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ICA Kyoto (Institute of Contemporary Arts, Kyoto) functions as an open,
accessible platform connecting Kyoto, where traditional culture remains a living
presence, with global trends in contemporary art, at a time when the creation,
exhibition, criticism, and study of art are unfolding on a global scale. Developing
practical programs in close collaboration with graduate education, it serves as a hub
for creativity and exchange, committed to nurturing the next generation of talent in
the art scene and to building international networks of artists and curators, primarily
across Asia.

ICA Kyoto,Kyoto University of the Arts

2-116 Kitashirakawa Uryuyama, Sakyo-ku, Kyoto, Japan 606-8271
+81 (75)-791-9167 Mail: info-icakyoto@office.kyoto-art.ac.jp
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ICA Kyoto | International Symposium 2026

Institutions, Practices, Experiments: Art Incubation and Education Today

Dates  Saturday, October 17,2026, 13:00-17:00 (Doors open: 12:30)
(Informal Gathering: 17:30-20:00)
Sunday, October 18,2026, 10:30-16:00 (Doors open: 10:00)

Venue  Shiroshoin at Bukko-ji Temple, the head temple of the Bukko-ji
sect of Shinshu Buddhism (397 Shinkai-cho, Shimogyo-ku, Kyoto)

13:00-13:30
13:30-14:50

15:15-16:30

17:30-20:00

10:30-11:50

13:30-14:30

14:45-15:30

Program Details

DAY 1 | Saturday, October 17
Introduction
Session 1 | Institutions
Do institutions enable incubation or constrain it?
Marina Reyes Franco
'Thanavi Chotpradit
Mijoo Park
Mami Kataoka (Moderator)
Interlude
What we can learn about incubation from other fields
Masakuni Yamamoto
Mami Kataoka (Moderator)
Informal Gathering [ Venue: SEKAISOKO]

DAY 2 | Sunday, October 18
Session 2 | Practices
Who is developing what kind of talent, and for whom?
Masaru Kaido
Gulmehar Dhillon
Fumi Yokobori
Kodama Kanazawa (IModerator)
Session 3 | Experiments
What emerges from experimental educational models?
Daniel Spiti
Keisuke Oka
Takuya Tsutsumi (Moderator)
Closing Discussion
Jo-Lene Ong
Mami Kataoka
Kazuya Nakayama
Takuya Tsutsumi
Kodama Kanazawa

ICA Kyoto’s International Symposium 2026, “Institutions, Practices,
Experiments: Art Incubation and Education Today,” will focus on the role played by
art schools, specialized institutions and educational programs in art incubation. In
this context, “incubation” goes beyond just fostering talent; it is an attempt to design
and operate environments that foster artistic thinking and social imagination, while
connecting individual creative activities to the real world. This symposium will look at
“places of learning” spanning different formats—art universities, educational
institutions, residencies, short-term programs, workshops, independent platforms, and
alternative art schools—to examine how each supports learners (artists, curators, etc.)
in achieving professional independence, and the roles that each of these places of
learning play within the art ecosystem.

The symposium will welcome Masakuni Yamamoto, chairman of the
technical committee and national team director of the Japan Football Association, to
provide a practical example of incubation by speaking about the structuring of
systems and practical application of international human resource development in the
field of sports. Drawing on educational and development practices in soccer—such as
designing an environment that enables individual players to succeed on the world
stage and creating a framework that balances player development with competition—
his presentation will be an exploration of approaches to institutional design and
international talent development that can also be applied in the field of art.

As a university-affiliated body, ICA Kyoto is positioned between education
and practice, and we aim to serve as an “incubator” that exposes students to
international learning opportunities and helps them leverage resources inside and
outside of the university to venture abroad. Our mission is to create a place where
artistic practices can emerge and be nurtured by functioning as an intermediary
between educational institutions and the international community. This symposium
will take a fresh look at the potential of educational institutions and programs as
places where institutions, practices, and even experiments come together and interact.

It will illuminate the state of art incubation and education today.

About the sourcebook

This sourcebook was created ahead of ICA Kyoto | International Symposium
2026, to share basic information and background on the participating organizations
and speakers in advance. It is positioned as an introduction to help readers understand
each organization’s work before the event.

Drawing on meetings held with each organization ahead of the symposium,
the editorial team shaped the content into an interview format that conveys each
organization's origins, character, current work, and challenges, while also organizing
the essential background needed for discussion on the day.

By sharing this background information in advance, we aim to keep
introductions to a minimum during the symposium itself, allowing more time for

discussion grounded in the day’s themes.
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Independent Curators International (ICl)

[New York]

How did ICI begin, and how has its mission changed over the decades?

Marina Reyes Franco (MRF)  ICI turned 50 last year. It was founded in 1975 by Susan Sollins—

MRF

MRF

curator at the Smithsonian’s National Collection of Fine Arts, and Nina Castelli
Sundell, also a curator, who co-founded The New Gallery (later renamed the
Museum of Contemporary Art Cleveland). It was one of the first organizations in the
world dedicated to supporting the work of curators. In the early days, education and
network-building for curators and artists were important concerns for ICI, and the
majority of the programming focused on the production of traveling exhibitions—
partnering with curators to build a portfolio of shows that smaller museums,
university galleries, and art centers could otherwise never access, along with the
organizational and educational support to implement them.

A real turning point came in 2009, when ICI expanded beyond traveling
exhibitions to develop dedicated learning programs for curators—professional
development as its own distinct focus, not just something attached to a show. Today,
that side of ICI’s work spans several programs: the Curatorial Intensive for emerging
curators, launched in 2010; the longer-term Curatorial Seminar, held in cities where
curators meet regularly over several months; the annual Curatorial Forum; and a
range of Curatorial Fellowships supporting research.

What prompted that shift towards education?

