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CRIT: Art learning since 1987 explores how artists, educators, and communities 
have learned inside, outside, beside, around, and against institutions in 
Aotearoa and beyond. Not all learning happens in the places designated for 
it. In the corridors after class. In workers’ union meetings. In conversations 
becoming infrastructure. In the soft and often unrecognised forms of 
knowledge passed between people over time, and the ongoing negotiation 
of how to live with others. CRIT explores examples of how learning emerges 
not only through formal instruction, but through visitation, critique, movement, 
friendship, collective labour, and cultural continuity. This exhibition considers 
pedagogical forms that exceed institutional capacity to fully contain or authorise 
knowledges.

The exhibition takes 1987 as a starting point, the year Artspace Aotearoa was 
founded and neoliberal reform consolidated itself within New Zealand. Across 
the late 1980s and early 1990s, education was increasingly recast through 
economic rather than social imperatives. Tertiary education shifted from 
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something publicly held towards something privately financed, increasingly 
accumulated and carried as debt. 

Arts education has always sat awkwardly within this idea that education should 
justify itself primarily through economic outcomes. Unlike disciplines able to 
more readily articulate their economic function, arts learning often produces 
forms of attention, criticality, relation, uncertainty, and experimentation that 
resist direct translation into labour. While the value of arts education has often 
exceeded economic measures, access to it has never been equally shared. Art 
schools may never have existed fully outside economies of prestige, exclusion, 
and professionalisation. Whatever freedoms they offered were often unevenly 
distributed and contingent upon who could access them. 

CRIT: Art learning since 1987 takes Brazilian educator, philosopher, and 
critical pedagogue Paulo Freire’s understanding of education as a practice of 
freedom as one of its conceptual orientations. Learning is considered not as the 
delivery of knowledge, but as a collective process of becoming conscious of the 
conditions that shape our lives. For Freire, education is never neutral. Education 
either reproduces the world as it is, or participates in its transformation.
Since 1987, the conditions for collective and transformative learning have 
become increasingly unstable. Even as tertiary fees rose, university enrolments 
and student borrowing continued to expand. Education became increasingly 
necessary as work became more precarious and qualifications more 
economically compulsory. While similar pressures in other contexts produced 
autonomous schools, self-organised academies, and alternative pedagogical 
infrastructures, in Aotearoa alternative approaches often appeared differently: 
in the form of critiques, reading groups, artist-run spaces, workshops, 
publishing projects, shared studios, and friendships.  

Rather than isolate singular positions or provide a linear history, CRIT is 
organised through five prepositions—inside, outside, beside, around, and 
against. These relational terms orient the exhibition’s case studies, artworks, 
archival materials, pedagogical models, experiments, and events, toward the 
university, academy and the ideological frameworks that continue to shape 
artistic learning. The prepositions are not intended as fixed categories and 
like the case studies they organise, they overlap, shift, and collapse into 
one another: artist-run spaces become institutionalised, universities absorb 
critique, resistance becomes professionalised, informal learning hardens into 
infrastructure.

Inside considers forms of learning working through institutional structures 
and inherited frameworks. Outside attends to practices that refuse, leave, or 
exceed institutional terms. Beside gathers parallel or adjacent forms of learning 
that operate near the institution without fully belonging to it. Around traces the 
social, political, and infrastructural conditions that shape learning indirectly. 
Against focuses on practices of critique, pressure, resistance, and refusal.
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Within Lana Lopesi’s case study of outside, visiting emerges as a pedagogy 
of reciprocity, relation, and return, across communities and cultural contexts. 
Through Emil Scheffmann and Abigail Aroha Jensen’s exploration of beside, 
critique becomes an object of study in its own right: its histories, rituals, 
languages, power structures, and pedagogical assumptions are diagrammed, 
historicised, and made available for collective reflection. Te Wānanga o 
Aotearoa presents its own history, through archive and artworks from its 
collection. This case study of around positions Māori-led education not as 
an alternative to the university, but as a living intellectual tradition whose 
genealogies, methods, and modes of transmission both precede and exceed 
institutional authority. 

