRET—<IC
HosmELRELL,

HEE, 2H TV FREOIREL R, yvary T,
TAIHNREE, BT BEA T~k
&, EBR R TOHARE G R, ARNO% DR
KB el kR TV 1E 35 k35 % O B 2 (23 WA B3 H3sk
oohtz, ¥k, a7 M EBEFOMRIE L, &
R BEDLOFRIZLOPRIEFETILCHIFELE A%
REFTIILLE, G, REEPYAFTET Y F—
LVTHEBT3100BENLIRELE L2 7L, 204
iR 2P HARE TR EZ Lok 7—h 471
SULTEHE LRI, B, U= YayTOBNNIHICH
PRI IEESTH A0 ST L&,

At the symposium, projects that went beyond conventional
exhibitions. These included installations at the MMCA

in which contemporary architects engaged with historical
materials, visitor-participatory exhibitions, immersive displays
at SFMoMA that used scale to create a sense of immersion,
and exhibitions integrating sound and science. Each
represented a bold expansion of existing methods. From these
examples, one could identify emerging trends, such as domestic
collaborations with other museums (MLA), cross-disciplinary
approaches, and experiential formats.

The excursion included a visit to the Inujima Life Garden
(Kazuyo Sejima + Akarui Heya, 2016-), a once-unused site that
has been revitalized as a community botanical garden. As Atsuo
Hashizume of Akarui Heya explained, the environment of the
garden continues to be shaped through workshops and ongoing
exchanges with island residents. Rather than presenting a
completed garden intended solely for viewing, the project places
emphasis on the deliberate tending of a fluid, ever-evolving
ecosystem—an approach that felt distinctly contemporary.

At the end of August, we were tasked with developing an
exhibition proposal. I had long believed that architecture is
not complete when it is built, but is continually shaped by

the people who inhabit it. At first, I considered focusing on a
building’s post-completion life. But if our aim was to explore
forms that continue to change even after completion, I began
thinking instead about creating an experience that could exist
only here, and only for a limited time. For the installation, I
invited Takashi Fujino, an architect who views space as a kind
of body mediating between people and their environment,
and who embraces architecture’s constant transformation.
Through our conversations, we arrived at a tentative theme:
“Sensing the Year 2057.” Alongside future-oriented research,
we examined archival materials and writings on Japan Pavilion
and Yosizaka’s Residence, built around the same time as the
Japan Pavilion seventy years ago, and shared our findings.
After receiving Fujino’s proposal in the form of a physical
model, we refined the exhibition plan to align with the
overarching theme announced at the end of September.
Under the guidance of Ekaterina Golovatyuk, throughout the
sessions, we were expected to encourage physical engagement
with the work, foster critical dialogue, and consider the context
of the Japan Pavilion within an international setting, all while
ensuring clarity for visitors who would spend only a short time
there as they moved through many pavilions in the park. We
consistently focused on refining and simplifying the concept
and its components. In the final proposal, we aimed to create
a space that invites visitors to contemplate the paradox of
preserving something that is continually changing.

I hope to continue addressing the practical challenges involved
in realizing the proposal at the Venice Biennale, while further
developing the documentation and archiving of both the
preparation process and what unfolds in the Japan Pavilion
during the exhibition period. Finally, I would like to express
my sincere gratitude to all those who supported me throughout
the workshop.

Oh Seibi
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Prevention: letting small dis I pass away Sustainability: considering to underground environment

Kamakuland by Taichi Mitsuya. a Akeno Raised Floor by Fuminori Nousaku 2021, Yamanashi

New Adaptation of Raised Structure

i

Community: making a loosely enclgsed space
Yashimaru by Takayuki Suo, 2022, Kagawa

Exhibition: Section Exhibition: Plan
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Katagiri Mariko
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In humid Japan, raised-floor structures have long been employed. The Japan Pavilion, the setting for

this exhibition, is likewise defined by its distinctive piloti. In contemporary Japan, we see projects that
reinterpret raised-floor strategies to address today’s social and environmental challenges: for instance,
creating gently enclosed spaces that welcome both people and other living beings by lifting the structure off
the ground, or shaping systems that guide rainwater through valley-like topographies. This exhibition aims
to share architectural knowledge that absorbs and redirects external forces, rather than confronting them
directly, in response to recurring disasters and environmental pressures, while exploring new meanings and
possibilities within contemporary raised-floor architecture. During the exhibition period, we will also host
a tea ceremony using herbs cultivated in revitalized soil around the pavilion, celebrating the summer piloti

space with our visitors.
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“Kill your darlings.” These words shook the very foundation
of my thinking. The workshop, set against the backdrop of
the Seto Inland Sea, was an experience that far exceeded my
expectations. Over several days, I was forced to deconstruct
my familiarity with Japanese contexts and my established ways
of working. I would like to summarize what I discovered for
those considering participating in the future.

The first point concerns the definition of architectural
curation. It is the act of translating the essence of archi-
tecture—which cannot be fully conveyed through drawings,
models, or even words—into spaces and experiences, and
opening them up to society. This act is the very significance
of an architectural exhibition, and the workshop began by
sharing this definition.