I think it responds to a generational change in leadership, alongside the fact
that curatorial programs were beginning to emerge worldwide, but in quite an ad hoc
way—people were doing the work without a clear shared language for what curating
actually was. More than that, I think it’s about an organization staying relevant to
what the field actually needs. If the field’s needs are no longer only about accessing
traveling exhibitions, but about a genuine conceptual discussion of what curating
means—for artists, for communities, for civic life—then that’s what an organization
has to respond to.

Who is the Curatorial Intensive for, and how is it structured?

It’s aimed at emerging curators, with the only formal requirement being
three to five years of experience working with artists in some capacity—that doesn't
have to mean holding the title of curator or working inside an institution. We
deliberately don't select only the most polished, fully-formed proposals. If a project
already has institutional backing and a solid, well-funded plan behind it, the program
may not really be what that person needs. We're looking for projects that still need
space to develop, and for a cohort—usually 12 to 14 people—who can genuinely talk

to one another: recommend artists, suggest venues, have real conversations without us

MRF

MRF

in the room. Each intensive runs for about a week, opening with a conversation about
ICI’s history and what curating means to the people in the room, since there’s no
single definition we start from. Alongside seminars and one-on-one feedback sessions
with faculty, participants visit local institutions and artist studios, and close with a
public symposium hosted with a local partner organization, where they present their
projects to a public audience for the first time. This structure aims to inspire
confidence and a sense of community among participants.
The Intensive has run in cities across the world—Tokyo, Jakarta,

Buenos Aires, Bogota. What'’s the thinking behind that geographic spread?

Even though ICI is based in the US, most of our alumni aren’t. Very often,
when a cohort introduces itself, people mention that where they live, there’s no
formal curatorial degree available—no program that reflects what they actually want
to do. A master’s program is not the only legitimate way into this work. Artists and
curators are everywhere, and every location we visit has something to teach us about
how curatorial work functions in that community—which is why the site visits and
local partnerships matter so much. The program began in the US but expanded
quickly, particularly into Latin America, Asia, and Africa, and into recurrent
programs in New Orleans. For several years, having Maria del Carmen Carrién on
staff running the program meant that the program seminars and discussions could
easily be led in Spanish too—for example, Buenos Aires in 2013, Mexico in 2014 and
2018, Bogotd in 2015. Last year, I also led the Montevideo sessions in Spanish.
Going forward, the plan is to run two intensives a year, across Africa, Asia and Latin
America.

What challenges is ICI going through right now?

In the US, we're seeing formal curatorial and arts programs close, partly for
financial reasons, partly amid a broader climate that’s making independent thinking
harder to sustain. That creates a void—fewer spaces for people to reflect on what
curatorial work means, even as more institutions need that expertise. It’s part of why
we're rethinking the Intensive itself after 16 years: how it might become longer, more
comprehensive, and less dependent on ICI as the constant intermediary between
curators. We serve approximately 2,500 curators in 95 countries, and around 800
collaborators who have been through our professional development programs early in
their careers. The question now is how to activate that network more directly, so
people can build relationships with each other, not only through us. There’s also a
new conference, Curating Today, launching later this year, followed by a further
convening and publication—another way to keep this conversation going about what

curating is, and can be, moving forward.

Marina Reyes Franco (Curatorial Intensive Programs Manager)

Marina works to ensure the Intensive continues to advance as a cohesive global
program, with an alumni engagement strategy focused on accessibility, community-
building, and partnership across our global network. She is also an independent curator
and writer based in Puerto Rico, part of La Gran Bienal Tropical’s organizing team. Her
curatorial practice examines underrepresented histories and how tourism, colonial legacies,

and economic conditions shape cultural production.
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Q

MA in Critical and Curatorial Studies of
Contemporary Art (CCSCA)

[Taipei]

How did CCSCA start and what has shaped its approach?

Thanavi Chotpradit (TC) CCSCA was launched in 2016 at National Taipei University of

TC

Education, the same year that President Tsai Ing-wen initiated the New Southbound
Policy. Although the two were not directly related, the policy subsequently provided
opportunities for CCSCA to strengthen its connections with Southeast Asian art
and cultural networks. The current Program Director, Professor LU Pei-Yi, has been
a core faculty member from the beginning. Its outward-looking character was there
from the start. CCSCA’s focus on Southeast Asia and the Asia-Pacific as a whole,
which is reflected in the curriculum, emerged from the efforts of many people. As a
public institution, CCSCA was founded under the leadership of the then-president,
who was keen to build connections with the international community, with the
encouragement and support of the Ministry of Education. That same orientation
continues to shape how the program operates today. Given Taiwan’s position between
East and Southeast Asia, and its growing role as a cultural hub, CCSCA remains one
of the few programs anywhere that takes the Asia-Pacific, rather than a single
national context, as its actual frame of reference.

Could you tell us about your background, and what led you to CCSCA?

I taught art history at Silpakorn University in Thailand for nine years, one
year part-time and eight years full-time. It is the only art history department, and it
is a part of the Faculty of Archaeology. The graduate students there weren’t
particularly interested in modern or contemporary art, so I was mostly limited to
teaching undergraduates. After nine years, I felt I needed a new chapter. I heard that
a friend was leaving CCSCA and that a position would open up, so I applied. I didn’t
want to move too far away from Southeast Asia, since that’s where my research is
based, and family matters were also a consideration. Taiwan made sense: it’s an
international program taught in English, and thanks to the government’s New

Southbound Policy, there’s real institutional motivation here to build ties with

TC

TC

TC

Southeast Asia specifically.

What do you teach, and how does it fit into the program’s structure?

I teach Southeast Asian art history, research, writing, and criticism; other
colleagues cover East Asian and Taiwan-specific subjects as well as curatorial and
museum studies. The program is built around two pillars—curatorial studies and
practice on one side, and art history, theory, and writing on the other—which is why
it’s called Critical and Curatorial Studies. I do more of the writing and research side.
Because the cohort is international, and we regularly bring in guest curators, artists,
and lecturers from outside Taiwan, students develop connections that go well beyond
what a single institution could offer.

