Lana Lopesi
with the Visiting Curators

Visitations

A call and response can make a visitation.
When I create a visitation, it is a remembrance
of an old futuristic way of relating to place, non-
human persons, and each other. I have a sense
of the sovereignty of a place before we arrive,
a sense that it will continue long after I have
left—so my presence is meant to play a good
part. Practicing visitation in a good way can be
overshadowed, overburdened by the habits of
touring, of settlement, of occupation. Visitation
is the way that we come together to comment
on our togetherness, to attend to the changes
afforded by time and our own agency. When 1
practice visitation, I am not visiting you. I am
visiting our children’s future homelands. I am
their guest, not yours.

— Tuck and Recollet 2018, p. 11

In ‘Visitations: You are Not Alone’ Eve Tuck
(Unangax) and Karyn Recollet (Cree), write about
visitations as something that is both created and also
practiced. This emphasis highlights how visitation
is an act that people choose to do, and that choice
is repeated over time. These repeated acts, as they
assert, offer an opportunity to “comment on our
togetherness” and to work toward a futurity. As
they note when they visit places, they are the guests
of the homelands in the future rather than any
individual person doing the hosting. Switching the
emphasis to visiting future places rather than only
visiting specific people considers a visitor’s impact
in more-than-human environments, reminding us
of the long-term nature of visiting practices into the
future. The above excerpt was published in an essay
commissioned for the catalogue of #CallResponse a
multi-year project that included five site specific
art commissions and a touring exhibition which
opened at Grunt Gallery in Vancouver BC. The

This case study focuses on visiting as pedagogy and loosely
outlines an unbound collaborative network of Indigenous
artists, curators, scholars and writers who continuously
choose each other across various projects and institutional
capacities. Visiting offers a spatial and relational case study
of arts education ‘outside’ that evades being fixed within
academic and art institutions while moving through them. A
proper noun would make this case study easier to describe,
but slippery-ness is also the point. | follow the format of
Teresia Teaiwa’s (Banaba, Kiribati) ‘L(0)osing the Edge’
published by The Contemporary Pacific in 2001 where she
too employs slippery-ness as she considers knowledge
from, between and on the edge.

In this study, visiting is organized around but not
limited to the Visiting Curators who gathered in Artspace
Aotearoa in 2019. When the Visiting Curators—Sarah
Biscarra Dilley (yak titYu titYu yak tithini Northern Chumash,
Chicana), Freja Carmichael (Quandamooka), Léuli Eshraghi
(Samoa, Iran, Guangdong), Tarah Hogue (Métis, Dutch
Canadian) and Lana Lopesi (Samoa)—gathered in Artspace
Aotearoa, it was in the middle of a curatorial collaboration
that resulted in three exhibitions The Commute (2018),
Institute of Modern Art; Layover, Artspace Aotearoa; and
Transits and Returns (2019), Vancouver Art Gallery. As the
exhibition titles evidence, this trilogy drew on Indigenous
practices of visiting that have existed forever to frame
our ethical responsibilities to place, each other as global
Indigenous arts workers, and the artists we learnt from.
More importantly than just an exhibition thematic, visiting
was pedagogy, a method for our collective learning,
bringing knowledge, histories and intellectual genealogies
into each visitation.

Before | recount the story of the Visiting Curators
(one version of that story to be specific), it is important to
state that before our series of visitations with each other,
the five of us already belonged to intellectual genealogies
that involve histories of visiting with communities, places,
scholars and artists. Exhibition, residency, and publication
histories are important to the origination of the Visiting
Curators. For example, the Indigenous Art Journal residency



project was led by curator Tarah Hogue (Métis, at Banff, exhibitions like #callresponse at Grunt Gallery
Dutch Canadian) along with artists Maria Hupfield and Lei-pa at ST PAUL St Gallery, publications like

(Anishinaabek, Wasauksing First Nation) and Tania Sakahan: International Indigenous Art and Unofficial
Willard (Secwépemc). The essay itself, in addition (the pre-curser to Marinade: Aotearoa Journal of Moana
to being a catalogue text for the project, is also the Art) should be considered as part of the constellation of
final in a trilogy of essays co-authored by Tuck about the Visiting Curators. Each of these examples too have
haunting that also include ‘A Glossary of Haunting’ their own genealogies and histories of visitations that
with C. Ree, and ‘Before Dispossession, or Surviving informed them, shaped by numerous people and previous
It with Angie Morrill (Klamath Tribes) and the exhibitions, publications and visitations. It is not my goal
Super Futures Haunt Qollective. In describing the to provide a comprehensive art history here, rather | wish
context for ‘Visitations: You are Not Alone’ we begin to gesture to the immeasurable history of visiting that pre-
to map out overlapping intellectual genealogies that exists the specific visitations below.