The second point is the importance of an international
perspective. In my daily work, I usually focus on the thoughts
and visions of individual architects, carefully picking out
their uniqueness and differences to shape the concept of

an exhibition. However, when tasked with planning an
exhibition for the Japan Pavilion at the Venice Biennale, I had
to dismantle my “Japanese naivety” and context-dependent
sensibilities. It was an exercise in fundamentally re-examining
what I truly wanted to communicate. No matter how complex
a thought may be, it will not resonate globally unless it can

be distilled into a single sentence. Unable to clearly articulate
my proposal, I was urged by our mentor, Jennifer, to “kill my
darlings” and forced to simplify my message. Yet, one must
ask: how many opportunities are there in Japan to undergo
such a “baptism” into international standards, even in a
simulated environment?

Most importantly, I believe there have been almost no
opportunities in Japan for those involved in the production

of architectural exhibitions to gather and tackle the same
challenges together. While architectural exhibitions are held
throughout the year at various institutions, they often remain
isolated, with few chances to share the “behind-the-scenes”
process. As we have seen recently, with over ten architectural
exhibitions held across Japan in a single year (2025), the
momentum to re-examine society and culture through
architecture is growing, In this sense, the role played by this
workshop is significant.

As Sou Fujimoto stated in the symposium on the first day, “The
curation of architecture develops architecture as a culture.”
We must connect architecture with society, contemplate life
and cities together with visitors, and deepen architecture as a
cultural force. I intend to take this realization gained from the
workshop as the starting point for my next exhibition.

Katagiri Mariko



doysyaopy
11 sMreq

¢ adeyp

spodoyy pue syIop

9 :uo0Nd9g

OYNS Y103

—
<
(@)
v
el
~
o]
VN

weaSorq drysac

2IMPANYIIY

CURATOR

DETAIL

Private/Inside Toilet Replicas
Plan will be printed on the floor and will install actural toilte on site.

Public/Outside Toilet Replicas

Exhibit 1:1 replicas on site.
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Initial Notes Final Summary

THE TLT PROJECT—Innovate Values Through Design

THE TLT PROJECT— Innovate Values Through Design
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Koike Shuko
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7—2!3 “Humanitarian Architecture”, 2ZTFME. SKEPAE B LA. JR. ZLTHOAMIRICHE
SR L2 2 ABEL T, HAD ML ELZERD LiF 5, FADIRETIE, BRI, fEL2IILOL
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As a presentation for the Japan Pavilion, I would like to convey Japan’s architectural culture while also
sharing ideas that contribute to richer and more humane ways of living. Under the team theme of
“Humanitarian Architecture,” the focus turns to Japan’s toilet culture, a system that extends beyond
disaster response or humanitarian aid and functions as a form of architecture and mechanism genuinely
valuable to human society. In my proposal for the Japan Pavilion, multiple approaches to sanitary spaces
are presented, including public toilets and hygiene-related interior environments within the home, through
the introduction of related case studies and the installation of replicas. By exhibiting and allowing visitors
to experience diverse examples by Japanese architects, the exhibition seeks to demonstrate how design can
reframe one of the most delicate aspects of human life into a positive, non-hierarchical concept.
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In weather that felt like the height of summer, I joined a
program that brought together leading curators for a journey
through Setouchi, Hiroshima, and Okayama. As we visited
exhibitions and architectural sites in each region and engaged
in ongoing discussions along the way, the process from
preparation to the final presentation became an exceptionally
dense and immersive experience.

At the symposium on the first day, the three speakers
introduced their work, followed by a discussion that touched
on themes common not only to exhibitions but to museums,
libraries , and archives more broadly. It raised questions about
how architecture curators can expand the scope of their
practice within museums where art remains the dominant
framework: a challenge that feels particularly acute in Japan,
where such initiatives are still largely unexplored, yet full of
possibility. From the next day’s excursion onward, we visited

a wide range of exhibitions and architectural sites from the
Setouchi Triennale. As we moved through the many venues
and installations, I realized that I was repeatedly paying atten-
tion to how each project shaped an experience that would stay
with visitors, perhaps because the Japan Pavilion at the Venice
Biennale exists within a similarly saturated environment.

The presentation theme was announced ten days before the
deadline. In the initial preparation period, I spent about
seventy percent of my time thinking about how to interpret
the theme “Humanitarian Architecture,” although later
discussions made me realize that I had been overthinking it.
During the team review, Jennifer urged us to visualize how we
could make use of Takamasa Yoshizaka’s Japan Pavilion and
generate synergy with it, which prompted a shift in perspective
toward understanding the site, the environment, the theme,
and the exhibits as an interconnected whole. The word
“simplicity” surfaced repeatedly throughout the discussions.
Within the conditions of distilling the curatorial text into a
single sentence and narrowing the exhibition to three to five
works, the task became one of pursuing a more essential
response to the theme. Clarifying what exactly we wanted to
communicate and extracting its core felt like returning to the
very fundamentals of curatorial practice. Between workshop
sessions, our team continued to reflect on discussions,
exchange comments on each other’s ideas, and update our
thinking even outside the official schedule. If we had had a few
more days, I believe the final presentation could have reached
an even higher level of refinement.