Beyond coursework, how do students get hands-on experience?

There is a course called “Exhibition Practice,” in which students typically
work in small groups to develop full exhibition proposals and mount a real
exhibition with an actual budget, from securing a venue and inviting artists to
handling the logistics. Throughout the process, we bring in outside curators to sit
on review panels and challenge their proposals before anything is finalized.
Normally, only one group goes on to produce the actual exhibition, although this
year students worked together as a single cohort. Beyond this course, there are
two options for graduation: students can either complete a thesis or create a
curatorial project. For students who choose the curatorial project, this course is
their main formal opportunity during the program to learn how to develop a
project and take it from an initial concept all the way through to a public-facing
exhibition before undertaking their graduation project.

What do you think makes CCSCA distinct as a program?

I think it’s the flexibility, and the fact that it doesn’t assume there’s only one
path into curatorial or art historical work. Students arrive from very different
backgrounds—architecture, sculpture, years of professional experience, or even non-
art-related fields—and the program allows each person to find their own place within
it, whether through writing a thesis, curating a final exhibition, or continuing to work
outside the university alongside their studies. The cohort itself is part of that. Each
year we cap the intake at around 10 to 12 students, with one to three Taiwanese
students, so the group stays diverse rather than tipping into one shared language or
context. Our students have come from places such as Berlin, Manila, Jakarta, and Ho
Chi Minh City. For someone like me, coming from a context where I could only
teach at the undergraduate level, having a program structured around serious research,
writing and curating, and connected to a genuinely international network, was exactly

the kind of change I was looking for.

Thanavi Chotpradit (Assistant Professor)

Art historian, independent curator, and member of the editorial collective of
Southeast of Now: Directions in Contemporary and Modern Art in Asia, a peer-
reviewed journal focusing on modern and contemporary art in Southeast Asia. In
2024, she was a Connecting Art Histories (CAH) Scholar at the Getty Research
Institute, Los Angeles, and a Scholar in Residence in the Sydney Asian Art Series,
co-presented by the Power Institute and the Art Gallery of New South Wales.
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Q

2026 Gwangju Biennale Academy
International Curator Course

[Gwangju]

How did you come to lead this year’s course,
and what is your connection to it?

Mijoo Park (MP)  I'm an alumna of this program myself—I took part in the 2016 edition. That

MP

MP

experience genuinely changed a lot for me; it opened my eyes and introduced me to
friends and collaborators I still work with today. This year I was invited to come back
as project manager, partly because Ho Tzu Nyen, the biennale’s artistic director, knew
my work through an alternative art school and a series of curatorial intensive camps I
had been running independently. Coming back to design this edition, I really wanted
to bring in what I learned from my own experience—what was missing, what worked,
what wasn't necessary.

You’ve described your practice as situation-making rather than

pure exhibition-making. Could you explain that distinction?

Exhibition-making tends to concentrate a huge amount of energy into one
place and one moment. Once the exhibition closes, that particular situation ends,
even if it continues through documentation or a publication. Situation-making works
differently. I try to distribute the intensity over a much longer period of time. It’s less
like a single dive and more like a marathon.

For me, the important thing is creating the conditions for relationships to
happen over time. Those relationships may form, or they may not—I'm not a
matchmaker. I first started thinking this way through an alternative school I co-ran
in Seoul from 2014 to 2021. We often approached artist talks less like formal lectures
and more like “kidnapping” someone for an evening of beer and conversation. There
was no lectern, and hopefully much less of a teacher-student hierarchy.

I wanted to create a space where people could ask the unglamorous, practical
questions that often feel too embarrassing to ask in a museum or symposium: How do
independent artists actually survive? How do you find funding? How do you keep
working? For me, those informal exchanges were also a form of knowledge production.

What did you actually change for this year's Gwangju edition, and why?

'This year’s open call runs under the theme “You Must Change Your Default’,
playing on the Biennale’s own title, ‘You Must Change Your Life’. I wanted ‘default’
to work both as a provocation—asking what we’re too comfortable with, in how we
curate and work together—and as an invitation to try something different. So I tried
to apply that idea not only to the course content, but to its structure. The Foundation’s
original proposal focused on a tangible outcome, such as a text, exhibition proposal,
or publication. But I questioned whether that made sense within a two-week
intensive course, particularly when many participants would return immediately to
their existing jobs and practices.

Instead, I asked the participants to design a future syllabus for GBICC itself:
If you were designing this program, what would you keep? What’s missing? What

MP

MP

would you change entirely? In that sense, the course became partly a space for
questioning the conditions of its own production.

I also moved the closing days from Gwangju to Seoul, since most
participants would be flying out through Incheon. That was one point I really held
firm on during negotiations with the Foundation. And I invited past alumni to join
the syllabus discussions—not as formal advisors, but as another layer of informal
conversation and institutional memory.

What do you think this kind of short-term program can actually achieve?

Honestly, I don't think its value can really be measured within the two weeks
itself. Looking back at my own 2016 cohort, only fragments and impressions remain.
What stayed with me were the people: encountering curators from completely different
contexts, talking until midnight, and staying in touch for almost a decade afterward.

So I think of a program like this more as planting a seed than delivering a
finished outcome. You water it a little, and then, at some point, it’s out of your hands.
If T have a real measure of success, it’s long-term: five years from now, do people still
mention the course? Have they collaborated with each other? Do they recommend it
to the next generation of curators? I can't change anyone’s life through a two-week
program. What I can do is create a situation where something might continue
beyond the program itself.

You have also independently run m / m curatorial summer camp

for curators in Seoul and Bangkok. What inspired you to do that?

