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Alice Ashiwa is a Doctoral Candidate in the History Department at UCLA and a Japan 
Foundation Research Fellow. Her dissertation focuses on avant-garde art movements 
in the sociopolitical context of postwar Japan. She holds an MA in Modern and 
Contemporary Art History (2017) from the School of the Art Institute of Chicago (SAIC) 
and works as a translator and independent curator in the United States and Japan. 

Project 

My project explores the development of exhibition spaces during the first three 
decades of postwar Japan. I view exhibitions as physical and discursive spaces of art 
production in sociopolitical contexts that simultaneously serve as platforms for 
transmitting ideas while establishing ideological delimits of their content. The focus 
will be on Tokyo’s Sogetsu Art Center (SAC), a prominent hub of avant-garde art 
activities from 1958 to 1971. Housed in the same building as a prominent ikebana 
school, SAC featured experimental events that attracted an unusual mix of artists and 
patrons, including multiple generations of Japanese artists, famous American and 
European artists, and middle-class female ikebana students. When founded in the 
1950s, SAC pioneered support and exposure for avant-garde artists. But by the mid-
1960s, it was attacked by a new generation of young artists for institutionalising and 
commercialising art—the very processes that avant-garde art opposed. My research will 
trace the rise and demise of SAC in relation to sociopolitical and artistic trends. The 
aim is to understand the positioning of Japan’s avant-garde art within transnational 
trends, and the implications of culture in postwar configurations of nation-states. Art 
Schools of Asia is an opportunity to collaboratively think about the complex and 
contradictory roles of institutional and educational support in the development of art 
practices. 



Chabib Duta Hapsoro is a PhD student at the Department of Malay Studies, National 
University of Singapore. He received his MA from the Faculty of Art and Design, 
Bandung Institute of Technology (2014). His writings have been published by Tempo 
Magazine, Art Asia Pacific, among others. His most recent article, "The colonial legacy 
of ‘Mooi Indië’ and the captive mind in the environmental policy of Citarum 
Harum", published by the Wacana Journal of Humanities of Indonesia vol 23, no 
22 (2022): The natural world in the arts of Indonesia and Southeast Asia I.

Project 

My research project deals with art production by DECENTA, an Indonesian artist 
group and design firm founded in 1973 by a few graduates and lecturers (Adriaan 
Palar, G. Sidharta, A.D. Pirous, Sunaryo, T. Sutanto, and Priyanto Sunarto) of the 
Faculty of Art and Design (FSRD), Bandung Institute of Technology (ITB). Their 
practices thrived under a depoliticized cultural sphere in the New Order period. The 
presentation will focus on their commissioned art practice which is commissioned 
mainly by the state. The focus aims to discuss the DECENTA’s multitasked roles under 
New Order’s patron-client cultural policy and their endeavour to promote a particular 
Indonesian art identity and their contributions on Indonesian art education in the New 
Order era. I deliberate on how we might put DECENTA as a cultural enterprise in 
securing resources, both from state and private sectors and ITB, as an art school and 
through its mutual relationship with DECENTA, as a place for reproducing cultural 
elites.



Deepti Mulgund, (Ph.D. School of Arts and Aesthetics, Jawaharlal Nehru University, 
2019) is an art historian, with specializing in nineteenth and early-twentieth century 
South Asia. She is currently serving as an Assistant Professor at the Department of Art 
and Performing Art, Shiv Nadar University, Delhi-NCR, India. Deepti has been a 
postdoctoral fellow at the Kunsthistorisches Institut in Florenz (June 2019-December 
2020) and a German Academic Exchange Service (DAAD) doctoral fellow, at the 
Humboldt University in Berlin, in 2015-16. Her earlier research, and publications have 
focused on citizenship and the art museum in the colony. While her doctoral 
monograph considers the imaginaries of citizenship, and equality engendered by art 
publics in colonial Bombay (Mumbai), her on-going research focuses on nineteenth-
century drawing, as taught in public schooling and ‘non-art’ contexts.

