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ABSTRACT 

Transitional Spaces – A Cultural Conversation about Place 

The intention of this practice based research project is to investigate notions of transitional space through the discovery and utilisation 
of found and sourced materials and sites, on the island of Rarotonga in the Cook Islands. 

The aim is to explore issues related to transitional space through perspectives developed using conversation as a methodology 
informed by the practice of bricolage.   This exploration incorporates a range of themes but focuses around a conversational narrative 
relating to social and cultural transitions on this island, as a result of the introduction of Christianity by the missionaries from the 
London Missionary Society in 1827.  

Practice based work has been undertaken in response to site-specific places and situations that have developed like responses in a 
conversation.   The aim of these responses is to create an awareness of the changes that have resulted through the conjuncture of Maori 
and European cultures from the nineteenth century. 

This project is comprised of 80% practical work and will be accompanied by an exegesis with a value of 20%. 
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INTRODUCTION – The Journey 

When I arrived on the island of Rarotonga in 2002 I had no concept of the depth and richness of cultural experience I was going to 
encounter.   Unlike the tide, the missionaries who preceded me and the many transitory visitors and tourists, who come and go from 
the island, the Polynesian culture remains dynamic and strong.   The territory of the Cook Islands covers an area of 1.8 million square 
kilometres and is comprised of fifteen islands; Rarotonga is a place of beauty with its own unique sense of place. 

My forefathers were a pioneering family who arrived in New Zealand in 1841 and so I instinctively identified with aspects of the 
Christian missionaries experience when they arrived in the Cook Islands in 1821, strangers in a strange land.   We were and still are the 
outsiders.   Coming and going from the island as I did for six years I felt often like an object of flotsam or jetsam, tossed upon the tide 
of life.   Not unexpectedly, when I began the Master of Art and Design programme my initial focus was on an exploration of found 
objects of flotsam and jetsam discovered in the littoral zone, the place of encounter and transition.   I walked the beaches and explored 
the roads and villages around the island and I believe that five years passed before I felt a sense of belonging or acceptance from the 
local people.   As a result of working as a commercial designer with a background in costume and spatial design, my methodology was 
constantly challenged.   My work processes are intuitive, driven by a dialogue with materials, spaces and places.  

My project explores the notion of transitional space through conversations relating to ideas that interact with the culture and 
environment and specifically the historic coral limestone houses, the architecture introduced by the London Missionary Society in 1827. 
My research engages in a number of individual projects, which utilize conversational perspectives in conjunction with the theory of 
bricolage.   This strategy proposes a context and methodology for my practice-based work. 

 

 



 19 

This exegesis provides an overview of theoretical and practical ideas and critical concepts that inform my work, which like 
conversation is an ongoing process.    The coral limestone house at Kaireva forms the basis of my research and provides the cultural 
conversations, in which I explore the notion of transition.  

The exegesis is structured as follows: 

Chapter One:  Concepts and Context - The Dialogue of Conversation.    Conversations varying in tone and volume provide a platform 
for my research.   In this chapter I investigate the nature of different types of conversation including the verbal and visual methods and 
strategies behind my research.   I explored a sense of place and transitional space, places and situations and the colour white. 

Chapter Two:  Cobbling Together - The Art of the Bricoleur.   This chapter discusses the methodological approach to my practice; what 
was revealed, the inspiration and my interpretation. 

Chapter Three:  Visual Documentation - Provides detailed visual documentation, which charts the processes and development of my 
project. 

Appendices:   This section demonstrates an ongoing dialogue with materials and responses from people visiting the island and within 
the local community. 
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CHAPTER ONE  - CONCEPTS AND CONTEXT 

1: 1. – The Dialogue of Conversation 

 

Conversation is a discussion between two or more people, an interaction and communication that has mutually interesting connections, 
an exchange of views or a spontaneous reaction and interaction.   Milton Wright (1969) in The Art of Conversation suggests that a 
monologue about subjective ideas or objective fact is not a conversation.    

This project is a discourse, which makes use of the idea that conversation can have different tones and subjects and proposes that 
conversation can be used as a strategy to make a series of interventions and installations in site-specific places.   Voices range through 
dark, angry, loud, intrusive tones of the political and provocative work to installations that speak with a quiet, strong, more reflective 
voice.  

My intention is to explore different aspects of conversation related to and dictated by a dialogue with the materials and objects just as 
words in a sentence form a conversation.   This concept reinforces a comment by Levi-Strauss recorded in an interview with George 
Charbonnier (1969) highlighted by Julia Kelly.  “It is the sentences made with objects which have a meaning and not the single object 
itself.” (Kelly, 2008. p. 29). 
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Conversation can be light, bright, upbeat superficial chatter.   Small talk is a courteous social interaction.   Banter between friends tends 
to be more intimate and informal by nature.   Also, Fiske, (1987, p. 77) states, ‘Gossip, which historically has been seen as the domain of 
feminine oral culture, can be critical, competitive or supportive.’   Geraghty, (as cited in Fiske 1987, p. 61) suggests that gossip is ‘a 
form of social cement, which binds together characters and narrative strands.’   Fiske also cites Katz and Liebes (1984) who suggest 
that;  ‘Talk plays a crucial role in the social dynamics of meaning-making’. (1987, p. 28).   These are relevant concepts in relation to my 
conversations with local people that help inform my project, which in turn underpin my method.   My aim is to draw attention to sites, 
objects and cultural elements that relate to transitional spaces, which reflect cultural change.  

Other types of conversation are summarised as follows: 

• Karen G. Evans, (2001, p. 1) in her introduction to Dewey and the Dialogical Process: Speaking, Listening, and today's Media; cites 
Dewey’s interpretation of the dialogue of conversation as ‘communication as transaction and based on the nature and extent of 
consequences of each transaction’.  This interpretation links the transitional nature of conversation and transaction, constantly 
changing dialogue moving backwards and forwards. 

• Conversation can be addressed in the form of a debate to stimulate discussion and thought, an argument where two people or 
more take opposing sides, or dialogue, a conversation between two people talking to understand each other to create shared 
meaning.   On the other hand, artist Cornelia Parker engages in ‘vigorous conversation’ (Were. 2010 p. 69) and dialogue with 
her work (which is inanimate) through her collection and choice of titles to create meaning.   Parker’s titles work by association 
as in her work Breathless, which utilized flattened and inert brass musical instruments - their life squeezed out of them. 

• Prior to the introduction of a written language brought by the missionaries to the Cook Islands, oral culture, gesture and sign 
were the only means of communication, however non-verbal conversation or a visual communication was the accepted form at 
the time. Crocombe, R. & Crocombe, M. (2003, p. 13) cite  ‘the knotted coconut leaf around a tree to signify that the area was 
under Ra’ui.’   (The customary prohibition on the use of resources).    
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• Akono’anga is the Maori term used to signify protocol, conduct and dialogue of conversation and it is comprised of two areas of 
conversation and communication.   The ‘Are korero was a place where tribal historians narrated oral traditions and discussed 
important matters and the ‘Are Vananga was where esoteric knowledge was given to selected people chosen to learn a 
particular skill or ritual.   Crocombe, R. & Crocombe, M. (2003, p. 47). 