After the 2018 edition, GBICC was paused from 2019 to 2023. During that
time, I realized there wasn't really an equivalent space for curators across Asia to build
relationships with each other outside the usual circuits of European institutions and
funding. So, partly as what I jokingly called an expensive birthday present to myself—
I was turning 36 in 2023, which also meant officially aging out of the “emerging
curator” category—I decided to just host one myself. The first edition in Seoul had
eight participants and almost no promotion budget. I emailed everyone I knew and
hosted dinners at my home. The second edition took place in Bangkok and was timed
around Ghost:2568, a video and performance art series in the city.

Both editions were less about producing an outcome and more about creating a
space for honest, informal conversations between curators about things we rarely discuss,
even with people we already know: How do we actually plan two years ahead? How do
we fund a show? What does it really take to keep working? I'm currently researching
Indonesia for the next edition, which means getting to know the local ecosystem, funding
structures, and even the informal networks of who collaborates with whom. That kind of
groundwork is important to me—not just to understand a place, but to become a good

host rather than an outsider simply passing through.

Mijoo Park (Project Manager)

Park is a curator and producer whose practice focuses on building platforms for
knowledge production and exchange beyond exhibition formats. She served as co-director
of RAT school of ART from 2014 to February 2021. She is currently the Project
Manager of the Gwangju Biennale International Curator Course (GBICC, 2026), and
the Director of the M/M Curatorial Summer Camp (2023-) and A-O-Y (2025-).
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Q

Bigakko

[Tokyo]

Could you tell us about the history and evolution of Bigakko?

Masaru Kaido (MK) Bigakko was founded in 1969 in Yotsuya, Tokyo, as a project of the

MK

publishing house Gendai Shicho-sha. It was an era of surging student activism,
when plenty of young people were dropping out of university, and the school
began with the aim of giving them a trade. Apparently the early plans weren't just
for painting—there was even talk of adding a tattooing course. I think what they
were really working out wasn’t so much drawing technique as a system for turning
it into a livelihood. In the end, though, the people who actually put the
curriculum together took it in a different direction than the company’s president
at the time, Kyoji Ishii, had envisioned. They brought in experimental artists as
instructors and settled on a format where a single instructor would spend a full
year teaching one course. Ishii later reflected that the whole thing had been a
“failure,” which I find rather wonderful, since that same structure—reshaped along
the way—has been the backbone of Bigakko for more than 50 years now. The
school moved to Jimbocho in 1970, and it’s been based there ever since. I should
also mention Kozo Fujikawa, who led the school for many years: he joined as a
student in that very first year of 1969, later became a staft member, and eventually
took over as its head, walking alongside Bigakko for more than half a century.
How is the school run today, and what kinds of classes do you offer?
These days Bigakko operates as a limited company, not as an accredited
educational institution. There’s no entrance exam—enrolment is first come, first
served. We don’t ask about age or background, so everyone from teenagers to older
adults, students, working professionals, and established artists all end up learning side
by side. Courses run to about 40 in total, spanning painting, printmaking (silkscreen,
lithography, and copperplate), photography, contemporary art, manga, theatre,
fashion, architecture, and music (composition, lyric-writing, DTM). Enrolment has

MK

MK

been running at around 280 to 300 people in recent years, with returning students
making up three or four in ten. Instructors tend to be chosen less for their reputation
than for a kind of gut instinct—"this person feels right”—or through connections
with existing instructors and people around the school; sometimes instructors even
approach us directly to propose a new course. The music department, meanwhile,
came about when the courses of a separate organization, “Eiga Bigakko” (Film School
of Bigakko), were relocated here wholesale at a certain point.

Having so many returning students seems like it might set you

apart from other kinds of education.

Is there anything else distinctive about how the school works?

One of the biggest things is that we leave the content and running of each
course almost entirely up to the instructor. Each course takes shape around that
instructor’s own way of thinking, and together they form what we call Bigakko. We
don’t impose many rules, and we leave how courses run and how people interact
within them to whoever’s on the ground. I think the absence of grading or graduation
exams is part of that same looseness. Of course, freedom always comes with the
possibility of trouble. When something like harassment happens, we share it
internally among staff, and rather than clamping down with rules, we deal with each
situation as it comes, on its own terms.

As a private school, | would imagine that your finances are quite sensitive

to enrolment numbers. What has that been like?

In the 1980s, a course taught by Genpei Akasegawa was hugely popular, and
once it ended, enrolment fell off—by 1999 we were even considering closing the
school. In the middle of that crisis, we brought in Tsuyoshi Ozawa to teach, and that
drew in a new wave of artists as instructors, including Makoto Aida and Hiroyuki
Matsukage, which brought the place back to life. Keeping enrolment up and
launching new courses remain ongoing challenges, and we've spent years working
out, in fairly small increments, everything from TikTok and Instagram reels to where
exactly to hand out flyers. Lose two or three popular courses, and we could easily slip
into the red, so it takes constant attention. More recently, we opened “Bigakko
Studio,” an exhibition space that current students and alumni can use free of charge.
Current students, along with graduates in their first year out, can hold an exhibition
there at no cost—the idea being to give a nudge to anyone who'’s never shown their

work before.

Masaru Kaido (Executive Director)

Born in Tokyo in 1984. After graduating from university, Kaido was
approached by Kozo Fujikawa, then head of Bigakko, which at the time was
facing challenges including declining enrolment, and began helping with the
school’s operations as a volunteer. Since then, while continuing his own artistic
practice, he has worked behind the scenes across virtually every aspect of
Bigakko’s administration and operations. His work has included improving
organizational processes, launching new courses, establishing a gallery space,
organizing projects commemorating the school’s 50th anniversary, and planning

and producing numerous exhibitions and events.
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Khoj International Artists’ Association

[New Delhi]

How did Khoj begin?