Project 

In the nineteenth century, a representational practice as old as drawing came to 
be valued as a practice which could enable the transition of artisanal practice to 
industrial production. Deemed suitable for anyone who sought employment in 
industry, drawing held out the promise of employment opportunities and social 
mobility. This presentation takes the Sir J.J School of Art (1857) of Bombay (now 
Mumbai) as its locus, annotating its role in disseminating drawing to non-artists and 
artisans, particularly, drawing taught to school-goers. Schools of art in colonial India, 
like the J.J. School of Art negotiated complex issues such as modernizing artisanal 
traditions and the calls for preservation, furthering employment opportunities as well 
as creativity, and training and education. While excellent scholarship exists with 
regards to the School’s shaping of Indian artistic practice, its impacts on visual 
education in the city is less understood. 
This presentation explains how the School of Art in Bombay interacted with an 
expanded field that included general schooling, and industry, in response to 
metropolitan discourses around drawing’s significance, and colonial economic 
imperatives. The prime means for effecting this was through the personnel who 
headed the institution, as well as the ones they trained such as drawing teachers, 
adapting curricula designed in Britain by the Department of Science and Art (DSA), 
and by acting as assessment and inspection bodies. Exceeding, and extending 
beyond enrolled students, the School of Art can be read as participating artistic, 
cultural as well as economic, and social production. 



Dipti Sherchan is a PhD candidate at the Department of Anthropology of the University 
of Illinois at Chicago. Her research explores the relationship between artists, cultural 
institutions, and the nation-state in Nepal. 

Project 

My dissertation is embedded in an anthropological approach to understanding state 
ideologies, institutional spaces, and artistic practices. I am particularly interested in 
troubling the perceived divide between the “banal” bureaucratic state apparatuses 
and “abstract” creative practices to suggest that both worlds are co-constituted 
through complex entanglements. For the Art Schools of Asia seminar/symposium, I 
would like to focus on two state-sponsored art institutions in Nepal established in the 
early and later half of the twentieth century to understand how the shifts in political 
patronage indicate shifting state investments in art education and management 
respectively. The first art institution is Juddha Kala Pathshala, the first fine arts school 
in Nepal, established under the patronage of the dynastic regime of aristocratic Rana 
nobility in the early 1940s. The second art institution emerged more than two 
decades later in mid-1960s after the Rana rulers had been ousted by the Hindu 
monarchs. This institution, National Association of Fine Arts, was under direct 
patronage of former king Birendra Bir Bikram Shah Dev who was also the executive 
head of this organization. In this project, I examine the two institutional histories using 
archival materials such as books, catalogs, and photographs to understand the 
overlaps and disjunctures in the state projects of nation-building they signal towards.



Elizabeth Emrich-Rougé received her doctorate from the History of Art and 
Visual Studies department at Cornell University, Ithaca, New York, in December 
2020, and specialises in modern and contemporary art and print culture in China. 
Her current research focuses on the connections between print publication-based 
art from the early twentieth century and politics, intermediality, and affect, 
along with the aesthetics of transnational leftist image-making. Her most recent 
publication, an article titled “The Nude Male Form in Chen Yanqiao’s Woodblock 
Prints and Cartoons, 1934–35,” appeared in the October 2021 issue of The 
Burlington Magazine.

Project 

Broadly, my current research is concerned with increasing our understanding of the 
connections between the Chinese modern woodblock print movement and 
the popular and artistic visual culture that surrounded it during the 1930s. This 
project, “Woodblock Print Artists and the Academy: New Perspectives on 
Printmaking in 1930s China,” contributes to that goal by analysing under-
studied aspects of woodblock print artists’ early artistic careers in order to 
demonstrate their woodcuts’ formal and thematic connections to works outside the 
accepted canon of influence. The historiography of the Chinese modern woodcut 
movement is highly codified, focusing largely on the writer and cultural critic Lu Xun 
and the works he provided for print artists to emulate. Therefore, art pedagogy 
has generally been neglected in research concerning Chinese woodblock 
printmaking from the 1930s, even though many of the movement’s most 
celebrated figures (e.g., Li Hua, Chen Yanqiao, and Luo Qingzhen) were art 
students in academies in Shanghai and Guangzhou, and some later became art 
teachers. As part of my investigation, I will  address the role of art academies’ training 
of these students, the resulting implications for their stylistic choices in print 
creation, and the potential for unexplored interpersonal and international 
exchange between individuals and publications circulating through these 
academic social circles and physical spaces. 



Gemma Sharpe is a Visiting Assistant Professor at Sarah Lawrence College, New York, 
teaching courses in global and Asian modernisms. She completed her PhD at the 
Graduate Center, CUNY, in 2019. Her work examines modernism in Pakistan in the 
context of postwar internationalism, modern artists’ vexed relationship to the state and 
postcolonial “nation building,” with a particular focus on medium and artists working 
on paper. 