The chance to focus solely on deepening my thinking around
concepts and themes was extremely rare for me. It was

a genuinely fulfilling time in which ideas and aspirations
expanded naturally, allowing for complete immersion in the
act of thinking itself. Through this experience, a long-standing
question I have held about what an exhibition truly is became
clear in a way that was almost surprising. The answer is very
simple, yet it will serve as a foundation not only for future
exhibitions and presentations, but for all of my work going
forward. I would like to express my sincere gratitude for this
valuable opportunity, and for the encounters and time for
learning that made it possible.

Koike Shuko
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Undefined—Architecture in the T hreshold of Uncertainty

ESCRES T

Tsuga Yosuke
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This proposal reconsiders the central opening (the atrium) of the Japan Pavilion as an undefined threshold
without a predetermined function, and seeks to visualize contemporary interpretations of such indeter-
minacy. In Japan, the long-standing discourse on interior and exterior has, against the backdrop of post-di-
saster reconstruction, the COVID-19 pandemic, vacant housing, and depopulation, shifted toward a design
of relationships that incorporates modes of use and temporal dimensions, such as function and margin,
temporary and permanent, static and dynamic, private and public. Within the exhibition space, the central
opening is articulated by a tree rising from below and enclosed in glass, emphasizing the intrusion of the
exterior into the interior and revealing both the confusion and the potential inherent in indeterminacy. The
exhibition furniture takes the form of mobile, adaptable frames on casters, transforming the space from
one that is simply observed into one that is defined through use. Beneath the piloti, visitors are invited to
reconfigure the modular elements themselves, allowing events to emerge in an improvised manner.
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The initial proposal addressed the idea of “architecture that
embraces uncertainty” in expansive terms, referencing works
such as Shigeru Ban’s Paper Log House and Kisho Kurokawa’s
Nakagin Capsule Tower, while also extending to contemporary
practices by younger generations in Japan and to public space
more broadly. Although there was shared intent to interpret
Humanitarian Architecture beyond the confines of disaster
relief, the instructors noted that the argument lacked focus. In
response, the project shifted in three directions: first, distilling
the concept into a core that could be expressed in a single
sentence; second, introducing a subtle sense of confusion that
encourages visitors to ask themselves what kind of place they
are in; and third, positioning the indeterminacy of the void

at the center of the Japan Pavilion itself as the exhibition’s
central theme.

Based on the advice to introduce confusion into the space,

the initial idea was to disrupt circulation with winding walls.
However, during the critique, it was noted that a maze-like
strategy can paradoxically overdetermine meaning, and that
confusion is better generated through subtle differences in
placement, scale, and distance. Accordingly, the proposal
shifts away from adding walls and instead fine-tunes the
positioning, spacing, and material behavior—transparency,
reflection, and opacity—of mobile and adaptable units,
creating a setting in which multiple activities can coexist
simultaneously. The central void is also treated as a site where
the exterior penetrates the interior: a tree rising from below

is enclosed within a glass cube, establishing conditions in
which light and shadow intrude into the exhibition space. The
basic unit consists of movable frames on casters, into which
semi-transparent partitions, shelving, and service modules can
be swapped, allowing the space to shift from exhibition use to
functions such as a kitchen or toilet. Beneath the piloti, these
units become an experimental field where visitors themselves
can rearrange and repurpose them. Here, the momentary
uncertainty of not knowing what one is allowed to do is
embraced as a shared practice, transforming the space from
one that is merely viewed into a learning apparatus defined
through use, in which visitors’ actions themselves become part
of the exhibition’s articulation of publicness.

During the workshop, we engaged in a thought experiment

in which we refined what we wanted to communicate within
a limited time, even as the exhibition content itself remained
undecided, while calibrating an initially overextended scope
through feedback from the instructor. This process proved

to be a significant learning experience. The theme of
Humanitarian Architecture was anchored primarily in the
work of Shigeru Ban, which led to discussion around why

his practice has not been more fully debated within Japan. It
prompted the observation that architectural curation in Japan
may appear less focused on promoting singular, powerful
figures, and more like an accumulation of fragments. In this
context, I felt that a key challenge for architectural curation

in Japan lies in how exhibitions with strong agency can
counterbalance the largely invisible yet increasingly important
“weak networks” that have intensified in the aftermath of the
mega earthquake.