Gulmehar Dhillon (GD) Khoj began in 1997, when a group of artists came together

GD

GD

around a shared recognition of a gap in India’s contemporary art scene. This was
before the internet, when opportunities for artists to travel and connect with
peers worldwide were limited. While national museums and commercial galleries
existed, few spaces were centered on experimentation, dialogue, community, and
exchange. Artists felt a strong need for a space where they could come together,
experiment, live, and work together.

'The first workshop took place in 1997 in Modinagar, on the outskirts of Delhi.
Artists from India and around the world lived together for two weeks and developed
work through an intensive process of peer-to-peer exchange and experimentation.
Through this coming together, the idea for Khoj began to take shape: to create a
platform that could support art practice, experimentation, and discourse in
contemporary art.

What is your background, and how did you come to work at Khoj?

I did my Master’s in Art History, with a focus on Critical and Curatorial
Studies, at the University of British Columbia in Vancouver, Canada. Living and
working in Vancouver gave me the opportunity to understand a different kind of arts
ecosystem—its institutions, its artists, and the concerns of the local arts community.

What struck me most was not necessarily a gap between “Western” and
“Indian” curatorial thinking, but how differently art worlds are structured in different
contexts. The questions artists are asking, the thematics that matter to them, and the
ways institutions engage with artists and audiences are all shaped by their particular
social, political, and cultural contexts. That experience made me want to return to
India and work more closely with artists here—to think through the contexts we are
situated in and, in whatever ways I could, contribute to the ecosystem.

You led one of Khoj’s recent residencies yourself. Can you tell us about it?

Since joining Khoj in 2024, I have had the opportunity to work on several
projects with the curatorial team, including Bodies Machines Publics, a program on
art and technology developed with Centro de Creacién y Residencia NAVE
(Santiago) in Chile, and Kornhausforum (Bern) and Immersive Arts Space (Zurich)
in Switzerland. The eight-week residency ran twice over two years, bringing together
artists exploring how technology shapes the self, community, and society in each local
context. It led to a dual-site exhibition, Are You Human?, at Khoj Studios and Select
Citywalk, and a two-day symposium, Notes from the Digital Underground. What
struck me most was how artistic thinking could move across disciplines—that’s at the

GD

GD

GD

heart of what Khoj tries to do: approaching a wide range of questions through the
lens of art, while continually questioning what “art” is and who gets to be an “artist.”

What are the programs that Khoj runs?

Beyond residencies, Khoj runs an Arts Management program, since 2010,
for people who want to work within the arts ecosystem as administrators rather than
artists or curators.

WEe also run two pedagogical programs. The Curatorial Intensive South Asia,
launched in 2017 with the Goethe-Institut (New Delhi), trains early-career curators
from across South Asia—India, Pakistan, Bangladesh, Sri Lanka, Nepal, and Iran—
through a two-week teaching intensive followed by an independent curatorial project.
Around 70 curators have gone through it so far. For many of us, including myself,
formal curatorial training meant going abroad, where the frameworks we encountered
didn’t always speak to the contexts we were returning to—which is part of what this
program responds to. There’s also the Peers Residency, running for over 20 years,
which selects five emerging artists and one critic for a six-week program, and an
international residency built around a different theme each year.

What kind of people is Khoj trying to reach or develop?

From the beginning, Khoj has been deeply interdisciplinary—not only
artists, but architects, scientists, environmentalists, geographers, and social
practitioners have come through its programs, often without necessarily knowing
where their practice sits within conventional categories. Our goal is to continue
reaching this expanded community. That range is also one of Khoj’s real strengths: it
allows very different voices and ways of thinking to enter the space and do something
together. Art remains the lens through which these encounters happen, and artists
and art practice remain central to the community Khoj exists for.

Khoj is approaching its 30th anniversary. What comes next?

We're at a point of reimagining certain things—what we stand for and what
kind of future we want to build. We’re also thinking about how Khoj can continue to
build relationships with organizations across the Global South, and how we can
create stronger networks through which support, artists, and ideas can circulate
between these different contexts.

Another important area is Khoj’s three-decade archive. At the moment,
much of this exists as a repository of material, and as we approach our 30th year, we
are thinking about how to develop this into a more accessible public archive that can
support new research and allow more people to engage with Khoj’s history and the
practices that have emerged through it.

Gulmehar Dhillon (Curator and Programs Manager)

Along with the curatorial team at Khoj, Gulmehar has ideated and
facilitated a range of programs, including the Khoj International Residency, the
Art and Technology program, and the 7th edition of Khoj’s pedagogical initiative,
Curatorial Intensive South Asia. Gulmehar is also a photographer. She holds a
Master’s in Art History (Critical Curatorial Studies) from the University of
British Columbia, Vancouver, and a Bachelor’s in Journalism from Kamala Nehru

College, University of Delhi.
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DANCE BOX

[Kobe]

Could you tell us about how DANCE BOX started?

Fumi Yokobori (FY) DANCE BOX started in 1996, when a group of contemporary dance artists

o

came together to found an artist-led initiative. Back then, putting on a self-produced
show would routinely leave you 2 to 3 million yen in debt, and artists were stuck in a
vicious cycle—working part-time jobs to pay it off, leaving no time to make new
work. We wanted to see if artists coming together, rather than facing that alone, could
change things. It all started when we teamed up with Kaoru Otani, who produced
Torii Hall, a small independent theater in Osaka, and began using the venue on
Mondays—normally its quiet day—calling it “Dance Day.” Later, as part of Osaka’s
cultural policy, we renovated a vacant unit at Festival Gate into a theater and ran our
own space there, “ArtTheater dB,” from 2002 to 2007. When funding dried up in year
five and we had to move out, we spent about two years based in Shin-Osaka before
relocating, in 2009, to where we are now: Shin-Nagata, Kobe.

Did the move to Shin-Nagata change your work?