Project 

In 1975, the first annual report of the Pakistan National Council of Arts (PNCA) 
dedicated an entire section to the absence of printmaking from the national art scene. 
The medium “has been totally ignored,” the report stated, because “print-making is a 
process” for which the necessary equipment was not available or manufactured in 
Pakistan. My research examines how printmaking did find a place in Pakistan during 
the 1980s when the department of printmaking at the National College of Arts (NCA) 
received its first ever intaglio press. I focus on the work of printmakers within the faculty 
including Naazish Ataullah, Anwar Saeed, Afshar Malik, and Zahoor ul-Akhlaq, and 
examine their work against the backdrop of the Zia-ul-Haq dictatorship and the various 
internationalist entanglements of their practices and pedagogies. I am interested in the 
department as a site of practice and experiment but also of state and international 
power and its creative resistance. 



Katherine Bruhn is a PhD candidate in the Department of South & Southeast Asian 
Studies at the University of California, Berkeley. Her research interests cluster around 
global modernisms and contemporary visual practice, with a focus on Southeast Asia 
generally and Indonesia specifically. Her dissertation considers processes of world-
making from a subnational position through its examination of the lives and work of 
visual artists associated with the Minangkabau ethnic group in Indonesia. 

Project 

In 1926, a school known as INS Kayutanam was founded in the Indonesian province 
of West Sumatra. Following other models of education alternative to those offered by 
the colonial regime, in particular, the Taman Siswa system established in Java just 
four years earlier, INS was envisioned as a school that would serve the local populace 
and aid in the nationalist movement. From the outset, the arts were a central part of 
this school’s curriculum. However, in contrast to Taman Siswa, which has received 
attention for its contribution to the early history of Indonesian modern art, INS is but a 
footnote. In my research I explore the history of this school, paying particular 
attention to the relationship of its curriculum to the adage, “Nature Acts as our 
Teacher,” which I explain is a key tenant of Minangkabau culture, where Minangkabau 
refers to the ethnic group synonymous with the region where INS is located. In doing 
so, I consider how we might position INS alongside an institution such as Taman 
Siswa in order to add greater nuance to our understanding of the early history of arts 
education in Indonesia while also paying heed to what is the relationship of the 
natural world (alam) to the work of artists in and from Minangkabau both past and 
present. 



Kiko del Rosario earned his bachelor’s degree from the University of the Philippines 
and is currently taking a master’s degree in the history of art at the Universidad 
Nacional Autónoma de México. From 2016 to 19, he was researcher at the Cultural 
Center of the Philippines. He later became founding supervisor of the CCP 
Collections, the center's archive of its materials and resources. In 2021, he was 
shortlisted for the Ateneo Art Awards Purita Kalaw-Ledesma Prizes in Art Criticism. His 
most recent article “Planting a Kiss" was published in the University of the West of 
England Bristol’s Impact Printmaking Journal.

Project 

"Registers of Relief" reflects on the parallel buildout of printmaking, art criticism, and 
the artist monograph as institutionalized practices in postwar Philippines. The study 
essays a horizon that spans Rodolfo Paras-Perez’s graphic, scholarly, and editorial 
work with two professors in Harvard, architectural theoretician James S. Ackerman 
and curator Agnes Mongan, foundational figures in the university's art history 
program and Fogg museum. While the study throws Paras-Perez’s multifarious corpus 
into relief, it also casts back to the recesses of a historical-aesthetic broadened by the 
program and its movers and transmitted to a Philippines at once celebrating colonial 
severance and emerging into autocracy.



Minh Nguyen is a writer, editor, and curator based in New York. Currently Associate 
Arts Editor at Pioneer Works Art Foundation, her writing has appeared in Art in 
America, Frieze, Momus, ArtAsiaPacific, and other publications. She has organised 
exhibitions and programmes at Chicago Cultural Center, Wing Luke Museum, Gene 
Siskel Film Center, Northwest Film Forum, King Street Station, and SOIL Gallery. She 
holds an MA in Modern and Contemporary Art History from the School of the Art 
Institute of Chicago. 