Tsuga Yosuke
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[Remembering] Reconstructed Capsule Life
Capsule Dimensions

Pick up one capsule 2.5m x4m x 2.5m
‘ Replica capsule from 140 units of

Tower model -
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Projection mapping
Memory and history of each capsule

CURATOR

DETAIL

weaSorq drysioreany) [eqorn

2IMPANYIIY

EMRE

Remembering and Reimagining
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Wada Nahoko
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Responding to the theme Impermanence and Preservation, the Japan Pavilion presents two capsules from the
Nakagin Capsule Tower, designed by Kisho Kurokawa and dismantled in 2022. The exhibition explores
the evolving relationship between society and Metabolist architecture, questioning how architecture can
adapt, transform, and endure over time. Titled Remembering and Reimagining, the exhibition reconstructs
scenes of everyday life within the capsules through archival materials. Visitors are invited to step inside

an original capsule and experience its intimate, compact space firsthand. In addition, a series of public
programs explores new possibilities for capsule architecture in a contemporary context. What does it mean
to preserve architecture? This exhibition invites visitors to reflect on the fate of architecture as it continually
transforms while drifting through time.
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“What is architectural curation?” This question was the
starting point that led me to participate in the workshop.

In the early 2000s, architectural exhibitions in art museums
were still rare. At the time, I aspired to become an architec-
tural curator, dreaming of one day establishing an architecture
museum in Japan. Today, while working across multiple roles,
including a researcher of modern architectural history, a
practitioner in art management, and a university educator, I
continue to engage with architectural curation through the
planning and realization of architectural tours. Curation is not
limited to organizing exhibitions alone; I believe that tours,
which offer shared, direct spatial experiences, are often the
most effective way to communicate the value and appeal of
architecture.

Unlike art exhibitions, architectural exhibitions cannot present
original works themselves. What, then, is the meaning of an
architectural exhibition, and what does it mean to curate one?
Carrying this question with me, I was given the opportunity to
learn from curators around the world. The theme assigned was
Impermanence and Preservation. I chose to place the Nakagin
Capsule Tower, a building to which I feel a deep personal
connection, at the core of the exhibition, with the aim of
conveying to an international audience the current reality in
Japan, where outstanding examples of modern architecture
are being dismantled one after another. Initially, I envisioned a
broader framework under the title “The Death of Architecture
and the Witnesses to Dying Buildings,” intending to address

a wide range of architectural works now facing the threat of
disappearance.

However, we were advised that visitors rarely stay longer than
five minutes, that the initial impact is crucial, and that explan-
atory panels are often left unread. In response, we pared the
exhibition down, ultimately arriving at a deliberately simple
presentation consisting of just two capsules. At the same time,
I learned the importance of the curator’s statement: the need
to articulate clearly, in a concise text of around 300 words, the
purpose of the exhibition and what it seeks to convey.

At the final critique, held after an intensive workshop lasting,

I was given an opportunity to reflect on my own position.

In developing the proposal largely from the perspective of

an architectural historian, I had lost sight of my role as the
curator of the Japan Pavilion, a space that represents the
nation as a whole. With capsules from the Nakagin Capsule
Tower entering overseas museum collections after the
building’s demolition, and criticism growing over Japan’s
approach to preservation, the proposal risked fueling that
debate. Although this provocation was one I had consciously
embraced precisely because the exhibition was international
in scope, being reminded of my insufficient awareness of my
curatorial position was a sobering moment.

Architectural exhibitions have their limits. Yet it is precisely
beyond those limits that words worth conveying to the world
emerge. I came to see architectural curation as a practice of
facing that difficulty and continuing to engage with it.

Wada Nahoko
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To deepen and enrich the workshop
discussions, site visits were conducted
alongside architectural exhibitions
and art festivals held across Japan.
These visits provided a shared set

of concrete references through
which guest curators and workshop
participants could engage in focused
discussions on key issues and themes
in architectural curation.
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Setouchi Triennale

Dates 6-8 October, 2025

The Setouchi Triennale is an art festival held across the islands of the
Seto Inland Sea. Naoshima, in particular, is known for its architecture by
Ando Tadao, as well as works by Sejima Kazuyo, Nishizawa Ryue, and
other architects. The visit focused on the nature and positioning of archi-
tectural works realized as pavilions, forms that differ from architectural
exhibitions in art museums. Through these examples, we examined the
relationship between contemporary art and architecture, with particular
attention to exhibition strategies and audience experience.
https://setouchi-artfest.jp/

Inujima Art House Project

Design Sejima Kazuyo | Inujima | Date 6 October

The Art House Project was initiated with the aim of stimulating the
local community on Inujima and encouraging visitors to experience the
beauty of everyday life and the surrounding natural environment beyond
the artworks themselves.

Inujima Life Garden

Design Sejima Kazuyo | Inujima | Date 6 October

Inujima Life Garden is a community garden developed through the
revitalization of long-unused land, bringing together nature, culture, and
sustainability. Island residents and visitors participate in environmental
regeneration and knowledge sharing through plants and workshops,
collectively exploring new possibilities for future ways of living.

ANDO MUSEUM

Design Ando Tadao | Naoshima | Date 7 October

A small-scale architecture museum that opened in 2013, created through
the renovation of a nearly 100-year-old traditional wooden house in the
Honmura district of Naoshima, Kagawa Prefecture. Designed by Ando
Tadao, the project inserts a cast-in-place concrete box into the interior
of the historic house, creating a nested spatial composition in which the
transformed building itself is presented as the primary exhibit.