CRIT does not propose a singular future for art learning, nor position Artspace 
Aotearoa outside the conditions it examines. Instead, the exhibition approaches 
the institution as one learning site among many: contingent, implicated, and 
continually reshaped through artistic practice, collective inquiry, and social 
exchange. Through artworks, case studies, and overlapping pedagogical 
forms, CRIT suggests that learning is never fully authored or contained by the 
institution, but continually negotiated through critique, relations, resistance, and 
collective experimentation.  
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Beside 
next to the institution, parallel but 
not subordinated; co-existing as a 
counter-site.
 
1a.
Research contribution by 
Abigail Aroha Jensen and Emil 
Scheffmann	
The critique, various locations 
globally, unknown–ongoing.
Synopsis; permanent marker, paper collage on 
white board, 2400 x 4800 mm.
 
Commissioned by Artspace Aotearoa.

 
1b. 
Alex Martinis Roe  
A story from Circolo della rosa, 
2014
Single-channel HD video, colour, audio, 
8’18” looped, poster.
 
Activating the artist’s research, this 
film traces the story of two experimental 
historians who worked together on feminist 
pedagogical experiments in the late 1980s in 
Milan.
Courtesy the artist, Laura Minguzzi, Marirì 
Martinengo, and the Milan Women’s Bookstore 
Collective Archive. 

1c.
Sam Thorne
School: A Recent History of 
Self-Organized Art Education, 
Sternberg Press, 2017
195 Page book in video form, 30’00” looped.
 
This publication, through conversations 
with initiatives located in London, Lagos, 
Mexico City, Ramallah and others, platforms 
self-organised art education initiatives 
since 2000. 
Courtesy the author.

Outside 
beyond the institution, developing 
practices that refuse or exceed its 
terms.

2a.
Research contribution by Lana 
Lopesi  
The visitor/visiting, various 
locations in Te Moana-nui-a-Kiwa 
and beyond, unknown–ongoing.
Synopsis; essay; poster.
 
Commissioned by Artspace Aotearoa.

2b.
Atarangi Anderson
Te Ao marama, 2023
Muka, aute, pounamu, 1200 x 1100mm. 
 
Courtesy the artist and Grace Aotearoa.

2c.
Thies Vaihū
Tāwhai-An exploration of 
Whakapapa and process, 2026
Muka, aute, paru, 1200mm x 1100mm. 
Anderson taught Viahū how to work with aute 
in a continuing line of tuakana-teina. 

Courtesy the artist. 

These kākahu are a result of this ongoing 
exchange and were worn by the artists at 
their graduation ceremonies.

Inside 
within the institution, working with 
and through its structures.

3a.
Research contribution by Andreas 
Müller
Freies Fach, University of Art, 
Berlin, 1995–2000.
Synopsis; facsimile of archival 
photographs; audio conversation with Jesko  
Fezer and Katja Reichard, 50’04” looped; 
cassette tape with play list 90’ 00”.



3b.
Build your dream art school 
workshop, 18 July 2026

Models made at a workshop where 
participants were invited to design 
their dream art school using clay led by 
architect Andreas Müller.

Fiona Connor  

3c.
Drawing something under itself, 
#24, 2023
Knoll stacking chair, drawing board, 
graphite pencil on archival paper.
 
Courtesy the artist and Coastal Signs.

3d.
Weights, 2026
Six elements, life-size: pens x 2: 25 x 
20 x 20mm, masking tape: 100 x 100 x 30mm, 
scissors: 220 x 55 x 10mm masking tape: 90 
x 90 x 25mm, clog (right foot): 225 x 80 x 
100mm.
 
Fiona Connor’s ongoing exploration of the 
politics of space, inserts itself into the 
institutions that both educate artists and 
present their work often in the tone of a 
shadow in order to reconsider standard roles 
and behaviours. 
Courtesy Jim Barr and Mary Barr.