Project 

Though the latter half of the twentieth century saw a shift from the object to idea in art 
across the globe, the dematerialisation of art in socialist and “post-socialist” contexts 
reveal particular social tensions, including struggles against state power. My research 
is focused on the burst of experimental practices—and the revisions to art education 
that it necessitated—after the 1986 Đổi Mới reforms, or Vietnam’s transition to a 
“socialist-oriented market economy.” Examining pedagogical approaches (such as 
talk-based studio critiques) by independent art spaces, I analyse what ideas-based 
training (rather than based on styles or techniques) indicates about reassessments of 
skill and value. Further, this research probes the limits and potential of conceptual art 
as a covert form of free speech, in contexts where free speech’s recognisable forms are 
suppressed. 



Santhosh Kumar Sakhinala is an Assistant Professor of Art History at the Department 
of History of Art, Kala Bhavana, Visva-Bharati, Santiniketan. His research focused on 
art institutions and pedagogy, Craft in India, the history of modern Hyderabad, and 
the politics of public statuary in India. He completed his Ph.D. studying art institutions 
in the 20th century Hyderabad from the Centre for Studies in Social Sciences 
Calcutta. He did MPhil from English and Foreign Languages University, Hyderabad, 
MVA from M.S. University in Art History and Criticism, and BFA in History of Art from 
Visva-Bharati. Previously he taught Art History at the Fine Arts Department, University 
of Hyderabad and College of Fine Arts, Jawaharlal Architecture and Fine Arts 
University. Sakhinala received Arts Research Grant from India Foundation for the Arts 
in 2015, ICSSR fellowship between 2012 and 2015. He published in a few noted 
journals and participated in national and international conferences.

Project

The context of art institutions in the 20th century Hyderabad offers a critical position 
to relook at the history of modern art and art pedagogy in India. The Princely state of 
Hyderabad witnessed a modernisation in the first half of the 20th century whose 
character was distinctly different from that of British India. If the Department of 
Archaeology was established at the beginning (1914), the Central School of Art and 
Crafts was founded at a mature stage of this modernisation by the Nizam’s 
government in 1940. Attached to this official School, an unofficial Hyderabad Art 
Society was started in the same year by the art enthusiasts and administrators of the 
government. While the School drew its syllabus substantially from the existing 
colonial art schools, the structuring of the curriculum and pedagogy was deeply 
impressed by the ideas of Deccani nationalism; these ideas were oriented toward 
preserving and promoting the Deccani culture, heritage, and language. The artworks 
produced by the students in the early years of the School reflect an engagement with 
these ideas. After Independence, Hyderabad was merged with the Indian Union in 
1948, eventually subsuming its specific history and efforts of modernisation into the 
narrative of the new nation. As a result, the School also faced the consequent political 
and administrative shifts after the merger.  

The inception of the Central School opened a discursive space for modern art and 
craft in Hyderabad in the 1940s, prior to which there existed no visible trace of its 
practice. This presentation focuses on the Central School, its inception, and transition 
to suggest that the political and administrative changes affect the pedagogy and its 
ideological configuration.



Shanshan Chen obtained her PhD degree in art history from the University of Hong 
Kong. Currently she is the assistant professor in the School of Fine Arts at Shandong 
University of the Arts in China. She had also studied art history in the graduate 
programs at Princeton University and the University of Iowa in the United States. 

Project 

My research project focuses on Chinese experimental art education in major art 
schools in mainland China from the 2000s to the present. It addresses the critical 
transformation of the rise of experimental art education within the official system at 
Chinese art academies. The project particularly investigates the pedagogical 
methodology and curriculum of the experimental art education at the Central 
Academy of Fine Arts in Beijing, especially its Vanguard Class supervised by Prof. Lv 
Shengzhong, and attempts to reflect on such questions: how to understand the 
experimental art education with “Chinese characteristics” as defined by Chinese 
educational authorities, how its pedagogy and curriculum differ from and transform 
the mainstream of academic realism in mainland China, to what extent the 
experimental art education affects the current Chinese academic system, and how 
experimental art programs contribute to the development of Chinese contemporary 
art.



Sooyoung Leam is a curator and art historian working between Seoul and London. 
Her ongoing research on archives explores intersections between sculpture, 
performance and politics. She studied History of Art at Cambridge University and 
completed her PhD at the Courtauld Institute of Art. Her recent curatorial projects 
include ‘Art Reimagined’ organized by Meta (Seoul, 2022); ‘Actually, the Dead are not 
Dead’ (Seoul, 2021); Gwangju Biennale special exhibition ‘Between the Seen and the 
Spoken’ (Gwangju, 2021). Her texts have appeared in The Sculpture Journal and 
Journal of History of Modern Art, among others. She is currently Assistant Curator of 
the 14th Gwangju Biennale (2023).