Naoshima New Museum of Art

Design Ando Tadao | Naoshima | Date 7 October

Opened in spring 2025 on a hillside overlooking the Honmura district
of Naoshima Town, Kagawa Prefecture, this art museum is the tenth art
facility designed by Ando Tadao for Benesse Art Site Naoshima. The
museum centers on the collection and exhibitions of major works and
newly commissioned projects by artists from Japan and the broader
Asian region.

Teshima Art Museum

Design Nishizawa Ryue | Teshima | Date 8 October

A site-specific museum integrated with the natural landscape of
Teshima, the Teshima Art Museum is one of the central facilities of
Benesse Art Site Naoshima. The building designed by Nishizawa Ryue
and Naito Rei's permanent work Matrix are conceived as an almost
inseparable whole. Two openings in the roof allow wind, sound, and light
from the surrounding environment to enter directly, creating an organic
space in which architecture and nature respond to one another.

Hiroshima Architecture Exhibition

Date 9 October, 2025

The Architecture Triennale will be held for the first time this year,
opening on October 4 in Fukuyama and Onomichi, Hiroshima Prefecture.
With the guest curators and workshop participants, we propose a visit to
this landmark exhibition to collectively examine its ambitions, challenges,
and long-term potential for shaping architectural discourse in Japan.
https://hiroshima-architecture-exhibition.jp/en/

Fukuyama Museum of Art

Exhibition 100 Years of Ushiroyama Sanso (Formerly Aizen-so)

and Its Future: Koji Fujii, Architect Born in Fukuyama

Participating Architects Fujii Koji, Maeda Keisuke

Shinshoji Zen Museum and Gardens

Exhibition NEXT ARCHITECTURE—Connecting to Tomorrow

Participating Architects Sou Fujimoto, Ishigami Junya, Kawashima Norihisa,
Akiyoshi Koki (VUILD), Clouds Architecture Office

Machinaka Cultural Exchange Center “Bank”

Exhibition The Body Reflecting, The Architecture Reflected
Participating Artist Kono Yurika

Onomichi City Museum of Art

Architect Ando Tadao

Exhibition Nine Visions: Japanese Architects from Japan to the World

LOG
Architect Studio Mumbai
Exhibition Architecture Voice from LOG
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Essay | Jennifer Dunlop Fletcher A Case for Architecture
N and Design Curators
1 in Japan

Architecture embodies society’s ideals. The best Architecture creates a path forward for
humanity. While buildings are constructed with contemporary knowledge and tools under
current mandated safety protocols, the Architect goes beyond the basic requirements
designing spaces that question, inspire, and innovate. Responding to cultural traditions as
well as contemporary artistic movements and new technologies, the Architect’s built form
reflects the past, present and future seamlessly.

Japan has a unique and much-admired architectural past, which is well researched, studied
and shared with its public. In the last forty years, it has also celebrated nine winners of

the Pritzker Prize, Architecture’s highest honor. And yet, there is no museum or museum
department in Japan dedicated to Modern and Contemporary Architecture. There a
several museums dedicated to contemporary Art, Craft and Film, but none to recognize

the role of contemporary architecture and design and open the conversation to the public.
This creates a historical vacuum as much of the contemporary architecture ideas are not
recognized or, if built, have not been valued or maintained; increasingly Japanese architects
are placing their archives in international museums and universities. As seen in the Pritzker
Prize results, Japanese architects are viewed internationally as significant contributors to
the discipline’s discourse; however, as the archives and works by modern and contemporary
architects disperse across the globe, it becomes harder for local scholars, architects and the
public to access this important history and contemporary discourse.
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As evidenced by the Global Architecture Curatorship Program (GACP) hosted by the Mori
Art Museum in October 2023, as well as the many architecture Biennales, exhibitions

and 2025 Expo across the country this summer, the conversation around who and how to
capture, interpret and collect significant works of Architecture is imperative. The GACP
took the first step in initiating an ongoing discussion by gathering three international
architecture curators with different experiences in museum and biennale curating, curators
of contemporary art from major museums, government cultural ambassadors, and eight
interested Japan-based curators for a multiple-day program of presentations, workshops,
and architectural experiences. As one of the international curators, I came away from

the program recognizing the urgency for building a professional pathway for architecture
curators, musecum departments and collections in Japan but also the willingness to realize
such a plan. Cultural value and discourse are furthered at international events, such as the
Venice Biennale, Salone, and Sharjah Triennale, and contemporary Japanese architects
and designers deserve to be part of those gatherings.

To build a professional career tract for architecture and design curators, writers, gallerists,
and content creators, the existing architecture programs in Japan should pilot a curatorial
tract. Following some of the American curatorial education opportunities in the US, such
a program might be a 1-2 year add-on after completing an Architecture History degree
or an Architecture degree, as a specialized program. There needs to be government

level support for small businesses in Architecture and Design to launch galleries where
locals and tourists might purchase contemporary design works. There also needs to be a
healthy ecosystem of media to interpret, communicate and notify the public of events,
design practices, and movements through books, podcasts, films, online media channels
and public programs. And finally, existing museums need to expand their curatorial
departments and collections to include architecture and design. This plan will take
significant government investment to establish such an ecosystem, but the public is hungry
for opportunities to learn about good design and architecture, which will yield collectors
and commissioners of design and architecture that will offset government investment in
the future.