Around 
surrounding or circumnavigating 
the institution, shaping its 
conditions indirectly.

4a.
Research contribution by Aisha 
Roberts
Te Wānanga o Aotearoa, Te 
Awamutu and various locations 
across Aotearoa New Zealand, 
1986–present
Synopsis; artworks from Te Kōpuni Kura, 
Collection of Te Wānanga o Aotearoa; 
newspaper clippings; facsimile of 
photographs; facsimile of bank loan; 
tracksuit; books.

4b.
Chris Bryant-Toi
E kore e kitea, 2006
Enamel on wood, four elements each 1000 x 
1700 x 40mm. 

4c.
Georgia Larkins-Tareha
Awe (Papatūānuku, Hineahuone, 
Hineteiwaiwa), 2017
Harakeke, kereru feathers, parrot feathers, 
tui feathers, muka, weka feathers, alpaca 
fleece, dyes (tanekaha bark) waxed cord, 
dyes; kauri, custom wood, black spray paint, 
paua, paua laminate, three elements each 200 
x 40 x 40mm.
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4d.
Margaret Aulll
No One Listens, 2003–2004
Acrylic on paper, 1970 x 2380 mm. 

4e.
Pākāriki Harrison 
Rongo, 2003 
Wood, paua inlay, 1000 x 270 x 320 mm. 
 
These artworks express the whakapapa of 
Te Wānanga o Aotearoa and the role mahi 
toi played in its emergence and evolving 
purpose as a major education provider in 
Aotearoa. These works acknowledge its 
founding leaders, the role of struggle in 
its formation, key media, as well as the core 
values of resilience and aroha. 
Courtesy Te Kōpuni Kura, Collection Te 
Wānanga o Aotearoa.

4f.
Jef Geys, Regine Clauwaert 
Kunstzaken, Vlaamse Radio- en 
Televisieomroeporganisatie (VRT), 
1984
Single channel video, colour, audio with 
subtitles, 5’16” looped. 
 
Jef Geys was interviewed by Clauwaert on 
the Flemish television programme Kunstzaken 
on the occasion of his curated exhibition 
of modern art held at Balen High School, 
Flanders.
Courtesy of the Estate of Jef Geys. 

Against 
in resistance to the institution, 
pressuring, critiquing, or 
destabilising its logics.

5a.
Research contribution by Edith 
Amituanai
Samoa House Library, Tāmaki 
Makaurau Auckland, 2019–
present
Synopsis; vinyl sticker of photographic 
print; photographs; media clippings, 
submissions to University of Auckland; 
books; furniture.

5b.
et al.
readymade utterances, 2021
Acrylic paint, pencil, liquitex, oil stick, 
blind,adhesive, 2120 x 2025 mm.
 
Testing the limits and standards of 
administered life, et al. often presents 
familiar materials and languages as capable 
of misbehaving in order to push against 
accepted authority structures. 
Courtesy the artist and Lett Thomas.

Crit sessions 

6.
Elvis Booth-Claveria, Millie 
Dunstall, Keciano, Liam Philp, 
Nathan Wilson

These artists were selected by an open call 
to present their work within this exhibition 
for a two week period. Testing out their work 
in a public forum, they each participate 
in a public Crit session and have the 
opportunity to renegotiate the way their 
work is presented in response to the public 
exchange.



Atarangi Anderson descends from Te Aitanga a 
Hauiti and Ngāti Hauiti. She is an artist and 
aute maker and holds a Bachelor of Creative 
Enterprise and a Master of Creative Practice 
from Unitec. 

Thies Vaihū of Tainui, Ngati Whaua kaipara, 
and Tonga is a kiriaute practitioner based 
in Te Henga who was taught by Atarangi 
Anderson. Vaihū has gone on to further 
research special interest in cultivation of 
pa aute. 