• Tattooing (prohibited by the missionaries) was a visual form of communication, used to convey identity, rank, achievements, 
and tribal and family ancestry.    

• Kaka-ia is a Maori word for conversation; it is also the name of the native white tern, symbolically placed on the emblem of the 
Cook Island Christian Church. (see Figure 1.1: 1 and Figure 1.1: 2).   The white bird alludes to ‘the sky, heaven, purity, peace 
and love: the cross, Christian faith and belief’ whilst spreading the word of God. (Crocombe, R. & Crocombe, M. (2003, p.55). 

 

 

 

 

Figure 1.1: 2. Beale, P. (1980). 
Amorial Bearing of the Cook 
Islands depicting the Kaka-ia bird 
of peace. Scanned copy. 

Figure 1.1: 1. Designer unknown. 
Emblem of the Cook Islands Christian 
church featuring the Kaka-ia bird. 
Digital image. 
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Graffiti is one current form of conversation among the youth culture of today both globally and to a lesser extent here in the Cook 
Islands that has informed aspects of my research.   Forms of graffiti found on walls and buildings on the island of Rarotonga depict a 
signature of identity and record slogans referring to current issues, such as sex and words of racial discontent.   The author of the 
synopsis of the movie Alter Ego by Daniel Throuw (2009) implies that there are  ‘some very passionate individuals standing behind 
those written identities, walking the borderline between creation and destruction, art and vandalism. ‘   Tkid , (Throuw, 2009) who  is 
an old school writer from New York, is one of the artists featured in Throuw’s international film.   He describes graffiti, as ‘something 
that’s embraced by the youth and you know why, because it’s so honest so raw and simple, putting your name out there or saying 
something you want to say.’  

In the Cook Islands today oral history and conversation are important in the communal system.  The community works as a collective.   
There is a silent cultural conversation requiring an awareness of the people involved to assimilate the correct ways of addressing and 
conversing, a form of social politeness that binds and knits the people together.   An example of this non-verbal communication is seen 
in the popularity of wearing uniforms.   Cook Islanders wear identical clothing for any and every occasion.   This custom reinforces 
identity and cements their solidarity, which reinforces their collective way of thinking.   The community work in groups, be they 
church choirs, dance, tivaivai,  (sewing), drinking, social, agricultural or the communal vaka (village) to reinforce consensus and 
convention.   There is fellowship amongst the people, which I experienced initially when working with the Matavera Boys Brigade, 
collecting au wood and building with coral rock. (see appendix Figures A: 9-15 and Project 5). 
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1: 2. - A Sense of Place and the Transitional Space 

Taka’I koe kit e papa ‘enua, 

‘Akamou I te pito ‘enue. 

A’u I to’ou rangi 

(Puati Mata’iapo’, 1990) 

A sense of place emanates from inherent understanding of our sense of home and belonging and our cultural foundations.   History, 
culture, agriculture, community and religion help form the fabric and character of the land.   Lippard describes ‘an historical narrative 
written in the landscape or place by the people who live or lived there’. (Lippard, 1997, p. 7).    Matthew Campbell concurs with 
Lippard. ‘Landscapes are essentially cultural constructs arising out of the mutual interaction of environment and society, each 
continually forming and reforming the other.   Landscape is a signifier of social mores, identity and history, but at the same time is 
constrained by the environment’. (Campbell, 2002, p. 147).    Historically the Polynesian people were great travellers who assimilated 
and integrated new ideas and cultural practices into their own.   Rod Edmond says of the Pacific in general, ‘Pacific peoples were not 
marooned.   They were travellers well used to meeting and receiving strangers.’ (Edmond, 1998, p. 13).    

The land with its spatial and spiritual elements is a critical part of the local Cook Islands culture.   Lippard, says, ‘Land is the concrete 
epitome of experienced reality’ and that ‘culture is usually understood to be what defines place and its meaning to people – place 
equally defines culture’. (Lippard, 1997, p. 11-14).   Or in the words of Puati Mata’iapo, translated from the quote above, ‘You step on 
to solid land, affix the umbilical chord and carve out your world.’ (Crocombe, et al. 2003, p. 127). 
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With the arrival of the English missionaries, the people of Rarotonga quickly adapted the Christian ideology into their culture with the 
Ariki  (chiefs) forming alliances with the missionaries.   This altered the structure of society and introduced a new narrative of peace, 
which changed the space and cultural landscape of Rarotonga.  Geertz (1982) cites Marshall Sahlins (1981) in his book review of 
Historical Metaphors and Mythical Realities : Structure in the Early History of the Sandwich Islands Kingdom, who terms it  ‘the structure of 
conjuncture’.   Geertz describes it as ‘the way in which a logic of a culture is revised when people go so far as to act in terms of it.’ 
(Geertz, G. 1982, p. 583-584).  

Transition in space and culture happened as a result of the conjuncture of Maori and European culture.   Sarah Treadwell writes in 
Black and White Imaginings of Architecture, ‘Architecture tends to remain unacknowledged as an active component of political and 
ideological histories.’ (Treadwell, 2007, p. 1).    She states that the Rev. John Williams and members of the London Missionary Society 
(LMS) ‘explicitly approached conversion through architecture and its fabrication.’ (p. 4).   Treadwell concurs with Jeanette Budgett 
who, in her architectural thesis Coral Architecture of the Cook Islands, says, ‘The architecture of the London Missionary Society tells a 
story of political, social and cultural transition.’   She adds, ‘the new girdle of churches and houses of the LMS tell a story of cultural 
transition, a story that can be traced through both the displacement of the indigenous architecture and its transformation.’ (Budgett, 
2007, p. ii).   With this transition came a written language, the period of the ‘Blue laws’ (when all facets of life were controlled by strict 
moral codes of Christian behaviour) and new construction methods.   (Crocombe, R. & Crocombe, M. 1993, p. 46).   The wattle and reed 
houses were progressively replaced from 1827 onward with more robust coral and white limestone three room houses and the 
introduction of the bedstead elevated the indigenous sleeping mat toward the gods.   Sarah Treadwell (2007) acknowledges that whilst 
the missionaries destroyed the heathen gods, idols and the marae, their churches and houses were located on the Ara Tapu (main road) 
road symbolically binding the settlements of people together, as the maraes had done, pre contact.   The houses mostly uninhabited 
and in ruins and churches (restored) remain in the landscape as corroborative evidence of the missionary involvement.   The houses 
speak of a lost sense of place in history.   I believe these iconic houses merge the memory of the missionaries and their introduction of 
new construction methods with the memories of everyday life lived within the walls of these now open, unprotected desolate spaces.  
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Lippard says, ‘place is latitudinal and longitudinal within the map of a person’s life.’   (1997, p. 7).    My project is linked to Lippard’s 
comments in her book The Lure of the Local, Senses of Place in a Multicentered Society, (1997).   She states ‘space defines landscape, where 
space combined with memory defines place.’ (1997, p. 9). 