undoubtedly involved the practice of visiting across

territories and institutions in the service of ideas. *

In the essay, ‘Before Dispossession, or Surviving It’

the authors locate visitations as hauntings by people The Visiting Curators first gathered after being called
outside to settler colonialism. They are fugitive to together by Léuli Eshraghi in 2017 to work toward a project
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Left: The Visiting Curators. L-R: Tarah Hogue, Freja Carmichael, Lana Lopesi, Léuli Eshraghi and Sarah Biscarra Dilley. Photo of a photo
of the Visiting Curators during the install of The Commute, Institute of Modern Art, 2018. Photo credit: Sarah Biscarra Dilley. Right: The
reading room in The Commute, an intentional space for learning, visiting and resting. Photo credit: Carl Warner.

the settler colonial state, because visitations as they at the Institute of Modern Art (IMA) in Brisbane, Australia.
describe them belong to family, places and traditions. The timing of that project at the IMA coincided with the
“Visitations”, they write “reinforce connections, 9th Asia Pacific Triennial of Contemporary Art (APT9) at
create new ones, disrupt expectations. Visitations QAGOMA also in Brisbane. Big exhibitions like those ones
are not settling, they are not colonial exploration. also shield many critiques, and it felt, to me anyway, with
Visitation rites. Visitation rights. Visitation writes” that timing like we were being positioned as a response to
(Morril et. al., 2016, p. 17). APTo.

In this column, I visit with the ideas and Through a series of intentional visits with each
words of Tuck, Recollet, Morill, Super Futures other, we sidelined institutional pressures around the
Haunt Qollective, their collaborators, and other project and instead began to learn about each other and
Indigenous scholars to think about visiting as ourselves. As Eve Tuck writes, “Intentionally seeking visits
pedagogy within an art education context. Visiting invites learning” (p. 3), and we Visiting Curators found that

as pedagogy, I argue, is a non-hierarchical, protocol to be true. As five people from five different Indigenous



informed pedagogical method. As pedagogy, learning
and teaching occurs through visits with people and
places, where the focus is on developing relationships,
and as a result conversation is shared and ideas are
collectively generated. In practice it exceeds the spatial
and temporal terms of art education institutions,
although at times it does move through them.
Meaning that the pedagogical outcomes are difficult
to measure in terms of traditional assessment, and
the practice of visiting requires a long time span
beyond a degree programme or exhibition project.
Rather visiting as described here follows Indigenous
protocols that are different across communities and
prioritise relational ethics over individual outcome-
oriented meetings. Oftentimes Indigenous ethics
diverge from institutional ethics within higher
education. Where educational ethics review boards
call for objectivity, distance and independence,
Indigenous ethics requires trust, reciprocity and
relationships that are nurtured overtime. Here
relationships themselves are prioritized over what
can be extracted from them for the purposes of an
artwork or recording to satisfy institutional needs. In
this way to borrow from Morrill, Tuck and the Super
Futures Haunt Qollective, the priorities of visiting
practices make it fugitive to the institution, and thus
outside of it.

Artist, curator and editor Drew Kahu‘aina
Broderick (Kanaka Maoli) with his collaborators and
immediate family members Maile Meyer (Kanaka
Maoli), Manulani Aluli Meyer (Kanaka Maoli)
and Meleanna Aluli Meyer (Kanaka Maoli) flip
institutional expectations and write about statements
of relationality as opposed to conflicts of interest
which “offer us an opportunity to acknowledge
relations to their fullest potential”, they continue
that where they live in Hawai‘i relationships are
a lifeforce as opposed to a liability (2026, p. 48).
Their collective thinking demonstrates that situating
practices as fugitive to the institution is not about
choosing a dissenting position, or throwing rocks
from the outside, but it’s choosing a different centre
of power altogether. Something that I have found a
little trickier to describe, is how learning materialises
through this pedagogy. However, when you read
Broderick et. al, you quickly learn the immense scale
of what relationality in their context produces. In the
accompanying column is my attempt to describe a
pedagogy of visiting through the specific example of
the Visiting Curators who exist outside of institutions
while also moving through them. What that example
shows is how the framework of visiting shaped deep
learning through that project over time and across