Unlike many countries, the government investment in Architecture and Design Cultural
ecosystem will be manageable as Japan has established and strong academic programs in
Architecture and Design. In short, contemporary Japanese Architects and Designers exist
and are thriving and recognized internationally; however, the country and its museums
need to invest in building the access, interpretation and education programs through
exhibitions, publications, public programs led by curators, writers and interpreters of
architecture. These programs need to exist within Japan but be able to operate locally,
nationally and internationally to yield optimal outcomes, which include economic,
cultural and policy benefits.

Once such a cultural and economic ecosystem connecting existing and future Japanese
architecture to the public, is established, I predict Japan will become a leading voice within
the discipline and greatly influence how humanity considers the built environment in the
future. Architecture and Design curators and writers study the discipline locally, nationally
and internationally and understand the socio-political, economic and environmental
conditions in which architects design and build, while also listening and understanding the
concerns, questions and interest of the public related to housing, transportation, urban
and landscape, environment, technology and consumer products. Through exhibitions,
publications, and public programs, the curators, writers, gallerists and policy makers can
build an informed public and aware architects, who not only address real concerns but
also demand design and construction excellence, and command international attention.
As the Japanese Metabolists wrote in 1960, ° ... design and technology should be a
denotation of human vitality.” Architecture and Design should not be viewed as static, as
completed objects in the landscape, which are a result of closed conversations, instead
buildings should be conversation starters. By broadening the discourse to bring more
people into the conversation around the built environment and its objects through
exhibitions, collections and publications, Architecture and Design shifts to a dynamic, ever
evolving, cultural force of ideas. It becomes not just buildings, but drawings, films, models,
texts, which represent expansive thinking about issues that concern humanity.
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Dialogues, Methods,
and Encounters

Essay Chung Dahyoun

2

The role and potential of curating within the architectural field continue to expand

in significant ways. While architectural curation is relatively young compared to its
counterpart in the visual arts—where curatorial practice has long been institutionalized—
it has cultivated a rich array of approaches that traverse the city, extending beyond the
confines of the white cube into diverse and often informal urban sites.

Against this backdrop, it was profoundly encouraging to witness a museum-led initiative
that foregrounded both the theoretical and practical dimensions of architectural curation.
Learning that the Mori Art Museum—one of the world’s foremost contemporary

art institutions—had inaugurated an international workshop dedicated specifically to
architectural curation revealed that the discipline has entered a moment of heightened
relevance even within the established structures of the art world. This shift may reflect
museums’ historical inclination toward self-reflection and reinvention, but it also testifies to
the depth of knowledge production within Japanese architectural culture.

As an architectural curator based in Korea, geographically and intellectually close to Japan,
I have long been attentive to the vitality of Japan’s architectural discourse—its prolific
publications, exhibitions, and ongoing cultural engagement. Yet, despite these dynamic
activities, I was intrigued by the self-diagnosis within the Japanese architectural field that
architectural curation remains underdeveloped, a question highlighted by the concerns
raised throughout the program. It seemed evident that the Mori Art Museum and its
collaborators initiated this international workshop in pursuit of precisely such inquiries:
How might we articulate a theoretical framework for architectural curation? What method-
ologies might allow it to operate with renewed clarity and purpose? These questions, shared
with colleagues from abroad, opened an invitation to forge new spaces for discourse.

Such inquiries proved especially meaningful when reconsidering the body of work that
architectural curators have produced over the years. If the essence of curating lies in the
acts of connection and reconfiguration, then reviewing the dispersed constellation of archi-
tectural exhibitions and curatorial practices becomes an essential reference point for work
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yet to come. Within this context, the international symposium—marking the first program
of the Global Architecture Curatorship initiative—served as a crucial site for exchange
among curators representing varied intellectual traditions and geographic conditions. The
symposium offered a broad and multifaceted view, ranging from the surge of architectural
exhibitions at the National Museum of Modern and Contemporary Art (MMCA), Korea,
since 2010, which I introduced based on my experience as a former curator at the MMCA
and my current independent practice in Seoul to SFMOMA's experimental and ambitious
approach to collecting architectural ideas, presented by Curator Jennifer Dunlop Fletcher
from San Francisco. It further extended to an examination of preservation as a curatorial
practice, discussed by Ekaterina Golovatyuk of the Milan-based collective GRACE through
a series of East Asian case studies, and extended to an examination of the curatorial
strategies embedded in the ongoing exhibition 7The Architecture of Sou Fujimoto at the Mori Art
Museum, outlined by an architect from Sou Fujimoto Architects in Tokyo. Through these
diverse contributions, we also explored the inherent limitations of architectural exhibitions
that rely on representation and physical surrogates, and engaged in rigorous debate about
the theoretical and practical possibilities of collecting architecture.