The Kaireva house at Avana in the Nagatangiia district  (see Figure 3.3: 1) provides strong links to the ancestral family and their local 
community through this transitional period.   Lippard interweaves issues concerning land, culture and place with ‘the possibility of an 
art boasting stronger contextual ties and audience access’. (Lippard, 1997, p. 263).   My projects relate to and are influenced by her 
understanding and definition of public art; ‘accessible art of any species that cares about, challenges, involves and consults the 
audience for or with whom it is made, respecting community and environment.’ (Lippard, 1997, p. 264). 

The Cook Islanders have an innate emotional tie to their land and the ocean surrounding their islands, evidenced by the fact that Cook 
Islanders remain in control by not selling their land.   The land is the dominant cultural economy, providing a source of food and 
shelter, with land holdings determining the position held by the family.   As a result of large families over successive generations and 
complicated land tenure, many of the historic limestone houses have fallen into disrepair.   Currently the houses are found abandoned 
after the death of parents and senior family members.   The nature of the Cook island family prevents any one branch of the family 
resurrecting and repairing the family home, as on completion ownership or occupation would likely be contested.   As a consequence 
many of the old houses are left neglected. (see Appendix, A: 1 – A: 4).  

Central to my research is an exploration of the transitional changes identified through conversations with and about the coral stone 
house at Kaireva.   As a result of my work on the Kaireva site, I have attempted to create a public awareness and community 
interaction, using conversation and the strategy of bricolage to highlight the possibility of new meanings and a new awareness of the 
coral stone houses.   My intention is to explore and identify elements of architecture and the shared commonalities between two 
cultures that reinforce the notion of transitional space and cultural change. 

 



 27 

1: 3. - White – A Sense of Purity and Peace 

My research indicates that the colour white has strong narrative links to the people of Rarotonga with the colour being representative 
of purity, sanctity and peace.   White appears in different forms and contexts and transitions both in the European and Maori cultures.   
Treadwell suggests, ‘Whiteness is part of the visual rhetoric of colonisation’ (Treadwell, 2005, p. 10) while Jeanette Budgett states that  
‘Whiteness – white cloth in particular was important in traditional Cook Islands culture.’ (Budgett, 2007, p. 3).    Pre contact the people 
used white cloth to cover the gods as a veil of sanctity.   Sir Peter Buck (Hiroa) wrote ‘Cloth features in almost every account of gifting 
between missionary and Cook Islander.   It was used as a curtain in the dwellings of tribal priests and described as lordly clothing for 
the exclusive use of the gods, great chiefs and priests.’ (Hiroa, 1934, p. 143).    I identified with an incident, (described in the Minute 
Books of the Cook Islands Courts) which was about a ritual performed by the Potikitaua (priestly title) at the installation of Tinomana 
Mereana (female Ariki) in 1881 when a newly built house was wrapped in white cloth. (see Figure 3.3: 5).   Campbell (2005) suggests 
that although the ritual was similar to the pre-contact tapu ceremonies of wrapping the gods to sanctify them, the house was wrapped 
to de-sanctify the space and make it fit for human habitation.   My initial project at Kaireva explored these ideas using white fabric to 
dress the house just as the missionaries introduced the practice of clothing the coral houses in white lime plaster.   Papa Ataera (2003) 
painted a white face in his work for the cover of Akono’anga Maori: Cook Islands Culture (see appendix, Figure A: 6).    He saw it as ‘the 
face of the Cook islander in the 1800-1900’s, whose Maori mind was largely replaced by Christian religious thought.   All that was 
white was regarded as superior.’ (Crocombe and Crocombe, 2003, p. 7).   This concurs with Jean Tekura’I’imoana Mason’s theory that 
‘whiteness is next to godliness.’ (J. Mason, personal communication, April 23, 2010).   The missionaries introduced the concept of 
clothing the indigenous reed hut and large coral stone churches, with white lime stone plaster. (see Appendix, A: 7-A: 8).   Treadwell 
writes of ‘the white cottages that associated ecclesiastically with ideas of purity, cleanliness, and goodness, focused on the Christian 
analogy of the use of white and black to symbolise good and evil’ (Treadwell, 2005, p.4) whereas Jeanette Budgett suggests ‘the 
luminous whiteness of lime plaster resonated with local sensitivities’ while at the same time the use of white ‘freed the local people 
from their traditional constraints.’ (Budgett, 2007, p. 3-4). 
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Budgett (2007) concurs with Treadwell (2005) identifying the symbolic use of white as being representative of those who had been 
converted to Christianity.   ‘White clothing became a manifestation of the new religion, helping to define the new order - in both time 
and space - through the daily and weekly rituals of church attendance in the newly formed mission villages.’ (Budgett, 2007, p. 3).   
These customs of colonial representation are still reflected in the white clothing currently worn by the local people when attending 
churches along with the sense of fellowship that was introduced as an enduring part of Christian ideology. (see Figure 1.3: 1). 

 

Figure 1.3: 1. Udema, M. (2005). Members of the 
Ngatangiia Church congregation.  Rarotonga. Digital 
image used with permission from Maarten Udema 
Photography, photographersdirect.com 

 

 

 

 

the photographer.  
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CHAPTER TWO 

2: 1. - Cobbling Together – The Art of the Bricoleur 

‘Life itself is a bricolage of bricolages, meaning you never know what you are going to get the next day.   You must use whatever 
resources available to survive’.  (Levi-Strauss, 1962, p. 16).     

Bricolage is a French word for tinkering about, a sort of do-it-yourself using the materials that are at hand, a jack-of-all-trades as 
opposed to the craftsman.   My work explores the concept of bricolage as theorised in 1962 by the anthropologist Claude Levi-Strauss, 
and examines the relationship between assemblage and bricolage and the development of process-based practice in contemporary art.   
Levi-Strauss saw ‘all uses of found materials as a kind of assemblage, involving the collision of meanings.’  (Kelly, 2008, p. 28).   The 
theory of bricolage forms a key strategy and proposes a theoretical context and methodology for my practice-based work.    Bricolage 
combines the art of making creative and resourceful use of whatever materials are found on the island. (see Figure 2.1: 1).   The 
strategy of bricolage describes the process, selection and dialogue with materials, which dictate the nature, and direction of my 
enquiry. The dialogue with materials, ready made, found, new, old, manufactured and natural, stimulate conversations to formulate 
new meanings.    Levi-Strauss defines bricolage as ‘a dialogue with materials and the means of execution.’ (Levi-Strauss, 1962, p. 29).   
He suggests ‘it might be said that the engineer questions the universe, while the ‘bricoleur’ addresses himself to a collection of 
oddments left over from human endeavours.’ (Levi-Strauss, 1962, p. 19).   I use these ideas to work pre-existing things that are often 
found by chance, together in new ways to form new meanings.   Levi-Strauss states ‘the bricoleur is adept at performing a large 
number of diverse tasks; but unlike the engineer, he does not subordinate each of them to the availability of raw materials and tools 
conceived and procured for the purpose and project.’ (Levi-Strauss, 1962, p. 17).    My projects and choice of materials are informed by 
Levi-Strauss’ concept of using whatever materials are at hand, which I redefine as meaning what is at hand on the island of Rarotonga, 
given the isolated nature of the island. 
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Figure. 2.1: 1. Barraud, K. 
(April, 2008). Sandman. 500 x 
600 mm. Digital image. 
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2: 2 - Research and Strategies 