When we first moved, we had no idea that we would end up so connected to
the local community. Leaving somewhere as convenient as Osaka meant our
audiences and participating artists both decreased sharply. We didn’t have the money
or infrastructure to bring in finished touring shows, so we had artists stay with us and
develop and present work during their residency. Kokunai Dance Ryugaku @ Kobe
[Dance Study Abroad @ Kobe], which launched in 2012, grew directly out of that
shift. We didn't believe a short-term program could really develop an artist, so we

took a leap and built an eight-month one instead. As participants found housing and

o

o

o

got to know people in the neighborhood during their stay, word slowly got around:
“There are young people here now.” People started dropping off food or calling out,
“Here, have some juice,” at the public bath. Through moments like that, I think Shin-

Nagata gradually became a place that could support art and culture in a different way.

There seem to be a lot of graduates who have gone on to settle in Shin-Nagata.

We've had more than 100 graduates altogether, and over 10 of them have
stayed on in Shin-Nagata. Five have renovated vacant houses into bases for their own
work. During COVID, performance venues vanished almost overnight, and we
simply couldn’t operate. That’s when it hit me: we thought we’d built a real
toundation, but we hadn't. So I started telling artists that even if something like that
happens again, having your own studio means you can keep making things—that it’s
worth securing a place of your own. Kobe City also runs a subsidy program for
renovating vacant houses as a way of giving back to the community, and we've drawn
on that to help build these spaces.

What is your role, and who and what is DANCE BOX trying to nurture?

My main work covers artist residencies and international exchange—both
with overseas artists and through programs tied to the area’s international character—
and I also serve as DANCE BOX’s point of contact for the Shitamachi Art Festival.
I also teach the production seminar within Kokunai Dance Ryugaku @ Kobe, where 1
cover practical skills—writing a proposal, putting together a budget. Still, I care just
as much about the ideas underneath it. I talk about how art and culture fit into
domestic and international law, and about cultural rights—the right to a cultural
life—as a basic human right. In Shin-Nagata, around 32 to 33 percent of residents
are elderly, while children make up less than 10 percent. The ward also has a foreign
resident community and the highest welfare rate in the city. People from all kinds of
backgrounds live here. Whether you ever get to engage with art and culture in the
first place often comes down to your family or financial situation—that’s just the
reality. I want people to think about how their own work can exist here, while staying
aware that many people don’t have that option in their daily lives. What matters to us
at DANCE BOX is that people leave the program able to forge their own path, with
some resilience behind them.

How do you stay in touch with participants after they finish the program?

We stay connected with graduates, for example, inviting them back as
instructors for Kokunai Dance Ryugaku @ Kobe and reaching out when opportunities
come up through our other projects. Some of them stop by Shin-Nagata whenever

they are in Kansai, and being close by makes it easier to keep working together.

Fumi Yokobori (Co-Director)

Based in Shin-Nagata, Kobe, and works at the Art Theater dB Kobe as her
base of activity. She carries out most works/projects through residency creation, and
aims to develop unique international programs in Shin-Nagata, an area where
multiple cultures from various regions in the world co-exist. She co-founded VIAN
with her Vietnamese partner, through which she explores Vietnamese water puppetry

in ways that engage deeply with Kobe’s local communities. She also serves on the

board of ON-PAM (Open Network for Performing Arts Management).
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Transcultural Collaboration &
Shared Campus

[Zurich and others]

How did the Transcultural Collaboration Program and Shared Campus begin?

Daniel Spiti (DS) I initiated a summer school with the Academy of Opera at Peking University in

DS

Beijing back in 2008. They actually found me—they were looking for a Western
institution to reflect on how to bring their tradition into contemporary culture. Young
people weren't really interested in Beijing opera anymore, and it’s a very strict art form
with little room for openness. We realized we couldn’t help develop their art form, but we
had similar issues with our own traditional art forms in Switzerland—it wasn't only a
problem for Beijing opera; it was an issue everywhere. So we built mixed groups around a
general topic and let them decide what specifically interested them. It was the first
international cross-disciplinary program at Zurich University of the Arts (ZHdK), open
to students from all departments, and it ran for around five years. I became aware of how
important such a program is for students—it asks fundamental questions and leads them
to reflect on themselves, including their ways of thinking, values, aesthetics, and methods,
by confronting them with a very different culture.

Around the same time, our former president at ZHdK had a strategic goal of
internationalization, with a focus on East Asia—the most dynamic developing region
in the world. Hong Kong became our starting point, somewhere in between cultures.
We ran an art and workshop space called Connecting Space there from 2013 to 2017,
which enabled many exchange activities. I suggested developing the summer school
into a full-semester program, since a summer school is still a holiday program on top
of a curriculum, and to allow a deeper, more sustainable learning experience. A
semester format was also easiest for everyone, since most universities share similar
semester dates. That became the Transcultural Collaboration Program, bringing
together eight to nine art universities across disciplines—design, performing arts,
music, fine art, curation, and arts education. Many people said it was impossible to
run a cross-disciplinary program involving multiple institutions, but we managed it,
bringing together not only students but lecturers from different institutions, and a
network began to develop. That network became a major part of the foundation for
what became Shared Campus a few years later, which we co-developed as a team.

What principles shaped Shared Campus as it grew?

All universities want to internationalize in two ways: attracting international
students and giving their own students an exchange experience. But it’s expensive,
especially to build up, so the idea was to do this as a network, jointly running programs
and sharing costs. We also built Shared Campus around topics, not disciplines—cross-
disciplinary from the very beginning. Thematic groups formed around shared interests
like critical ecologies, social transformation, or pop cultures, each with around 10 to 15
lecturers, proposing teaching formats and research together. In the first year, we had
around seven activities; after four or five years, we had 23. Based at ZHdK, we started
with seven partner universities, grew to nine, and at most to 13. Today, our partners at
Shared Campus are Kyoto Seika University and Tokyo University of the Arts in Japan,
Taipei National University of the Arts, LASALLE College of the Arts in Singapore, and

DS

DS

City University of Hong Kong’s School of Creative Media.