Project 

Building on my art historical and curatorial interest, I am keen to explore the 
competing pedagogical histories and developments in the fine art faculties at Seoul 
National University and Hongik University, whose rivalry played an important role in 
shaping the course of the nascent art world in a divided Korea. They not only 
produced trained artists, but influenced the way art was grouped, mobilised, 
exhibited, and historicised throughout the second half of the twentieth century. In 
thinking about art schools, however, I propose to expand the notion to include self-
organised, artist-led educational platforms that emerged in opposition to academic 
schools, as well as cultural centres that served as sites of self-learning. Although the 
dynamics between these “official” and “unofficial” art schools were central to the 
formation of the contemporary cultural landscape of South Korea, their contrasting 
frameworks, pedagogical practices, and artistic significance have rarely gained 
serious historical attention thus far. I believe this long-overdue discussion will help 
unpack the complex relationship between art education institutions and changing 
modes of creative production, as well as address a range of concerns, including the 
impact of colonial legacies and nationalist policies that transcend the national art 
history of South Korea.



Vera Mey is a PhD candidate in the History of Art & Archaeology at SOAS, University of 
London, where she is researching regional tendencies of Southeast Asian art during 
the Cold War eras in Cambodia, Indonesia, and Singapore, paying particular attention 
to intersections of racial plurality. Before this, she spent several years working as a 
contemporary art curator at ST PAUL St Gallery, AUT University in New Zealand, and 
the NTU Centre for Contemporary Art Singapore, among other venues. She is on the 
editorial committee of the peer-reviewed journal SOUTHEAST OF NOW: Directions in 
Contemporary and Modern Art in Asia (National University of Singapore Press). 

Project 

When looking at the pedagogy of modern art in Cambodia, little exists beyond the 
narrative tied to the Royal University of Fine Arts (RUFA). This colonial art school 
opened in 1917, its pedagogy shaped by the French Protectorate aiming to contain 
Khmer aesthetics to its glorious Angkorean past, uncontaminated by modern and 
foreign influences. However, through encountering Buddhist pagoda murals in 
provincial areas, I realised an incredible legacy of painting that sits outside of this RUFA 
narrative. A parallel story emerges around the diffusion of artistic techniques and ideas 
beyond the RUFA pedagogy. By challenging where art education lies, and where it 
exists beyond RUFA, I will investigate the various threads of artistic knowledge-sharing 
within and beyond this formal pedagogy. 



Vishal Khandelwal is a Visiting Assistant Professor at the University of Pittsburgh’s 
Department of History of Art and Architecture, specialising in modern and 
contemporary art, architecture, design, and visual culture with a focus on South Asia. 
His work has been supported by the 2020 Carter Manny Writing Award from the 
Graham Foundation for Advanced Studies in the Fine Arts, a Rackham Predoctoral 
Fellowship (2020–21) from the University of Michigan, and stipends from the 
Decorative Arts Trust and the Rockefeller Archive Center. His article on the textile artist 
Nelly Sethna and her work’s reception between India and the United States is 
forthcoming in The Journal of Modern Craft. Vishal's doctoral dissertation was 
awarded The UC Berkeley South Asia Art & Architecture Dissertation Prize for 2022.

Project 

As part of the Art Schools of Asia programme, I will begin a book manuscript based on 
my doctoral dissertation. The manuscript analyses art and design pedagogy and 
practice at the National Institute of Design in India between 1955 and 1985 
through photography, textiles, architecture, sculpture, film, everyday objects, 
design publications, mass media representations, and elementary design exercises. 
Attentive to the movement of ideas, objects, and people across Europe, North 
America, and India, it places unlikely systems and agents such as the village, 
the developing economy, and the rural craftsperson at the very centre of art and 
design theory to explore how pedagogical exchange, intellectual property 
definition, poverty management, sociopolitical decolonisation, and Cold War 
politics dovetailed with art and design cultures in India beyond the twentieth century. 



Yiqing Li is a postdoctoral fellow at Peking University. She completed her PhD in Art 
History at the University of California in San Diego, focusing on East Asian arts. Her 
dissertation, “On the Path to Chouxiang: The History of Twentieth-Century Chinese 
Abstraction,” explores the historical pattern and aesthetic characteristics of modern 
Chinese abstract art. Her research papers have been published in Modern Chinese 
Literature and Culture (MCLC), Yishu: Journal of Contemporary Chinese Art, and other 
journals. 