The chance find and the site determine the type and tone of the conversations about places and situations.   I have engaged a systematic 
form of enquiry and observation to allow the ongoing processes to be documented, described, discussed and articulated.   My projects 
use collaborative conversation as a base, for example, working with the Matavera Boys Brigade collecting au wood for kiri-au (see 
appendix figures A: 9 - A: 15)  and the construction of A Place of Encounter (see Figure 3.6: 8).  The conversation is mutually beneficial, 
we learn from each other through talking and making and through this process historical aspects of their culture are reinforced.   The 
boys share their knowledge of materials, skills and manpower.   Their work is rewarded with donations toward their fund raising for 
trips and activities. The elders and leaders of the Matavera Christian Church gave their support and approval viewing the working 
bees as culturally stimulating.   Progress reports are given at quarterly meetings for which I supply written documentation and images 
of the work progressing.        

I have used visualisation, recording processes through the use of a visual diary and used digital images to document and record 
materials and processes to manage and enable reflection and analysis.   The background and focus of my project sits in the form of a 
journey combining the elements of discovery, chance and instinct.   My practical work is a series of considerations and investigations 
exploring the stages and processes that develop as a result of new arrangements of elements to make site-specific interventions in 
places and spaces.   The chance find dictates the nature of the enquiry emulating Richard Long’s work, Walks of Chance (1998) in which 
he uses chance as a strategy.  
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 2: 3 – The Coral Limestone House at Kaireva – Revelation 

Making use of the unpredictable, unique chance find, the coral limestone house at Kaireva in the Avana Passage  (see Figure 3.3: 2) 
became of interest when the exterior cladding was removed by family members revealing the original coral stone core.   The core was 
constructed from coral rock bound with mud and lime using a construction method taught by the missionaries.   I used the house, 
which appeared as an object of bricolage, to anchor my project.   Levi-Strauss suggests in chapter one of The Savage Mind, The Science of 
Concrete, ‘the bricoleur speaks not only with things, as we have already seen, but also through the medium of things.’ (1962. p. 21).   
Anna Dezeuze in her essay Assemblage, Bricolage and the Practice of Everyday Life suggests  ‘Levi-Strauss’s definition of bricolage as a 
‘science of concrete’ describes above all an attitude to the material world.’ (Dezeuze, 2008, p. 32).   Relative to these ideas, the Kaireva 
house at Avana represents the family and cultural ideology of the European and Maori.   Employing a system of visualisation and 
thinking through making has developed my practice-based work allowing the connotations of the house/home in relation to 
place/space to further the direction of my enquiry.   The aim of this enquiry is to investigate transitional spaces engaging in and 
responding to cultural conversations about the coral limestone houses.  
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2: 4 – Inspiration 

 

My project is inspired by the work of Rosalie Gascoigne and Joseph Cornell.   Cornell like Gascoigne had an allusive imagination and 
intuitive nature.   Gascoigne’s methodology, observational skills and aesthetic approach particularly with regard to her constructive 
use of found materials, informs my work.   Paula Savage suggests in the introduction to Rosalie Gascoigne, Plain Air that ‘memory as 
well as observation was a vital component in her (Gascoigne’s) practice.’ (Savage as cited in O’Brien, 2004, p. 9).   Gregory O’Brien 
explains that Gascoigne ‘considered the rites of collection, delivery and installation an integral part of her work.   Driving, looking and 
collecting were as integral to her process as sorting and assembling.’ (O’Brien, 2004, p. 49).   I identify with these processes and her 
methodological approach highlighted by Daniel Thomas (Thomas as cited in O’Brien, 2004) who describes Gascoigne’s success as a 
result of her hungry eye, her approach to see and collect ready-made and natural found objects, her hunter-gatherer instinct and the 
way she used and legitimized the found object in her assemblage work.   These performative methodologies form the basis of my 
practice-based work.  

Barbara Anderson in her essay Open to the Weather – Discovering Rosalie Gascoigne describes bric –a-brac, ‘discards of little value which 
from these disparate objects the bricoleur creates a work of art.’ (Anderson, as cited in O’Brien, 2004, p. 55).    I relate to Gascoigne’s 
skill as a hunter-gatherer, searching roads, rubbish and building sites for her materials.   An example of this idea is conveyed in my use 
of recycled aluminum cans, colourful reds and greens alluding to flora and fauna. (see Figure 3.4: 3).   Like Gascoigne I prefer to use 
random natural materials and readymade objects of a worn nature, which convey a sense of time and memory.   The quality and 
patina of aged materials speak of former life, use and meaning and their transition through time.    
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2: 5 - Interpretation 

Anna Dezeuze in her essay, Assemblage, Bricolage and the Practice of Everyday Life cites a model of bricolage in which art and everyday 
life could be articulated.   She states, ‘In his 1980 book The Practice of Everyday Life, Michel de Certeau used the verb bricoler to describe 
the ways in which we engage in the most common activities, including shopping, walking, or cooking.   Through these activities, de 
Certeau explains, people tinker (bricolent) with and within the dominant cultural economy to obtain innumerable and infinitesimal 
metamorphoses of its law into their interests and their own rules.’   (Dezeuze, 2008, translation from De Certeau. L’Invention du 
quotidian, vol.1: Arts de faire, new edition, ed. Luce Giard (1980: Paris: Gallimard, 1990.) p. 33).   By tinkering with the house at Kaireva, 
I have altered and changed the original meaning.   My project explores Anna Dezeuze suggestion; ‘The best bricolage today combines a 
rethinking of the ontological status of art with wider sociopolitical questions of value and agency.’ (Dezeuze, 2008, p. 33).   An example 
of this statement is conveyed in my work identifying graffiti as contemporary conversations. (see Figure 3.5: 1).   The images of graffiti 
that were socio-political statements of the youth culture were reformed and incorporated into a local conversation.   This transition 
enabled the work to be re-presented in a new context as artwork.   The artwork was placed on the newly white exterior wall of the 
formally derelict and abandoned house.   The house has now been transformed to resemble a gallery space. 
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CHAPTER THREE 

VISUAL DOCUMENTATION 

This chapter provides text and images that chart a path through different types of conversation, using a theoretical, conceptual and 
practical strategy of bricolage, allowing the materials to speak in context.   The components of my practical and theoretical discoveries 
are formed like conversations bouncing backward and forward between people, objects, words and ideas.   The informed narratives 
contextualise my response to situations and sites.   Each project speaks or responds with a different voice and tone dependent on the 
site, process, and materials used. 