What challenges came with that growth?

Looking back, we might have grown a little too fast—integrating new
universities into the system was a lot of work. Financially, Zurich initially invested
around 50% of all resources, with the idea that our share would shrink as the overall
budget grew; after three years, we were down to around 40%. So, it’s a long-term
endeavor and investment, and the participating institutions need to commit
themselves, not only in terms of financial resources, but also in building up
organizational structures and curricula for collaborative formats. This is complex, and
you have to endure it; you can’t do it without, but 'm convinced that once you build
it sustainably, you create something very valuable for future generations.

Another relevant issue was leadership turnover at partner institutions. When
new top management comes in without having helped build the program, it’s not easy for
them to become a stakeholder and share the vision. So right now, 'm working with a
small group of long-term collaborators to further develop the conceptual approach of
Shared Campus. Were convinced we can't be too dependent on institutions—the risk is
too high. It might be better to work with specific programs rather than whole institutions,
or even become completely independent and build a platform open beyond universities,
towards something like a “communiversity.”

What do you think students should take away from the program?

I'm convinced we have to learn to collaborate across cultures and disciplines—
this is fundamental for future generations. That’s why Shared Campus was built around
topics with global relevance. We're not only looking for harmony, but for understanding—
a real discussion of different perspectives, and then finding ways to work through a
situation together. Switzerland is, in a way, a bubble—well-organized and comfortable—
so0 it’s good for our students to be confronted with other realities and a critical view of our
own history, too. Participants not only learn about (and respect) the other; they also
understand and, hopefully, reflect on their own position.

When selecting students, they submit a motivation letter and examples of
their work, and I interview every applicant. Certain personalities can be difficult in a
group that travels and stays together. Especially for Transcultural Collaboration, we
want people to listen to each other, so I also look for a good mix of disciplines,
personalities, and gender balance. We did a survey two years ago, and it was striking
how many participants are still collaborating—connecting, building collectives,

supporting one another. I think that’s a real success.

Daniel Spati (Founder and Coordinator, Transcultural Collaboration /
Founder and Former Head of Shared Campus, ZHdK)

Daniel studied design and worked for Bally, a global fashion brand, in his early
career. In 2001, he was appointed a lecturer at Zurich University of the Arts (ZHdK). In
2007, he initiated ZHdK’s first international and cross-disciplinary summer school. He
turther developed the summer school and acquired seven partner universities, launching the
“Transcultural Collaboration” from 2015 onwards, which also built the major foundation
for “Shared Campus,” a cooperation platform for international education formats, research

networks and joint productions comprising up to 13 arts universities since 2019.
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Takayama Architecture School

[Hida]

Could you tell us about the history of Takayama Architecture School?

Keisuke Oka (KO) ~ Takayama Architecture School was founded around 50 years ago by an

KO

architect named Yasuo Kurata. It’s deep in the mountains of Takayama, in Hida—the
mountain behind the site is the edge of the Northern Alps, and bears do show up
now and then. Kurata himself was an intellectual, educated at the University of
Tokyo, and in the school’s early days he invited some of Japan’s leading
philosophers—Gen Kida, Keizaburo Maruyama, and others—for what were
apparently very high-minded discussions. On the architecture side, people like
Osamu Ishiyama were also involved. Kurata passed away in 2000, and we've been
carrying the school on ever since. Right after he died, though, most of the senior
members felt there was no way they could carry it on, and the mood leaned toward
closing the school down. I was around 30 at the time, the most junior person in the
room, and I kept it alive through whatever means I could—that’s how we ended up
where we are. Small schools and workshops like this tend to fall apart the moment
their founder dies, and a sociologist researching us told me that lasting more than 50
years is actually quite rare, even globally.

How is the school run today?

The land is still held jointly in the names of Kurata’s four daughters, and we

KO

KO

pay taxes and upkeep from the participation fees we collect from attendees each year.
In Kurata’s time, there was something called the “convert system,” where several
teachers would mix and rearrange each other’s critiques of student proposals during
review sessions—it was really an experiment in collective thinking itself, and
fascinating to watch. I haven't built anything that formal in my own time running it,
but people’s opinions still get folded in loosely—like when everyone’s mixing concrete
and someone says, “that idea’s kind of lame,” and the thing being built shifts a little as
a result. Unlike Kurata’s era, when he brought in philosophers, I've tended to invite
more artists. The longest-standing is Masaaki Yoshino (Miami), who lives in Kyoto.
When I took over the school, he’s the person I trusted most to help figure out which
direction to take it.

37

Could you tell us about the kind of projects set, and the scale of participation?

We don't really advertise, but every year we take in somewhere between 30
and 35 people at most, ranging from students to people who've been coming for 10
years. On the first day, we walk everyone around the whole site and explain how the
various structures on it came to exist, and after that the basic assignment is simply:
build something, anything, on this land. Beyond that, I dont say much. If a student
shows me a drawing and I say “that could work,” they’ll say “okay, I'll give it a go.” If
they ask how long it’ll take and I say “maybe 10 years,” they’ll say something like, “so
this summer’s out, then.” Some grit their teeth and just start; others scale the idea
down into something more manageable; others put their energy into gathering a
team instead. Naturally, some give up partway through and leave, discouraged. But in
my experience, the ones who struggle the most in that first year—who cry, who
agonize—often end up making the best work later on.

As the person running the school, what do you find rewarding about it?

Wiatching participants grow is genuinely a pleasure. One university student
told me she had no idea what she even liked, but wanted to spend the year just
watching people who could say, with conviction, that they loved making things. She
went on to graduate school at the University of Tokyo and now works at a design
office in London. A lot of people end up as craftspeople, too—some have become
carpenters and gone on to start their own construction firms. I think if anyone sees
something through to completion, it tends to turn into something worthwhile,

whatever it is. I don’t think something boring ever ends up finished and still boring.