contexts, with varying levels of curatorial experience, we
were cognisant of how histories and lived experiences of
Anglophone empire brought us together. Refusing to let
that be the mediator of our relationality, we sought to learn
guided by a question that | have long thought through which
is ‘how do we get to know each other again?’ Our first visits
with each other were very simple in that way, structured
around getting to know each other, the contexts that we
brought with us and also the place Meanjin Brisbane that
we were also visiting. We would spend time with the river,
we visited Minjerribah (North Stradbroke Island) with fellow
Visiting Curator Freja Carmichael, who introduced us to her
home, land and sea. Our visits included a network of artists
as well, both local and not.

After our visits, we would all travel to our various
homes. This movement back and forth for arts work
mirrored my twice daily commute down the north-western
motorway into the city, travelling in car over water for
work. While much more pedestrian than travelling over the
water in a plane from Auckland to Brisbane, the movement
is mirrored. Both commutes. Each of us Visting Curators
in some way were travelling into the IMA and Brisbane’s
Fortitude Valley to work on this project, which were neither
of our ancestral lands. Acknowledging our commute then
became a way to honestly acknowledge our relationship to
place, and the nature of our visiting.

While the IMA had given us a wide berth to make
an exhibition, not make an exhibition or something in
between, we let our visits with artists shape what we did.
When we visited with artists we had two questions, what
are you thinking about right now and what do you need.
From our time together we learnt that many artists did
want to make and exhibit art, specifically they wanted to be
commissioned and resourced to make their ideas come to
life. And so, for that first exhibition, we commissioned eight
new works by eight artists. The five of us curators worked
with either one or two artists depending on our capacity
and our responsibility was to care for the artists we were
visiting with. That included writing funding applications and
providing as much resource as possible so that the artists
we were working with could be artists.

While our project was occurring through the
IMA where we were visiting, it was shaped outside of
the institution in our visitations with each other. Our
commitment and responsibility to each other as artists,
curators and people was prioritized over outcomes, and we
learnt a lot very quickly about reciprocity in practice, global
Indigenous exchange and protocol, and how to listen deeply
to each other.

In moving away from an outcome orientated mode
of learning and listening, art was made. As is clear in this
case study, art making comes naturally in visiting practices

between creatives. In this experience, it seems that visiting



space, and how visiting pedagogy exceeds outcomes.
To return to Tuck and Ree, while we are literally
visiting each other, we are also visiting future
homelands. Just as the intellectual genealogies
described in these introductory paragraphs show us,
we intellectually descend from visiting pedagogies,
although we do not often frame it as art education.

What follows below is a series of assertions
and reflections on visiting as pedagogy based
on my own lived experience. I write as someone
who has as much formal education as is possible,
a BFA from Elam School of Fine Arts, University
of Auckland and PhD from the School of Art and
Design at Auckland University of Technology, and
positive experiences at both art schools. I write as
an Assistant Professor at a U.S. based university.
And ultimately, I write as someone who has always
needed visiting because of the shortfalls of the
institution as is currently designed. Visiting then
is additive to other forms of art education, shaping
rich and expansive intellectual genealogies outside
(and in addition to) the institution.

Consent
First and foremost, visiting is a practice that
requires consent, where those involved must be
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supports artistic practice, because its moves it away from
institutional demands and bureaucracy, and into consent-
based collective relationships based on mutual interest and
shared experience.

Our visitations were also occurring within an
art historical moment where the western philosophical
project was seemingly falling, and academics, galleries and
museums were quickly looking for alternative options. This
included a turn to the global Indigenous, and what felt like
an insatiable appetite for our cultural production. During
a public talk that coincided with one of our early visits, |
said “We know our capital within this Western artworld
better than anyone else. And we also have the tools to be
able to excavate the resources we need to move ourselves
forward.” While a reminder of how young and brash |
was, it’s also helpful in locating the Visiting Curators as
‘outside’ of institutional learning.