Like the way words connect the flow of conversation, my projects respond to and are formed by each other.   Some conversations are 
monologues while others prompt a visual response with the work addressing not only the land and environment but contemporary 
and cultural exchanges and issues.   These exchanges were developed by working often collaboratively with local people to explore 
and provoke conversations about sites and materials not only between me as the artist and the community but to prompt conversations 
that extend beyond my personal view to engage the subjective response of the viewer.  

The conversations are determined by my selection of materials found and sourced on the island following my applied strategy of 
bricolage.   Forming a dialogue with the materials activates my ideas and methodology producing a progressive conversation.   
Cultural conversations about place that are process driven operate in place and are of a transitional nature reinforcing the notion that 
everything is in a constant state of change.   Conversations develop, as a result of intuitively identifying objects of bricolage that reflect 
a state of transition.   Like Rosalie Gascoigne whose work demonstrates her success as a bricoleur, I have collected and used the 
‘oddments left over from human endeavours.’ (Levi-Strauss, 1962, p. 19).   I am drawn to certain objects and materials, man-made and 
natural, contemporary and historic, local and imported through colour, texture and form, used and aged materials that speak with the 
patina of time and history.  Aged materials evoke a sense of memory. 
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3: 1. - PROJECT ONE  

Conversation with Self 

Place: Muri Beach, Ngatangiia 

I became conversant with the patterns of the tides by regularly walking the beach, the place between the sea and the land.   Walking 
with my feet in the sand and the sea air on my skin gave me a sense of the land and place, which with each day brought a degree of 
comfort and familiarity. 

‘Walking offers an unparalleled way to open oneself to the ‘spirit’ of place and it’s subterranean history’ (Lippard, 1997, p.17).    
Rebecca Solnit writes that ‘walking is the only way to measure the rhythm of the body against the rhythm of the land’. (Solnit as cited 
in Lippard. 1997, p. 17).   Walking can be a means of transportation, a time for reflection and opportunity for observation.   My walking 
formed a meditation, a soliloquy that enabled me to feel a connection and heightened awareness of the constantly changing 
environment. 

I addressed the land with my footsteps as if each imprint was a word, a mark of belonging concurring with curator Emma Dexter who 
has observed that ‘we all leave marks, traces that indicate our passing through space and life, footprints in the snow, breath on the 
window, vapour trails of a plane across the sky, lines traced by a finger in the sand - we literally draw in and on the material world. 
Drawing is what it means to be human…’ (Dexter. 2010, n.p.) 

I researched the works of Richard Long and Hamish Fulton, their methodologies and practices.   Emulating the performative aspects of 
Long’s work I used the simplicity of walking to make marks, collecting objects and ideas with which to make considered choices.   
Long’s liking for natural materials found in the landscape led to a critical development and new direction within my practice. 
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Figure 3.1: 1. Long, R. 
(1967). Line Made By 
walking England. 
Black and white 
photograph. Scanned 
copy. 

Figure 3.1: 2. 
Barraud, K. (April, 
2008). Long Line, 
homage to Richard. 
Digital image. 
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3: 2. - PROJECT TWO  

A Conversation on Containment 
Place: Paringaru Passage, Ngatangiia. 

Physically walking on the beach led me up the Paringaru Passage, across the Ara Tapu and onto the land where the profusion of 
natural vines generate an unruly conversation.    In this liminal space, which connects the land with the ocean, the foliage appeared out 
of control and spoke with a voice of encroachment.   I responded by using the foliage found in the passage, winding the rampant vines 
up into balls of containment.   I controlled the vines by winding them to form solid balls.   (see Figure 3.2: 1).   I wanted to explore the 
idea of holding and protecting the land as the Cook Island Maori have held on to their land preventing any foreign ownership.    

While exploring ideas and ways to use the natural materials found on site, I researched Gaye Jurisich’s installation Stitch (2007) and 
her notion of stitching the land, combining natural and man-made materials.   Following her approach, I experimented with ideas of 
using sewing methods and garment construction to ‘dress’ the landscape.    I investigated using allegorical terms like cutting, ripping, 
stitching formulating ideas from the sculptural work by Richard Long, Turf Circle Ireland (1967) and Pauline Rhodes’ work in the land, 
to gauge their spatial perspectives using found materials.   Rhodes work ‘temporarily mirrors and marks the sites in which she 
operates.’ (Hanley and Pitts, 2000, p. 72).   Cutting and stitching proved to be the most successful methods of marking the site.   The 
first ball was fragile and ephemeral and washed away with the high tide.  The second ball wound with stronger vines was more 
durable.   The fourth ball I wound with a nylon twine manufactured in China to explore colour, contrast and texture. (see Figure 3.2: 
1). 
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Figure 3.2: 1. Barraud, K. (April, 2009). Cutting patterns and winding 
thread using natural materials found on site and manufactured materials 
found on the island. 600 mm. diameter. Digital images. 
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Working in the passage, listening to the land, I became aware of the 
pollution in the creek and on the land and formed a dialogue 
stemming from my worldview of the effects of global pollution.  This 
knowledge in conjunction with the local tutaka (a regular community 
orientated project implemented to clean up the village environment) 
and the release of The Takitumu Lagoon Health 2009 Report Card, 
the Waste Managements Scheme and a campaign to clean up Muri 
Lagoon helped form the basis of my conversation.   These reports 
highlight the damaging effects of pollution.    (see Appendix, A: 5).   
Damage to the environment is exacerbated by the availability of 
cheap manufactured goods.   Manufactured goods mostly from 
China and products of inferior quality are frequently found in the 
landfill. (see Figure 3.2: 2). 

 

Figure 3.2: 2. Barraud, K. (April, 2009). 
Landfill. Rarotonga. Digital image. 
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In response to the conversations and contributing factors concerning pollution I investigated a means to address the local community 
to highlight the environmental concerns.   I approached the subject through a concept of first aid with the intention to create a 
conversation/intervention by dressing the land like an injured body.   An opportunity presented when the tutaka in the village of 
Ngatangiia was held in July 2009.   As a result of the local tutaka, the banks and creek in the Paringaru Passage were stripped of all 
foliage, the passage appeared naked, exposed and injured.   The cleared Paringaru Passage site presented as a wound in the land.  (see 
Figure 3.2: 5).   Continuing to focus on the notion of forming a conversation about applying first aid, I looked for materials that would 
speak with a calm but confrontational voice.   I drew from my personal background, using skills, knowledge and experience learned 
working with clothing in the film industry.   Having experimented with using red as a contrasting colour in the land I lay red cloth like 
stitches across the creek wanting to allegorically convey the idea of injury and first aid with the notion of mending and stitching.   
Mending and stitching the land was a means to repair the damage caused by insufficient waste systems for livestock and stemming the 
flow of nutrients leeching into the lagoon.    I wanted the voice of the materials to speak to the viewer.   I used metaphorical words and 
ideas from a mythical sewing tool kit.   Using the concept of moulage  (a term used in clothing design where fabric is draped on the 
body) to drape the land, dressing the environment as if I were applying first aid to a body. (see Figure 3.2: 8). 
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Figure 3.2: 3. Barraud, K. 
(April, 2009). Paringaru 
Passage. Digital image. 

