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Abstract 
 
 
This is the first in-depth study of art museum educators in Aotearoa New 
Zealand. It seeks to understand and explain their practices, philosophies and 
pedagogies.  
 
It begins by revealing the history of art museum education in Aotearoa New 
Zealand in general, and more specifically at the Auckland Art Gallery Toi o 
Tāmaki and the Christchurch Art Gallery Te Puna o Waiwhetu. 
 
Using inductive processes, historical methods, grounded theory methods and 
ethnographic approaches, in particular, direct observation, semi-structured and 
unstructured interviews, and auto-ethnography, the research observes, 
documents, and analyses the practices of educators, the policy context and the 
politics of pedagogy in the two sites. 
 
The study identifies three main features which together constitute art museum 
educators’ praxis: typologies of pedagogical practice; the prevalence of 
signature pedagogies; and two discourses – one which affirms and reproduces 
the authority of the art museum; the other, a transformative and critical 
pedagogy that opens new spaces for art museum education practices.  
Paradoxically, although the transformative discourses and critical pedagogies 
are ephemeral, fragile and rare they are apparent only in the presence of 
signature pedagogies. 
 
The study also examines the complex nature of resistant and constructive forms 
of art museum educators’ agency.  It maintains that signature pedagogies and 
the logic of practice have deep historical associations that continue to support 
the political economy of the art museum.   
 
The study posits that it is possible to work within the tensions of different 
pedagogical epistemologies and ontologies if a new concept of public pedagogy 
is invoked.  Understanding public pedagogy merely as educational activities in 
informal, institutionalised spaces does not account for the complexities revealed 
in this research.  Therefore, the thesis suggests that public pedagogy in the art 
museum is a dialectic space that keeps both signature and critical pedagogies in 
a series of dynamic, emancipatory relationships where transformation can be 
contemplated and, eventually, enacted. 
 
Conceptualising public pedagogy thus suggests that awareness of predominant 
and transformative discourses and how pedagogical practices are interrelated 
with them is crucial to both practitioners and policy-makers.  
 
Understanding – and activating – the concept of public pedagogy provides both 
the practical means and a theoretical construct to ensure that art museum 
educators can deepen the community’s understanding of, and critical 
engagement with, art and art museums more effectively.  
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Accession number C1998/1/30 
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Reproduced with permission Auckland Art Gallery Toi o Tāmaki 
         330 

 
7.13  From the Interventions series. Kenehi 
  He slowly gropes his way along the wall and stops 
  Still from video footage taken by S.F. Abasa, 2005   332 
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which is positioned directly in front of him.  The image of Kenehi is 
above and dwarfs him 
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7.15  The young man, now at centre stage, kneels again, bends forward and  
  feels in  front of him.  He raises a rough, handmade sign made of  
  cardboard.  On it are the words: WHAI TE AO in large capitals.  He  
  shows this to the audience 

 Still from video footage taken by S.F. Abasa, 2005   334 
 

7.16  Under the projected image of Kenehi, in the dim light, he finds  
his place and appears to write, while saying the words over and over 
again… 

 Still from video footage taken by S.F. Abasa, 2005   334 
 
7.17 The young man kneels, his back to the audience. He removes his 

blindfold. Light floods the stage. 
  Still from video footage taken by S.F. Abasa, 2005   336 
 
7.18   He turns to the audience 

There is a long silence… and then, applause  
  Still image from video footage taken by the author, 2005  336 
 
7.19 A young boy comes up to the actor, salutes and then shakes hands before 

joining his classmates.  
  Still from video footage taken S.F. Abasa, 2005   341 
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  Accession number 2004/33 
  Auckland Art Gallery Toi o Tāmaki, gift of the Patrons of the 
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Reproduced with permission of Auckland Art Gallery Toi o 
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7.21   Colin McCahon, Teaching Aids, 2 June 1975 
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Reproduced with permission of Auckland Art Gallery Toi o 
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7.22  Tony Fomison, Self portrait, 1977 
  Oil on board 580 x 850 mm 
  Accession number 1978/26 
  Auckland Art Gallery Toi o Tāmaki Purchased 1978    

Reproduced with permission Auckland Art Gallery Toi o Tāmaki  
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7.23   Jo Torr, The Gauguin Gown 2001 
  Printed and unprinted cotton, plastic flowers, shells, straw hat  
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  Accession number 2004/16 
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Reproduced with permission of the artist and Auckland Art 
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Terms 
Art museum(s) and art gallery(ies) are used interchangeably.  The latter is used more 
frequently in New Zealand.  The term is applied to institutions with a permanent 
collection. 
 