The workshop, the program’s central component, provided an opportunity for participants
to collaborate on the making of architectural exhibitions—arguably the most definitive
expression of architectural curation. Conceived as a case study, the workshop invited
participants to propose exhibition concepts for the Japan Pavilion at the Venice Biennale.
Architectural exhibitions differ fundamentally from conventional art exhibitions in that
the primary subject—the building itself—cannot be transported into the exhibition space.
Instead, drawings, photographs, models, documents, and other representational media
become the material of curation. Thus, devising an overarching structure capable of
weaving together these disparate elements lies at the heart of architectural curatorship.
Guided by this conviction, I delivered a guest lecture titled “Mediated Form,” in which I
explored the creation of exhibition formats that can effectively interlace the multitude of
information and contexts inherent to architectural display. How we articulate such formats
will determine whether architectural curation remains merely a mediating or caretaking
function, or whether it can be consolidated as a distinct theoretical field capable of
generating its own forms of knowledge.

The workshop participants—practicing architects, curators, archivists, and historians—all
brought established theoretical and practical foundations. They were neither students nor
aspiring curators but professionals active within various branches of architectural practice,
which made the discussions especially stimulating. I shared with them the conditions

and methodologies of exhibition-making shaped through my work as a professional
curator, while also gaining insights from their perspectives. Their diverse backgrounds
broadened my own view of architectural curation, illuminating how deeply it intersects
with contemporary architectural practice, particularly in areas such as preservation and
regeneration, where existing contexts must be reconsidered within complex social and
economic conditions. Architectural curation, therefore, is most meaningful not as an end
in itself but as an open, adaptable tool that practitioners across disciplines can incorporate
into their work.

The research excursions conducted during the program—most notably the Setouchi
Triennale and the Hiroshima Architecture Exhibition—were equally memorable. To
encounter buildings directly is to engage in a form of exhibition that complements, both
functionally and discursively, the practice of exhibition-making. If an architectural site
visit resembles experiencing a 1:1 live architectural exhibition within the vast setting of the
city, then exhibition-making is the act of reimagining such encounters within the realm

of representation. The buildings we visited—many already internationally celebrated—
demonstrated architectural strategies uniquely attuned to the creation of site-specific
installations.

I believe that the time we spent together working and conversing over the course of five
days will prove invaluable in opening pathways to more productive dialogue in the future. I
extend my sincere gratitude to the Mori Art Museum, CoAK, and all the participants who
so thoughtfully contributed to the shaping of this program.
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Essay Ekaterina Golovatyuk Notes on the
5 Curatorial Workshop

3

One of the most significant topics that emerged during the workshop was conceptual
thinking in curatorial practice. The strongest proposals developed during these few intense
days were not necessarily original because of the themes they addressed, but because of the
clarity and boldness of their conceptual frameworks. In these cases, the curatorial statement
articulated a narrative, a question, or a critical position toward a topic or issue. Rather than
allowing the material to remain descriptive or neutral, these proposals introduced a new
lens through which apparently familiar subjects could be reinterpreted.

This was particularly evident in Ito Tamotsu’s presentation on the borrowing of
technologies, which framed technological transfer as a form of interdisciplinary oppor-
tunism between architects, temple builders, the aviation industry, and other fields. Rather
than presenting innovation as a linear process, the project emphasized non-linear systems
of knowledge transmission as a condition for more radical modernist designs. Similarly,
Haruka Inagaki’s use of documentary film as a conceptual lens through which to examine
architectural production in relation to the society demonstrated how a strong method-
ological choice can transform familiar material into a compelling critical narrative.

A comparable approach was evident in Jenefer Dunlop Fletcher’s pedagogical strategy. She
asked participants to select a single architectural element of the Japan Pavilion in Venice
by Takamasa Yoshizaka and use it as a point of departure to explore broader cultural,
architectural, or historical issues related to that element in Japanese culture. This move
proved effective precisely because it forced participants to think conceptually, requiring
them to bridge their prior interests with a specific condition of the pavilion.
Methodologically speaking, curation is not fundamentally different from architectural
practice, whether in the form of new construction or preservation work. In all cases, one
must engage with existing material—architectural briefs, archives, objects, or sites—and
impose a form of order, assumption, or narrative upon it. In architecture, this takes the
form of spatial organization; in preservation, it involves decisions about significance, conti-
nuity, and interpretation. In curation, the same impulse is translated into the assembly of
objects, images, texts, and spatial arrangements that communicate an idea. An exhibition,
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in this sense, is an argument constructed in space.

Conceptual thinking emerged as the primary difficulty for some workshop participants.
With a few notable exceptions, several participants struggled to move beyond description,
problem-solving, or poetic association. It remained unclear whether they, as prospective
architectural curators, felt a sense of urgency: an intellectual or cultural necessity to
communicate something specific about the present or the past, and to adopt a position
toward society, history, or architectural practice. This urgency is essential to curatorial work
and cannot be substituted by technical competence alone.

Curatorship is not about solving architectural problems, nor is it about exhaustively
explaining an object or a building. Rather, it is about offering an interpretation—one that
has the potential to shift perspectives, challenge assumptions, or open new lines of inquiry.
Without this interpretive ambition, exhibitions risk becoming illustrative or documentary
rather than critical.