Maragret Aull is of Ngāti Tūwharetoa, 
Te Rarawa, and Fiji and is an artist, 
curator, and project manager. Aull began 
her formal art education at Te Wānanga o 
Aotearoa in 2002, where she currently works 
as a Programme Developer at Te Wānanga o 
Aotearoa.

Elvis Booth-Claveria is a Pākehā, Chilean 
artist from Te Papaioea, Manawatū, currently 
based in Te Whanganui-a-Tara Wellington. 
They work across performance, video, 
sculpture, and installation. 

Chris Bryant-Toi of Ngāti Porou, Ngāti 
Ruawaipū is a contemporary Māori visual 
artist, educator, curator, and writer living 
in Heretaunga. Recognised for his large-
scale public sculptures, Bryant-Toi was 
a Kaiako of Te Wānanga o Aotearoa at the 
Toimairangi campus for many years.

Fiona Connor has taught at UCLA Department 
of Art’s M.F.A Program, ArtCenter College 
of Design Yale School of Art and others. She 
is currently on Faculty in the Department of 
Art at UC Riverside in California. 

Millie Dunstall is an artist from Waihi, 
based in Tāmaki Makarau Auckland. Dunstall 
completed a BFA with First Class Honours in 
2021, graduating from Massey University Toi 
Rauwhārangi, Pōneke Wellington.

Jef Geys (1934–2018) initiated the programme 
‘positive aesthetics’ in which he developed 
collaborative art projects with students 
and presented canonical artworks, loaned 
from national museums, in the hallways and 
corridors of the school. 

Dr Pākāriki Harrison (1928–2008) of Ngāti 
Porou ki Heretaunga is one of New Zealand’s 
greatest contemporary tohunga whakairo. 
He lead the O-Tāwhao Marae Project and was 
instrumental in establishing whakairo as a 
core subject at Te Wānanga o Aotearoa.

Abigail Aroha Jensen is an artist based 
in Kirikiriroa, Hamilton. She was the New 
Zealand representative for the Gasworks 
residency in London in 2025, as well as the 
Caselberg Trust Summer Resident at Blue 
Oyster Art Project Space in 2025.

Emil Scheffmann is a gallerist and educator 
based in Tāmaki Makaurau. He is the 
Director of Grace, a gallery dedicated to 
representing early-career artists from 
across Aotearoa. 

Keciano is a Samoan painter and illustrator 
based in Tāmaki Makaurau Auckland. His 
latest solo exhibition BLUE, 2024 at 
Wheke Fortress continued and expanded on 
these current notions, aiming to address 
sociological ideas through abstractions of 
his figurative forms.

Georgia Larkins-Tareha is of Rangitāne, 
Ngāti Raukawa, and Ngāti Tūwharetoa. 
Larkains-Tareha is an artist, weaver, and 
educator based in Palmerston North who holds 
a Bachelor of Māori Visual Art. 

Lana Lopesi of Sāmoa is a scholar and author 
from Tāmaki Makaurau, who lives and works 
in Eugene, Oregon. She is author of False 
Divides (2018), Bloody Woman (2022) and 
co-editor of Marinade: Aotearoa Journal of 
Moana Art.

Alex Martinis Roe is an artist researching 
genealogies of feminist political practices 
of difference through film installation, 
publications and dialogic events. She is 
the author of To Become Two: Propositions 
for Feminist Collective Practice (Berlin: 
Archive Books, 2018) and in 2018 was awarded 
the Future of Europe Art Prize. 

Andreas Müller is an architect and together 
with his peers he established the Freies 
Fach at the University of Art, Berlin in 
1995. Műller was a co-founder and publisher 
of the architecture magazine An Architektur 
(2000–11) and co-founder of Berlin studio 
Kooperative für Darstellungspolitik where 
he continues to practice. 

Liam Philp was raised in Whakatū Nelson and 
now lives in Tāmaki Makaurau Auckland, where 
he is completing an MFA at the University of 
Auckland. 