 

Figure 3.2: 4. Barraud, K. (June, 
2009). Paringaru Passage in 
flood. Digital image. 

Figure 3.2: 5. Barraud, K. (July, 
2009). Paringaru Passage after 
the village tutaka. Digital image. 
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Figure 3.2: 6. Barraud, K. (June, 
2009).  Paringaru Passage. 
Digitally stitched. Digital image. 

Figure 3.2: 7. Barraud, K. (July, 
2009). Experimenting with 
36m.of fabric in the creek. 
Digital image. 

Figure 3.2: 8. Barraud, K. (July, 
2009). Moulaged fabric in the 
creek bed.  Digital image. 
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The red cloth imported from China, is an inexpensive cotton fabric found in large quantities on the island.   The cloth was used to re-
work the meaning of the site.   The connotation of the cloth is changed through its use as a bandage.   I used red cloth to visually and 
cognitively express the notion of help in a number of different ways.   Red relates to the Red Cross and danger with the inference of a 
political statement highlighting how imported goods are impacting on the infrastructure and environment of Rarotonga. 

I investigated Jeanne Claude and Christo’s ideas of using fabric to wrap a variety of everyday objects using improvisation to create a 
hand-made effect as well as their methods and concepts of dressing large-scale projects to challenge the viewer’s perception of natural 
and urban spaces. 

The bare creek bed provided an opportunity to make a work that would be clearly visible to the public.    This was confirmed in a 
conversation, ‘I saw a great flash of red whilst driving past the Paringaru Passage which made me stop to see what is was’.  (Kunzle, J. 
Personal communication, 13 July, 2009).   The intervention presented as a form of monologue with a strong voice.   The work conveyed 
the imagery of first aid with the fabric criss-crossed as stitches over the creek.   This allegorical arrangement of fabric suggests a sense 
of dis-ease. (see Figures 3.2: 8 and 3.2: 9). 

As a result of the inferior quality of the materials, the fabric could not remain on site for any duration; as a consequence this ephemeral 
work formed a brief monologue.  ‘Life's but a walking shadow, a poor player, that struts and frets his hour upon the stage and then is 
heard no more; it is a tale told by an idiot, full of sound and fury, signifying nothing. (Shakespeare, W. 1554-1616). 

The paradox of this transitional work was that it needed to be removed before it was washed into the lagoon compounding the 
problems of pollution, the subject of the initial conversation. 
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Figure 3.2: 9. Barraud, K. (July, 2009). Mending. 80 metres 
of fabric drape the Parignaru Passage, Rarotonga. Digital 
image. 
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3: 3. – PROJECT THREE 

A Binding Conversation Between Lost and Found 

Place: Kaireva, Avana Passage, Ngatangiia, Rarotonga. 

Refer Companion Book: Kaireva pages 1-18. 

(These references will be deleted in the final published publication) 

 

Following my conversation with the land in the Paringaru Passage, further observation of the local landscape and environment led me 
to the abandoned coral limestone shell at Kaireva.   The abandoned shell initially appeared derelict, the interior walls covered in 
graffiti.   The house spoke of another form of pollution in the environment with the timber walls and lean-to verandas having been 
demolished.   I felt intuitively drawn toward the shell; the solid coral and lime graffiti covered walls emanated a sense of history and 
memory.   The walls stood pared back in places to their original form appearing as a transitional space suspended in time.   (see 
Figures 3.3: 1. and 3.3: 2.) 

I researched the title and land deeds in the Land Court, Rarotonga.   Coral houses are called ‘are ngaika’ in Cook Island Maori.  The 
house was built about 1880 by Apenui Moera.   Teauriki Daniel became the owner of the house and his adopted son Teauriki Daniel 
who is now 78 years of age is the last surviving member of the family to have lived in the house.   The house was bequeathed to 
Edward Karika Jnr. when the land was partitioned in 2008 by his maternal grandmother, Pari Teauriki Daniel who held the chiefly title 
Koropuaka Rangatira.   I gained permission from the family to use the site. 
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Figure 3.3: 1. Barraud, K. (November, 2009). Kaireva. 
Digital image. 
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Figure 3.3: 2. Barraud, K. (November, 2009). 
Kaireva. Digital image. 
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I continued to explore the notion of repair and protection 
engaging the concepts of first aid, mending, healing and 
stitching, wanting to make work that would create discussion 
and encourage conversation about the house within the local 
community.  Using the methodology of wrapping, I used 82 
metres of white cotton mull fabric, sourced locally but imported 
from China to wrap the house.   (see Figure 3.3: 3).   The white 
fabric, signifying sanctity and purity has cross-cultural 
significance as previously noted (see p. 27).  The house appeared 
as a consecrated artefact, the bandages symbolically binding the 
wounded house as a means to protect the building and the lost 
art of construction. (see Figures 3.3: 3 and 3.3: 4).    I equated the 
wrapping process as similar to the method employed by 
Egyptian culture, wrapping the bodies (mummies) as a means to 
protect and preserve.  

 

 

 

 

Figure 3.3: 3. Barraud, K. (December, 2009). Fabric 
wound tightly around the building. Digital image. 

Figure 3.3: 4. Barraud, K. (December, 2009). 
Sutures and stitches. Digital image. 
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Figure 3.3: 5. Barraud, K. (November, 2010). Fabric moulged on the body of the 
house at Kaireva. Digital image. 
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The house metaphorically represents the family and the importance 
of the home as a sense of place and belonging.   I sought to 
incorporate and link the physical proximity of the church sited 
across the main road (Ara Tapu) with the wrapped and bound 
house.   The house and church are both a significant result of the 
missionary intervention to this island.  (see Figure 3.3: 6).   The red, 
black and white ties that bind the work suggest the connection to 
the church and family bloodlines.   I used raffia readily available on 
the island and used locally for a multitude of tasks to highlight the 
impact of the large quantity of products imported to the island.   
The raffia replaces the organic products that were used in former 
times. (see Figure 3.3: 7). 