Project 

This research explores the Zhejiang Academy of Fine Arts’ (ZAFA) roles in developing 
abstract art in Chinese society during the late 1970s and 1980s—a transitional period 
when China just began to reopen to the world. In the reform and opening up period, 
the ZAFA was the cradle of modern and postmodern art, incubating and spreading 
new art ideas among young artists. The relevant questions that this research seeks to 
explore include: How was abstract art, which had been condemned as a corrupted art 
of bourgeois class in Mao’s regime (1949–78), legitimised in the society of post-Mao 
China? What roles did official art academies—particularly the ZAFA—play in the 
aesthetic and cultural transformations against the backdrop of Deng Xiaoping’s (1904–
97) reform and opening-up policies? How did the ZAFA’s art education contribute to
the shift of art standards from the instrumental values of politics to the intrinsic value of
artistic forms, thus shaping a new understanding of art as a self-referential and self-
sufficient entity? The goal of this project is to delve into the changes in the ZAFA’s
pedagogy and educational reform, and to contextualise the changes in both domestic
sociocultural transformations and China’s diplomatic relations with Euro-American
countries.



Yuliya Sorokina 

Based in Almaty, Kazakhstan, Yuliya Sorokina received her doctorate from the 
Zhurgenov Kazakh National Academy of Arts in 2017. In addition to serving as a senior 
lecturer there, she works a freelance curator, and has organised or co-organised a 
number of projects, including Muzykstan: Media Generation of Contemporary Artists 
for the second Central Asia Pavilion at the 52nd Venice Biennale (2007), and Eurasian 
Utopia: Postscriptum at the Suwon Ipark Museum of Art (2018–19). Her writing has 
appeared in Afterall, Third Text, and many other publications. She established the 
AsiaArt+ Public Foundation in Kazakhstan, and also the Astral Nomads website for 
documenting artists of Central Asia. 

Project 

The art academies in Almaty, Bishkek, Tashkent, and Dushanbe were formed in the 
decades after World War II, with faculty frequently made up of artists seeking refuge 
from the Stalinist regime. Given that nearly all contemporary artists in Central Asia 
graduated from Soviet or post-Soviet universities, I am interested in investigating how 
a unified Soviet education determined the careers of artists in the region, and how 
many have resisted any homogenising effects. Furthermore, with the rise of new 
nationalist identities in the post-Soviet era, I am also interested in exploring the 
subsequent divergences in strategies, programmes, and approaches, and how that has 
impacted the cultural landscapes of the countries in the region. 



Zohreen Murtaza is currently a Lecturer in the Cultural Studies Department at The 
National College of Arts, Lahore. She completed both her BFA and MA (Hons.) Visual 
Art from NCA, where she majored in miniature painting and visual art. Since then, she 
has branched into teaching and writing extensively on art. Zohreen has taught Art 
History and History of South Asian Design courses at NCA. She writes for various art 
publications and daily newspapers. 

Amina Ejaz is a doctoral student at the University of Victoria in the Department of Art 
History and Visual Studies, Canada, with a concentration on contemporary Pakistani art 
history. She has diverse research interests that revolve around postcolonial theory, 
decolonisation, activism, and feminism in Pakistan. Amina completed her Master’s at 
the University of Edinburgh. She joined the National College of Arts, Lahore, as an 
Assistant Professor in the Cultural Studies Department in 2015, where she taught art 
history courses to undergraduates. In addition, she also taught South Asian visual 
culture to MPhil students enrolled in the Cultural Studies Programme. 

Project 

Zohreen Murtaza and Amina Ejaz are currently looking into the archival/colonial history 
of their alma mater, National College of Arts, Lahore, formerly known as the Mayo 
School of Art. They are interested in examining pedagogical discourse pertaining to 
NCA and the complexity of its struggle, particularly in the sixties, to assert a nationalist 
or “modern” identity as an institution. Various colonial experiments under the guise of 
new pedagogies had already left an indelible mark on the institution. Their joint 
archival research attempts to unpack the challenges of constructing an institutional 
ethos centred around claims to a distinct idea of modernity in a postcolonial scenario 
at a crucial juncture in the history of NCA. 