Samoa House Library (SHL) is an independent 
art library and alternative education 
platform located on Karangahape Road within 
the historic Samoa House building in Tāmaki 
Makaurau Auckland. 



artspace-aotearoa.nz

Te Wānanga o Aotearoa is one of Aotearoa 
New Zealand’s largest tertiary education 
providers and the country’s largest 
indigenous tertiary educator. 

Sam Thorne is a curator and writer based in 
London. He is currently Director General of 
Japan House London. In 2012, he co-founded 
Open School East and in 2017, he published 
School: A Recent History of Independent Art 
Schools (Sternberg Press).

Nathan Wilson is a Pākehā artist and writer 
from Tāmaki Makaurau Auckland, whose 
practice explores the relationship between 
art and ideology. 

et al. is an Aotearoa New Zealand artist 
collective. et al. is an abbreviation for 
et alia, which in Latin translates to ‘and 
others’. Prior to the formation of the 
collective in 1999, collaborators p Mule, L. 
Budd, Lionel B, Merit Groting, CJ (Arthur) 
Craig and Sons, and Minerva Betts, among 
others (including initially a biographical 
name), had been active from the mid-1970s. 
The collective works in Tāmaki Makaurau, 
Auckland.

For full biographies visit  
artspace-aotearoa.nz/exhibitions/crit-art-
learning-since-1987
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Events

Saturday 18 July, 12–2pm  
Clay workshop: Build your dream 
art school

Thursday 23 July, 6–7pm
Crit sessions: Liam Philp 

Thursday 6 August, 6–7pm
Crit sessions: Nathan Wilson

Saturday 8 – Saturday 22 August
AUT Prize presentation: Heidi 
Henshaw

Friday 14 – Sunday 16 August
AGENCY: A curatorial intensive in 
three questions How do I learn? 
How do I act? How do I imagine?

Wednesday 19 August, 6–7pm
Question time: Lecture by 
Kimberley Moutlon

Thursday 20 August, 6–7pm
Crit sessions: Elvis Booth-Claveria 

Wednesday 2 September 6–7pm
Deep dive: Lecture by Atarangi 
Anderson 
 
Thursday 3 September, 6–7pm
Crit sessions: Keciano  

Thursday 17 September, 6–7pm
Crit sessions: Millie Dunstall
 
Saturday 26 September 1–2pm 
Open Forum: A school beside the 
school? 

Every Tuesday, 10am–12pm
Low-sensory hours

 
To learn more about these events, visit 
artspace-aotearoa.nz

To request a tour for your group contact 
info@artspace.org.nz
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The annual question  
Which history? 

Each year Artspace Aotearoa sets 
one question which our exhibitions 
and events orbit in the company of 
artists and audiences. Across the year, 
we explore what this question offers 
us and what artworks and their authors 
can weave together. In 2026, we ask 
“which history?” 

In her essay “Twitch” Tina Makereti 
begins with an early childhood 
memory, where questions about “where 
do I come from?” lead her to go out into 
the dark night with her father and study 
the moon. Folding this memory into 
her now decades of lived experience 
she clarifies the consideration: “The 
internal world: the external world. 
How do we know our place in the 
universe?”1 She answers this question 
with the word whakapapa. The essay 
goes on to unfold whakapapa as 
a practical, poetic, and embodied 
framework to consider and equally 
discover ourselves in the world. This 
unfolding of whakapapa enlivens 
a sense of time—and therefore also 
history—as something that does not 
happen to us, but something we are 
braided into as co-creators. In this 
paradigm we are both receptacles and 
actors who move within an arena. 
Whakapapa provides a dynamic and 
Aotearoa-specific lens to consider this 
toggling between actor and receptacle 
within society. This toggling activates 
the consideration: how can I act fully 
toward my place in time? How can I act 
in lively conversation with history?