Closely connected to this issue is the role of writing, which is central to curatorial work
and yet appeared to be underestimated by some participants. While language barriers may
have played a role, writing remains the primary tool through which conceptual clarity is
achieved. A curatorial statement is the intellectual foundation of an exhibition project.
Without precise and rigorous writing, it becomes difficult to articulate a clear argument,
and the exhibition risks becoming celebratory or descriptive.

This tendency toward celebration was evident in a few architectural exhibitions encoun-
tered during the trip. With the notable exception of the public art projects of the Setouchi
Triennale, a significant number of exhibitions had a largely affirmative or commemorative
character. Shows dedicated to Pritzker Prize—winning architects or certain exhibitions
within the Hiroshima Architecture Exhibition focused primarily on celebrating established
figures or achievements. While such exhibitions undoubtedly have cultural value, they often
leave limited room for critique, experimentation, or alternative narratives.

In contrast, some of the most compelling and radical exhibitions and installations were
found within the Setouchi Triennale and the Okayama Art Summit. These projects
demonstrated a more mature and critically engaged approach to curation, reflecting a
strong tradition of contemporary art exhibition-making from which architectural curators
can learn.

Another observation concerns the thematic focus of many architectural exhibitions

we encountered. A considerable number of shows dealt with the poetics of individual
architects, the celebration or rediscovery of specific figures—such as Koji Fujii—or issues
related to history and heritage. While these themes are undoubtedly important, there were
noticeably fewer exhibitions addressing the contemporary urgencies of the discipline,
particularly the condition of architects themselves and the realities faced by younger
generations.

From conversations with workshop participants and through site visits, it became apparent
that there is a growing gap between emerging architects and established “big names,”

not only in terms of scale but also in terms of opportunities and modes of engagement.
Younger architects appear to be operating under different constraints and motivations,
often working at smaller scales, engaging more directly with communities, and developing
new aesthetic and social approaches. This emerging generation seems far more socially
engaged and experimental, reflecting a shifting understanding of what architectural
practice can be.

For me, this emergence constitutes one of the strongest impressions of the trip. It points

to a transformation within the discipline that has yet to be adequately addressed through
curatorial platforms. I would therefore strongly recommend that future exhibitions or
workshops explicitly engage with this generational shift. Addressing the changing role of
architects, their working conditions, and their social ambitions would not only provide a
more accurate picture of contemporary practice, but also offer fertile ground for developing
truly conceptual and critical curatorial projects.



Global Art Professionals

Development Project
Ja—/\-.

F—b7O71vo3FN
BR7O7170

Global Curatorship

Program
EERRE7OYI76

ARCHITECTURE

£
FREAMTRE

.

— M HEEARE L Z—CoAK

BIEL

XALEMESHE BRI ES

G I SEH ARSI EC S EEE)|
MILITBUE N BAEM XLIRE S

BH
| TOKYO NODE
| 28T ART—IIN—2
| A2EAEEN BREE
| DALEEREEL2025/

RV AL
| FEEEsk (ABLEBE)
| =F545>

FREMEE
| FEEE
RAESD
| #LmE—
| Bt
| INFHT
| NBES
| hERE

— R FE AR 2— CoAK
| JIBSE—(FrLo5—)
| BEIEN FYYTAN-Fal—5—)

| 4t;2 B (PR a—Fr2—%—)

| WiR &
| x4+
PREE
| B ST
FHAY
WESEth(LESYS)
wE
| EORTEWELYS)
1T
T106-6150
RRE#MEXNAARG-10-1
RAEREINZTRET—
5478
20264 3A318

Organizer
Mori Art Museum
Administration
Centre for Co-Architecture Kyoto (CoAK)
Grants from
Agency for Cultural Affairs,
Government of Japan |
Japan Arts Council
Support

| TOKYO NODE

} Teshima Espoir Park

\

Fukutake Foundation
Hiroshima Architecture Exhibition 2025 /
Kambara & Tsuneishi Foundation

| Hashizume Atsuo (Akarui Heya)

| Machida Gen

Mori Art Museum
| Kataoka Mami
| Matsushima Yoshinao
| Tokuyama Hirokazu
| Shiraki Eise
| Ono Junko
| Ono Mafu
| Nakahara Satomi
Centre for Co-Architecture Kyoto (CoAK)
| Kawakatshu Shinichi (Director)
| Kurazono Yusuke (Associate Curator)

| Kitazawa Ai (PR, Coordinator)

Report

Photography
| Yamane Kaori
| Kato Nanako
Translation and supervision
| Minami Naoko
Design
| Tsunashima Takuya (YwO)
Editing
| Haruguchi Kouhei (YwO)

Publication

Mori Art Museum

Roppongi Hills Mori Tower,

6-10-1 Roppongi, Minato-ku, Tokyo
106-6150, Japan

Publication Date

31 March, 2026

ki

€

Japan
Creator
Support
Fund

Centre for
Co-Architecture Kyoto
WABCE s