 

Figure 3.3: 6. Barraud, K. (December, 
2009). The wrapped and bound house 
showing the physical proximity to the 
church. Digital image. 
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Figure 3.3: 7. Barraud, K. 
(December, 2009). Red, black and 
white Chinese raffia binds the 
house. Digital image. 

I reflected on the work of Christo and Jeanne Claude, and responded 
to their ideas of wrapping up buildings and bridges accentuating the 
form not the function.   Like their project for the Pont-Neuf (1975), the 
drapes and folds of the fabric on the house softened the form while 
the bindings accentuated the proportion, making it appear more box 
like.   The local community generated a conversation that conceived 
the wrapped house as a gift, a wrapped box.    There were differing 
perceptions and many verbal enquiries as to what it might contain.   
The work gained recognition as a result of the location, being sited on 
a busy corner, close to Avana Passage, an important historical site in 
the Pacific and frequent tourist destination.   As a result there was a 
constant murmur of conversation as visitors and local people 
interacted with the site.   The work featured in the Cook Islands 
News, which raised further awareness.     
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Wrapping the Kaireva house was a successful intervention and experiment as it involved reworking an existing form, an object of 
bricolage, found in the landscape, re-worked to create a new meaning.    The transitional state of the house created conversation within 
the local and tourist community, it engaged and stimulated curiosity and intrigue and drew the viewer’s attention to the site during 
the four-week period that it remained wrapped. 

 

Figure 3.3: 8. Barraud, K. (December, 2009). House 
exterior showing the ties binding the building. Digital 
image. 
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3: 4. - PROJECT FOUR 

The Babble of Celebration 

Place: Kaireva, Avana Passage, Ngatangiia, Rarotonga. 

Refer Companion Book: Kaireva, pages 19-32. 

 

As a result of public awareness of the Kaireva house at Avana, the family responded to the site, interacting with my project by clearing 
and cleaning the environment surrounding the house.   I saw this as a direct response to my work and I wanted to reply to their 
interaction by engaging in a conversation of celebration: a loud, upbeat, bright, joyous, conversation of acknowledgement. 

 

 

 

 

Figure 3.4: 1. Barraud, K. (November, 2009) Metua  
Andrews wearing a traditional celebratory ei katu. Digital 
image. 
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The Cook Island custom of welcome, celebration and acknowledgement is to give the gift of an ei, usually made from fresh flowers, as 
a mark of respect and to draw attention to the recipient. (see Figure 3.4: 1).   I conceived the notion to make an ei to hang in the heart of 
the house as a mark of respect to the family, to acknowledge their participation and draw attention to the house and their sense of 
place. 

I chose the circular form of an ei for a number of reasons.  I had experimented with time circles in previous work and I wanted to 
address the idea that there is no beginning and no end and the strength of the family circle.   (see Figure 3.4: 2).   These ideas concur 
with Chris Booth who saw ‘circles as a potent symbol of infinity’.   (Booth. 2007, p. 42).    

                                      

 
          May      June    July     August 

Figure 3.4: 2. Barraud, K. (2008). Life Circles. Coral rocks suspended in time. Digital images. 
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Whilst watching a community notice on local television regarding recycling of rubbish, I became aware of the process used to dispose 
of aluminium cans.   The brightly coloured compressed squares appeared as objects of bricolage and spoke of transition.   The 
aluminium squares collected from the recycle depot reflected aspects of the nature of everyday life; the red and green colours spoke of 
celebration and festivity referencing community participation in social gatherings and acknowledged the role of the church, as it was 
the advent of Christmas.   (see Figure. 3.4: 3). 

 

  

Figure 3.4: 3.  Barraud, K. (December, 2009). Compressed 
aluminium cans found in the recycle depot. Slab 306 x 306 mm. 
Digital image. 
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Initially, I laid out the design, using hosepipe and the aluminium squares to estimate size and develop construction methods.   (see 
Figure 3.4: 4).  I drilled the aluminium at three points to allow them to be tied together and attached to the steel rim.   I worked 
collaboratively with Conrad Hunter from Rarotonga Welding and Steel Construction Limited who I employed to weld the steel rim.   
(see Figure 3.4: 5). 

Design flaws were detected and solved during the construction process involving trial and error.   Initially, the aluminium slabs were 
not sufficiently stable.   To rectify the problem 20 mm steel rods were welded to the frame at 30 mm intervals.   This solved the problem 
and gave the circle strength synonymous with my perception of the family structure. 

Figure 3.4: 4. Barraud, K. (December, 2009). 
Experimenting with hosepipe and aluminium 
squares. Digital image. 
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Figure 3.4: 5. Barraud, K. (December, 2009). Welded steel circle with 
recycled compressed aluminium cans.  Digital images. 
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Installing the work on site at Kaireva involved a collaborative effort with Honeybee and Clinton from Rarotonga Welding and Steel 
Construction Limited. (see Figure 3.4: 6).   At the time the work was installed the house was still wrapped and the graffiti obscured. 

 

Figure 3.4: 6. Barraud, K. (December, 24, 2009). Installing the ei on site at Kaireva, Rarotonga, with help from members of 
Rarotonga Welding and Steel Construction Limited. Digital images. 
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Figure 3.4: 7. Barraud, K. (December, 2009). 
The ei installed in the wrapped house. 
Digital image. 
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I removed the protective bandages from the house on 24 December, 2009 revealing the Circle of Celebration. 

 

 

 

 

 

 

 

 

   

                           

 

                                         

Figure 3.5: 8. Barraud, K. (December, 2009). Circle of Celebration. Site-specific 
installation. Aluminium and steel. 2800 x 2800 mm. Digital image. 
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The installation involved two forms of bricolage.   The house shell and found materials conveyed their own conversation by alluding to 
their transitional states.   The aluminium squares were ‘drained’ of their former meaning, and reformed as flowers suggesting a 
message of celebration.   There is a bitter/sweet duality in that the cans of soft drink contribute to the large percentage of ill-health and 
diabetes affecting the local people on this island.   The cans have been reworked from an item of rubbish and pollution to now 
represent a flower and object of beauty.   The intensity of colour in the aluminium squares faded to a washed out silver and blue over a 
period of time reflecting a transitional phase alluding to the deteriorating health of the original consumer.   The work fulfilled my 
objectives and generated enthusiastic conversation within the community with a sense of good will for Christmas.   The work was 
reported in the local newspaper, The Cook Islands News who published an article ‘Krick’s Art Celebrates Cook Island Culture’. (see 
Figure 3.4: 9 and Appendix A: 16). 

 

 

 

 

 

 

 

 

Figure 3.4: 9. Cooper, M. (December, 2009). Cook Islands News. August 7, 2010. Digital image. 



 63 

The installation was removed from the house at Kaireva in April, 2010 and resituated in our garden.   Rehanging the installation, which 
had previously been contained within four white walls revealed another transition creating a new perspective in time and space.   (see 
Figure 3.4: 10). 