 
Te reo Māori  
Many Māori words are in common usage in New Zealand English.  They have not 
been italicised or translated.  A glossary is included immediately following this 
guide.  
 
Where macrons are not used in a source text, they have not been added. 
 
 
Use of Foreign Words 
Foreign words that have become common in English are not italicised e.g. raison 
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ACC   Auckland City Council 
AGNSW  Art Gallery of New South Wales 
AGMANZ  Art Galleries and Museums Association of New Zealand 
CAG   Christchurch Art Gallery Te Puna o Waiwhetu 
CCC   Christchurch City Council 
CCNY   Carnegie Corporation of New York 
DBAE   Discipline Based Art Education 
ICOM   International Council of Museums 
ICOM-ICOFOM International Council of Museums – International Committee 

for Museology 
CECA   Committee for Education and Cultural Action (a professional  
   committee of ICOM) 
LEOTC  Learning Experiences Outside the Classroom  
MCA   Ministry of Cultural Affairs 
MCH   Ministry of Culture and Heritage Manatū Taonga 
MSD   Ministry of Social Development Te Manatū Whakahiato Ora 
MEANZ  Museum Education Association of New Zealand 
MLA   Museums, Libraries, Archives Council (United Kingdom) 
MoE   Ministry of Education (New Zealand) 
MoRST  Ministry of Research, Science and Technology (New Zealand) 
MU   Museum of New Zealand Te Papa Tongarewa – Archives 
NAG   National Art Gallery, Wellington 
NZMJ   New Zealand Museums Journal 
NEF   New Education Fellowship  
NGV   National Gallery of Victoria, Melbourne, Australia 
NZAGDC  New Zealand Art Gallery Directors’ Council. 
NZCER  The New Zealand Council for Educational Research 
OED   The New Shorter Oxford English Dictionary (2 volumes) 
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Glossary of Māori Words 
 

Source:  The Reed Dictionary of Modern Māori (2001); Te Aka Māori; English-Māori 
Dictionary 
      
aroha love, sympathise 
harekeke flax 
kahawai kahawai – Arripis trutta (fish 

species) 
kaiārahi guide, leader 
kaitiaki custodian; caretaker 
kaiwhakahaere  general manager, executive officer 
kaumātua elder 
kawa whakaruruhau  systems of protection 
kōhanga reo  Māori pre-school; language nest 
kōwhaiwhai visual art, painted scroll pattern 
kura kaupapa Māori primary school 
mana integrity, charisma, prestige 
mana whenua trusteeship of land 
mihi whakatau ceremony of welcome   
Ngā Upoko Rūnanga ki Waitaha the Council of Ngāi Tahu 
pā stockade 
Pākehā non-Māori, Caucasian, New 

Zealander of European descent 
rāhui embargo; protect; temporary 

prohibition 
rangatahi youth; younger generation 
rangatiratanga  sovereignty 
rohe territory 
tamariki children 
Tangaroa guardian of the sea 
tangata whenua local people; people born of the 

land 
tāniko embroidered or woven border 
taonga treasure 
taonga pūoro traditional Māori wind instrument 
Te Hokinga Mai the exhibition Te Māori on its 

return to Aotearoa; the 
homecoming 

te reo Māori the Māori language 
Te Wai Pounamu the South Island 
tikanga custom 
tikanga-ā-iwi cultural practice, tribal custom 
tikanga-rua bicultural 
tōpuni dog skin cloak 
tūpuna ancestor 
waharoa gateway to pā 
whakapapa genealogy 
wharenui large house 
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