As The Commute was opening, we began
conversations with Artspace Aotearoa about an exhibition
project to open in March 2019. One possibility was to
exhibit the works from The Commute in the Tamaki
Makaurau gallery. But with the third exhibition project
Transits and Returns at Vancouver Art Gallery, already
underway and also opening in 2019, we pushed to take the
same approach as with The Commute and invite artists
to create work, guided by the questions what are you

Left: The reading room in Layover. Photo credit: Sam Hartnett. Right: The Visiting Curators. L-R: Sarah Biscarra Dilley, Lana Lopesi,
Tarah Hogue, Freja Carmichael and Léuli Eshraghi. Photo of a photo of the Visiting Curators during Travelling Places: A Non-Symposium,
Artspace Aotearoa, 2019. Photo credit: Artspace Aotearoa.



willing to visit others and to receive visits in return.
In the process required before an actual visitation,
decisions are made that involve discernment, trust
and mutual interest. This is distinct from other
learning environments that are less discriminatory
and often create collectives through a programme,
studio or classroom. While individuals who attend
art school for example have consented to being there
generally, they have not had enough information
yet to consent to entering a relationship with each
other in student to student or faculty to student
relationships. Opting in through processes of
consent also changes traditional hierarchies within
educational settings. Giving consent to visit and be
visited demonstrates a sharing of power in the visiting
process, and learning then is a reciprocal process of
knowledge exchange. This is distinct from students as
generally non-consenting knowledge receptacles for
all-knowing faculty. Although this type of learning
is also important and can also challenge students in
productive ways.

Consent also means that visitations can
create more specific learning environments where
visits are about visiting specific places and peoples.
While diverse intellectual communities can be
incredibly productive; they can also be incredibly
harmful. Evidence shows that this is especially true
for Indigenous students broadly defined who become
minoritised communities within western educational
contexts that marginalize genuine understanding
and engagement with Indigenous knowledges.
Consent as a part of a pedagogical process, counters
this and allows for learning to occur based on shared
yet distinct experiences and knowledge. This means
people consent to coming together already having
shared language and experiences which we can think
of as a kind of shorthand, this then changes what
kind of learning is possible.

Protocol
After consent, comes protocol.
Indigenous approach toward learning that involves
learning how to enter spaces, how to receive visitors
and how to care for one another in the process.
This is distinct from the abstracted way one ‘learns’
relational practice within an institution, rather
visiting requires the doing of it, which in turn offers
teaching moments for how to visit and host.
Visiting requires protocols to facilitate
relational ethics. For some this may involve drawing
on established practices of visiting and hosting, for
others this may require the development of individual
or collective protocol especially when visiting with

Visiting is an

thinking about right now and what do you need. For the
Visiting Curators, Auckland the city was a layover between
projects, a moment of landing between movement, and
that presented the opportunity to invite some more artists
to visit with us. As the ‘home’ curator, | worked with local
artists Edith Amituanai (Samoa) and BC Collective (Cora
Allan and Daniel Twiss, Ngapuhi, Tainui, Alofi, Liku, Lakota
Sioux) with Louisa Afoa (Samoa) who created new work for
this show, while also being invited to Transits and Returns.
Apart of the answer from these artists was the need to
visit their places and people, and so through institutional
resources we supported travel to Las Vegas and Rapid City
where Amituanai and BC Collective respectively have family
and ties that influenced their works for the show that were
also in turn about visiting.

The project also supported further visitations, and
we hosted Travelling Places: A Non-Symposium. We framed
the Non-Symposium as a day of “storytelling, skill sharing
and dialogue”, aligned with our method of visiting, the non-
symposium was intended to reject “the authorial, academic
voice in favour of asserting multivocality and openness
as imperative to building understanding and collective
futures.” In opening spaces for visiting to the public, we
had to consider what protocol was required to support the
process, the result was developing what we named “Layover
Protocol” which we had made out of vinyl and applied to
the wall in our reading space. That space also included the
famous mattresses made by D.A.N.C.E Art Club, books that
travelled from Brisbane, and toys for young visitors. The
vinyl read:

Layover Protocol, 2019

Layover is a space of exchange and learning centred on
Indigenous from throughout the Great Ocean. As such,
these guidelines are offered with critical abundance in
mind as a way to care for one another and the space,

and to encourage respectful conduct.

Consider the ways the knowledges and participation in
the space can be reciprocal. Mindful dialogue, spoken
from one’s own experience, is welcome in this space.
Listening too, can be an active form of partnership and
allyship.

Centring Indigenous knowledges means centring
Indigenous voices, perspectives and experiences. As
Indigenous peoples we are each speaking from our
respective centres of the world, often engaging with a
recognition of multiple protocols and respect for each

others knowledges, shared or otherwise.