1 Tina Makareti. “Twitch”, This Compulsion in Us. (Te Herenga 
Waka Press, 2025), pg 57.

Being ‘in time’ in the embodied way 
that whakapapa encourages is also 
a way of describing context. That is 
to say, what are the circumstances that 
impact the environment in which I find 
myself and my capacity to understand 
that? As a leading forum and platform 
for contemporary art, Artspace 
Aoteaora must necessarily scrutinise 
its own context, the arena and the 
frameworks in which it operates. Since 
2023 we have approached one question 
at a time to do this, drawing a line 
between the work we do, artists who 
inspire, artworks that catalyse, and 
the world in which we live. So far we 
have probed three areas of life: body, 
territory, and language. Each of these 
areas came with their own conventions 
and boundaries that encircle much of 
daily life: assumptions around private 
and public space, division of labour, 
and which words are used where. These 
very same conventions, established 
over time and through repetition, play 
a significant role in our individual 
capacity to participate in our context. 

These conventions are deeply bound 
to and informed by history. They span 
the what, how, and who of documenting 
and sharing ritual, experiences, 
and lives. In asking “which history?” 
we test history as an open form, 
insisting—like many other forms—
that it is malleable, with multiple 
versions, available for interrogation 
by artists, writers, critical thinkers, 
and indeed, our organisation. After all, 
nothing is ever really closed, not even 
history. Our programme approaches 
the paradox of history: the certain 
value of standardised operations and 
methods within Western frameworks 



 at the same time as exploring the 
friction, the jouissance, that the 
expanding of tones and tenors, bring 
to bear. In the 2026 programme we 
tackle Indigenous sovereignty and the 
colonial experience; so-called minor 
histories; art education—arguably 
the crucible of the contemporary 
art context and perspectives from 
emergent artists working in Tāmaki 
Makaurau today. Across 2026, we also 
consider the organisation’s legacy and 
the metaphorical and physical ways 
we can reconsider our own standards 
of behaviour. 

At the heart of Yolande Zola Zoli van 
der Heide’s November 2025 lecture 
That Time You Were Not There 2 
was that as artists, curators, writers, 
and other engaged society members 
it is essential to understand that 
“our horizon is not the institution. It 
is elsewhere, and otherwise.” Implied 
in the consideration of “which 
history?” is a sister question that 
expands the horizon, bends it ever 
so slightly: “which future?” Through 
an intergenerational programme 
of activity that includes painting, 
performance, film, sculpture, 
workshops, tours, symposium, and 
much more, we scratch into both sides 
of the temporal coin, seeking out 
continuity rather than fragmentation.

If the Artspace Aotearoa mission 
is to explore contemporary life, led 
by artists, it feels timely in a world 
characterised by tumult and an ever 
flattening of nuance to look at how 

2   This lecture was held at Artspace Aotearoa as part of 
the Creative New Zealand Toi o Aotearoa Te Manu Ka Tau 
International Visitors Programme.

we got here. The 2026 programme 
invites audiences to engage through 
a holistic lens that includes the 
deep ungraspable time of spiralling 
whakapapa, that moon gazed at 
by a young child, our current moment, 
and where we see ourselves tomorrow 
and beyond. In asking “which history?”  
Artspace Aotearoa casts out a hopeful 
call to the endless possibility for the 
critical and creative imagination to 
play an essential role in shaping what 
comes next.

Kaitohu Director, Ruth Buchanan 
January 2026

 
 
 
 
 
 
 
 
 
Bibliography

Rachel Buchanan. Te Motonui Epa 
(Wellington: Bridget Williams Books, 
2022).

Annie Ernaux. The Years (London: 
Fitzcolorado, 2018).

Carl Mika. Indigenous Education and 
the Metaphysics of Presence: A Worlded 
Philosophy (Oxfordshire: Routeldge, 
2017).

Diane di Prima. Revolutionary Letters. 
(London: Silver Press, 2021).



Each year Artspace Aotearoa asks one 
question. Across the year, this question is 
explored by artworks, artists, and audiences. 
In 2026, we ask, “which history?” You can 
think of our annual exhibition programme 
as a connected inquiry, in four parts and 
with many possible answers. Join us.

2026
Which history?