Keisuke Oka (Architect / Creator of Arimasutonbiru /
Director, Takayama Architecture Seminar School)

Oka first participated in the Takayama Architecture Seminar School in 1988, at
the age of 22. In 2000, the school’s founder and head, Yasuo Kurata, passed away, and
Oka took responsibility for running the school that same year—a role he continues
to hold today. Building on what he learned at the school, in 2005 Oka began
constructing a small building in Mita, Tokyo, which he named “Arimasutonbiru”,
working on it himself together with an ever-changing group of collaborators. During
the long construction process, a massive redevelopment project began around the site,
putting the building at risk of demolition. Oka fought to preserve it and ultimately
overcame the crisis, and in 2026 the building successfully passed its final inspection.
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Panelists’ profiles

Interlude | Panelists’ profile

Masakuni Yamamoto

Chairman of the Technical Committee and National Team Director, Japan Football Association (JFA)

Born in Numazu City, Shizuoka Prefecture, Masakuni Yamamoto played football (soccer) for
Kokushikan University and then Yamaha Motors (now known as Jubilo Iwata). Since retiring as a player in 1987,
he has held a variety of leadership positions, including serving as a coach for Yamaha Motors, coach and head
coach for the U-20 Japan national team, coach and head coach for the U-23 Japan national team, coach for the
Japan national team, and head coach for Jubilo Iwata. After stepping down as head coach of Jubilo Iwata in June
2006, he has served as a commentator at NHK, visiting professor in the Faculty of Physical Education at
Kokushikan University, and chairman of Azul Claro Suruga. In 2016, he was appointed vice chairman of the Japan
Football Association’s Technical Committee. As national director since 2023, Yamamoto works to strengthen the
Japan national team. Since October 2025, he has served concurrently as the JFA’s technical director, working to
develop soccer in Japan, including developing players, training coaches, and promoting the sport.

Closing discussion | Panelists’ profiles

Jo-Lene Ong

Curator, Buro Stedelijk [Amsterdam]

Jo-Lene Ong is Curator of Buro Stedelijk, an independently managed multidisciplinary experimental
platform within the Stedelijk Museum Amsterdam. Her practice centres on collaboration, research and long-term
projects that reconsider how institutions work with artists and audiences. She develops programmes that foreground
shared authorship, sustained dialogue and public engagement. Ong was previously Curator at esea contemporary in
Manchester and Program Advisor for the 12th Seoul Mediacity Biennale. Her curatorial work includes projects with
Sharjah Biennial, Hartwig Art Foundation, Framer Framed, the National Art Center Tokyo and the Mori Art Museum.
From 2020 to 2024, Ong was a theory tutor at the Gerrit Rietveld Academie and is an alumna of the De Appel
Curatorial Programme (2017-2018).

Mami Kataoka

Director, ICA Kyoto

Director of Mori Art Museum, Executive Advisor of the National Center for Art Research (NCAR) Japan,
and Director of ICA Kyoto at Kyoto University of the Arts Graduate School. Kataoka has led the curatorial team at
Mori Art Museum since its inauguration in 2003 and was appointed Director in 2020. She served concurrently as
International Curator at the Hayward Gallery, London (2007-2009). She has held the roles of Co-Artistic Director of
the 9th Gwangju Biennale (2012), Artistic Director of the 21st Biennale of Sydney (2018), and Artistic Director of
Aichi Triennale 2022. She is Co-Curator of the Helsinki Biennial 2027. At CIMAM (International Committee for
Museums and Collections of Modern Art), she served as Board Member from 2014 to 2022, including as President
from 2020 to 2022. She serves as Senior Director of the Mori Contemporary Art Foundation and Representative
Director of the Fukushima Tomioka Art Foundation, among other roles. She is widely active as a member of numerous
committees related to culture and the arts, juror for international art awards, and speaker at lectures and symposia.

Kazuya Nakayama

Deputy Director, ICA Kyoto
Worked in the ateliers of Jean-Luc Vilmouth, Guillaume Paris, Tadashi Kawamata as a guest researcher at
Ecole Nationale Supérieure des Beaux-Arts de Paris, France (until 2017). He pretends to be in Paris when he is not,
goes to a museum with a water buffalo and floats an eggplant in the Adriatic Sea. Art book “The banana jam jar lid
could not be opened, so mom switched to another banana jam jar and asked dad to open the lid on that one, we all ate
crepe with this banana jam on it. (main title is in French)”, published by well, 2023.

Takuya Tsutsumi

Program Director, ICA Kyoto
After completing an MA in Cultural Studies at Adam Mickiewicz University in 2019, Tsutsumi has focused on
creating ephemeral, performative experiences, with a particular interest in non-institutional practices across Asia. Since 2018,
he has served as Co-Program Director of Yamanaka Suplex, a shared studio in Shiga Prefecture.

Kodama Kanazawa

Special Project Director, ICA Kyoto
Contemporary art curator. Following 12 years at public art museums including the Contemporary Art
Museum, Kumamoto, began working as an independent curator in 2013. Deals in domains outside the existing art
framework, such as media art, manga, art and community, and art and disability. Has organized numerous exhibitions in
Japan and overseas. Joint head of the consulting firm Code-a-Machine.
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ICA Kyoto | International Symposium 2026

Institutions, Practices, Experiments: Art Incubation and Education Today

Dates October 17 (Sat.)-18 (Sun.), 2026

Venue Shiroshoin, Bukké-ji Temple

Organized by ICA Kyoto, Kyoto University of the Arts Graduate School
Supported by Toshiaki Ogasawara Memorial Foundation, Nomura Foundation

"This program is supported by a subsidy funded by the accommodation tax from Kyoto City
and the Kyoto Convention & Visitors Bureau.
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