Co-creating protocol is ongoing and reciprocal. These



other people and places. Being a good guest and
host requires knowing your own protocols and being
open to the protocols of others.

Commitment and accountability

When arts workers sustain practices of visiting,
they are affirming responsibilities to one another,
as Eve Tuck, Haliehana Stepetin (Unangax),
Rebecca Beaulne-Stuebing (Métis) and Jo Billows
(Northern Coast Salish, Homalco) (2022, p. 2)
write, visiting as a practice requires “accountability,
vulnerability, and mutuality.” In committing and
being accountable to each other, visiting is not
about a fickle ‘making work with friends’ but about
a shared political commitment and accountability.
As xwélméxw (St6:10/Skwah) scholar Dylan
Robinson (2020, p. 177) writes, “Whether explicitly
or implicitly, visiting is a process of affirming our
varied responsibilities as Indigenous people to each
other, our responsibilities to the communities we
are part of, and asserting this ... through a process
that has careful listening at its core.” Foregrounding
commitment and responsibility include attending to
the uncomfortable ways we need to visit each other;
the real work can be done because protocol has been
followed and through discomfort genuine learning
becomes possible. It is important to highlight the
full scope of visiting, because there is a tendency
to hyper-fixate and perhaps even romanticize such
relational practices. However, in reality, visiting
is incredibly unromantic. It is the everyday work
of turning up for something and someone beyond
yourself, which means recognizing the need to visit
through all seasons, not easily turning away when
it becomes difficult, and remaining accountable the
whole time.

Collective

In episode one of the podcast Pitatara: Revolutions
in Maori Art, titled ‘The People Gather’, Matariki
Williams (Ngai Tuhoe, Ngati Hauiti, Taranaki,
Ngati Whakaue, Te Atihaunui a Paparangi) describes
the importance of gathering for the development of
Maori art. Focused on the gathering in Te Kaha
in 1973, she notes “it’s a very Maori thing to want
to gather...” and continues “...to just share is
enough, something might come of it, but that’s not
necessarily the point. If you get dozens of makers
together in one place its inevitable something will
spark.” Williams highlights two things here, people
naturally want to gather, Maori people specifically
in her example, and secondly, in choosing to visit
each other and be together collectively things will

guidelines are offered as part of a continuous

conversation.

—Visting Curators, Sarah Biscarra Dilley (yak titYu
titYu yak tithini Northern Chumash, Chicana), Freja
Carmichael (Quandamooka), Léuli Eshraghi (Samoa,
Iran, Guangdong), Tarah Hogue (Métis, Dutch
Canadian) and Lana Lopesi (Samoa) written for
Travelling Places: A Non-Symposium.

It's safe to say, that not everyone appreciated this
protocol. While it mirrored our intention to centre both
positionality and Indigenous knowledge in the space,

as we did through our own visitations with each other,
some felt that our centring of Indigenous voices, meant
excluding non-Indigenous perspectives. Our ethical
commitments to each other formed outside of institutional
spaces, challenged dominant art norms that don’t always
take into consideration the power dynamics that are
reproduced when spaces are (with good intentions) open
to all. In retrospect, perhaps this moment highlights why
visiting as pedagogy should exist outside of traditional
institutions. As an alternative pedagogical space, it can’t
and shouldn’t replace institutional structures as they
currently exist, but rather support those who choose and
consent to visiting.

After Layover, we opened Transits and Returns at
the Vancouver Art Gallery. Gleaned from the exhibitions
title we can see again an emphasis on visiting. The word
transits speaks to acts of passing through moving from
one place to another, and returns acknowledges visits
across places as multidirectional, folding back onto
themselves. Transits and Returns was by far the largest
exhibition of the three, bringing together all of the
commissioned artworks from The Commute and Layover,
plus additional artworks, into the gallery to visit with
each other. This marked a semi-formal bookend for this
configuration of the Visiting Curators, but already we had
a sense of the continued visiting that would occur. In the

exhibitions catalogue we wrote,

While in some ways Transits and Returns marks
the end of this collaboration in its current form, in
many ways this work is just beginning. Two years
after the initial invitation, which travelled under the
sea through networks made of digital waves and
fibre-optic cables, it is clear that this project, the
relationships it has formed and the thinking it has
catalyzed are still in motion. Moving and, through
that, connecting our bodies, our thoughts and our
artistic practices reawakens the ways our Ancestors
traversed the Great Ocean—to voyage, seek new

lands, trade, conduct ceremony, exchange and war.
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Lana’s daughter Arpi and brother Joseph visiting the work of Drew Kahu'dina Broderik at the opening of Transits and Returns, 2019.

happen, learning will occur, art will be made.
Acknowledging specific instances of visiting
as Williams does is a citational practice that makes
clear how gatherings and visitations are pedagogical
spaces, where we learn and co-construct knowledge
together. This recognition is antithetical to the idea
of the solo-intellectual. Here the learning is so
rich, collectivity “upsets economies of scarcity” as
Stepetin notes. Visiting then is creative work, where
we collectively vision, nurture and sustain each
other and ourselves. As Joseph M. Pierce (Cherokee
Nation) writes, relation is an “abiding structure

—Visting Curators, Sarah Biscarra Dilley (yak tit’u
titYu yak tithini Northern Chumash, Chicana), Freja
Carmichael (Quandamooka), Léuli Eshraghi (Samoa,
Iran, Guangdong), Tarah Hogue (Métis, Dutch
Canadian) and Lana Lopesi (Samoa) written for
Transits and Returns, 2019.

While the exhibitions have long been deinstalled,
visitations continued. For myself, these visitations span
eating and swimming during the 2025 Hawai'i Triennial
titled Aloha No, a conversation ‘From tpasini to Le Vasa
Loloa’ at the University of California Riverside, and Forge

through which Indigenous worlds make sense as
an expression of dynamic processes of reciprocity
and care.” (2025, p. 1). Thus, visiting as learning

Project’s Confluence, a fully funded arts criticism residency
in October 2025. Co-facilitated by Dilley, Eshraghi and Drew
Kahu'aina Broderik, with me as a visiting faculty member for
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together, moves knowledge production away from
individual ego and into the collective. Not only is
this a more ethical orientation toward learning and
citation, it is also more honest to how no learning is
ever a fully solo endeavour, even when we claim it
as such.

Outside

Visiting is a practice of enduring art education,
where formal pedagogical and art historical spaces
are insufficient. Indigenous relations were actively
targeted through colonial processes that sought to
achieve Indigenous annihilation. “Settler colonialism
demands that our sacred bonds of recognition and
reciprocity be converted into estrangement” (Pierce
2025, p. 27) and education is one technology that
has been used historically to facilitate Indigenous
separation and intellectual disciplining. Thus,
visiting is about coming together in a way that offers
a mutual imbrication where learning is reparative
primarily because it is outside of institutional
demands for learning and productivity. Visiting
sustains long-term learning that moves across time
and space allowing knowledge and ideas to be created
and returned to over time. We are trained within the
institution to see art education as solo and pseudo-
objective endeavours working toward submissions,
learning objectives or exhibition projects. Visiting
as pedagogy however, moves education outside of
institutional time. This means that learning in this
format, prioritises people and their relationships
over artistic production. While the Visiting Curators
are highly educated in the Western sense, visiting
outside of the institution supplements the inside
experience which historically isolates Indigenous
perspectives and knowledges. Visiting allows the
learning to occur in private, for the public version
to be determined by the visitors maintaining the
integrity of the thing behind the scenes. The centre
of the power then, firmly exists outside of the
institution and exceeds its demands. Additionally,
visiting refuses exposure of wounds within a context
that feeds off Indigenous excess. It’s self-preservation
in that way, a way to just be in intellectual and
creative community, a way to remain fugitive.

the program. In February 2026, Dilley, Eshraghi, Broderik
and | returned to the ancestral lands of the Moh-He-Con-
Nuk, to Forge Project, for our most recent visitation with
each other and that place. | name this particular genealogy
of post-Visiting Curator visitations because | can feel

the pull of an ongoing commitment and recommitment

to each other, here deep learning is nurtured in ways

that are challenging and mind-altering. We can see how
visitations shift as people continue to choose each other
or not, visiting itself exceeds any fixed configuration that
includes the Visiting Curators. Just as | acknowledged

the genealogy of visiting that pre-configured the Visiting
Curators, so too should we acknowledge visitations that
are yet to come.

For myself it is a reprieve from the scrutiny of
tenure processes and the business of producing education
for students who leave as quickly as they arrive. Here,
with these new commitments to visiting people and place
we still move through intuitions, but the pedagogical pulse
stays in our visits, out of view and out of site for the most
part. Art education here is about our vulnerability with
each other in private, outside from one perspective, and

inside from another.
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