 

Figure 3.4: 10. Barraud, K. (July, 2010). Circle of Celebration. Ei katu. 
Aluminium and steel. 2800 x 2800 mm. Digital image. 
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At the beginning of 2010, during my absence from the island and with the work still in situ, the family landowners responded by 
embarking on a beautification project.   The newly groomed site and freshly painted house effected another transitional change.   
Their actions, participation and sense of pride in their land confirm that my conversations with the house had been heard.   A 
transition has now taken place, with a new coat of whitewash, the house now appears alive, re-born and reinvented as a ’white 
cube’, an interior/exterior gallery space with four white walls.  (O’Doherty, B. 1976). 

                    

                  

Figure 3.4: 11. Barraud, K. (March, 2010). Revelation. 
Digital image. 

!
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There is a new sense of place in the landscape. (see Figure 3.4: 11). The graffiti has been obliterated and banished to the past. 

Figure 3.4: 12. Barraud, K. (April, 2010). White cube 
with Ei. Digital image. 
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The house now posits a new conversation.   (see Figure 3.4: 12).   The colour white remains the link that unites the two cultures.   By 
placing work inside the house and creating a heightened awareness of the site has re-energised and resurrected the house, which in 
turn gives my installation new meaning accentuating it as an artwork hanging in a gallery space.   The previously abandoned house 
and land has been resurrected/restored as a place of importance.   The house and site now have an added value with tourists visiting 
the historic site and the family using the house for a wedding ceremony.   In May, 2010 Edward Karika and his Samoan fiancée 
approached me with regard to being involved with the dressing of the site for their wedding.   I removed the ei from the house and on 
April 10th 2010 we dressed the house and land.   The site underwent another transition being transformed and rejuvenated, inhabited 
with people, life and a sense of occasion.   (see Figures  3.4: 13 and 3.4: 14). 

Figure 3.4: 13. Barraud, K. (April, 2010). Kaireva dressed 
for the Karika family wedding. Digital image. 
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Figure 3.4: 14. Barraud, K. (April, 2010). Edward and Jezabel Karika. 
Digital image. 
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Post wedding, I left the wedding bell in the 
centre of the house to respect the family and 
wedding memories.  (see Figure 3.4: 15).   I 
reflected on the changes that had occurred 
within the walls and the conversation that 
previously adorned the interior walls.    I 
moved my research to the land exploring the 
tenure of ownership.   I engaged with and 
learned from local people the complexity of 
land tenure.  Cook Island law prevents any 
land being sold.   Land can be leased for up to 
sixty years or is succeeded to family 
members.  Areas of land can be partitioned 
and bequeathed to family members.  No land 
was sold to early missionary settlers nor is 
land sold today yet there appeared an 
underlying resentment and sense of 
disharmony in the graffiti words, which 
previously adorned the interior walls of the 
house. (see Figure 3.5: 1). 

 

Figure 3.4: 15. Barraud, K. (April, 2010). 
Wedding Bell with roses hanging from central 
interior beam. Digital image. 
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3: 5. - PROJECT FIVE 

A Contemporary Conversation 
Place: Kaireva, Avana Passage, Ngatangiia, Rarotonga. 

Refer Companion Book: Kaireva, pages 6-8. 

 
Having wrapped the house to obscure the denigrating graffiti, my aim with this project was to further engage with the house to 
acknowledge and unpack the meaning of the graffiti words and images to address the silent conversation which was previously 
written on the interior walls.   Some of the graffiti appeared as a response and record of the affects of the arrival of the colonials.   (see 
Figure 3.5: 1.).   This conversation is like public speaking, with an anonymous voice.   The words form a visual monologue spoken by 
individual orators establishing their mark of identity.   The images are expressive, angry; possessive and demeaning and the words 
form a raw, honest speech conversing with the present and documenting images of the past.   I wanted to present a current 
contemporary conversation interacting with the community.   The concept for this work is derived as a means to document and 
preserve elements of the original graffiti and record the transitional state of the interior walls.   The original graffiti images, which are a 
non-verbal visual form of communication, were obscured from public view when the house was wrapped in protective cloth and 
deleted when the walls were whitewashed.   Having previously documented all the graffiti images digitally, I arranged the images to 
form a conversation.   I combined the previous graffiti words and images with words from a current conversation overheard in the 
community.   ‘Your big feet take up too much space on my island’.   These words were spoken as a form of light-hearted banter 
between friends and rolled around the island on a wave of gossip.   The texture on the walls showed the transition of time.   The graffiti 
appeared as a written conversation.   (see Figure 3.4: 2).  
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I printed the images and words onto clear film wanting the graffiti to appear as tagged onto the freshly painted exterior wall.   I chose 
to place the work on the roadside at the northern end of the building for maximum visibility.   I purchased a solar panel light and 
organised to have it mounted on a bracket and installed on the exterior of the building to illuminate the work at night.   This work, 
Contemporary Conversation, (see Figure 3.5: 3) speaks with the voice of members of the local community.   This work was an experiment 
combining the voice of youth to form a conversation using print possibilities as a processes and ideas related to tagging. 

 

 

Figure 3.5: 1. Barraud, K. (November, 2010). Examples of graffiti found on the interior walls at Kaireva.  Digital 
images. 
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Figure 3.5: 2. Barraud, K. (November, 2010.). Graffiti on layers of lime. 
Laying up images using Indesign and clear film. Digital images. 
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On reflection whilst the site chosen allowed the public to see and read the work, as an artist the work was not successful because the 
clear film was unsubstantial and I used too many words and images which diminished the power of the graffiti which reflected the 
original artist’s tags and personal monologue.  

Figure 3.5: 3. Barraud, K. (May, 2010). Digitally enhanced graffiti images 
and text printed on clear film. 685 x 3000. mm. Digital image. 
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3: 6. - PROJECT SIX 

A Prologue – Waharoa - the Gateway, A Place of Encounter. 

Place: Ngatangiia Beach  

  

After nine years on the island I felt more connected to the land, I could imagine how my ancestors felt arriving by ship to their new 
land.  I was gaining a greater understanding of local culture, their land and identity as a result of my research into the history of the 
coral lime stone houses.   I looked for a means to engage the local people in a collaborative conversation in a project that conversed 
with the construction methods used to build the coral limestone houses, I chose to move the project away from the house site as a 
means to identify a place of arrival and departure.  Cultural transition since the early 1800’s has been profoundly affected the flow of 
people to and from the island.  

My project addresses ideas expressed by Lippard (1997) with the intention to make installation works made in site-specific places, in 
conversation with people, exploring the narratives of transition and cultural changes that are about place.    Lippard believes that 
place-specific art is an unfulfilled area, ‘For all the art that is about place, very little is of place – made by artists within their own places 
or with people who live in the scrutinised place, connecting with the history and environment.’ (Lippard, 1997, p. 263). 
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Like many people before me my journey began when I arrived on this island.   I wanted to establish a gateway, to synthesise the 
transitional place of arrival and departure referencing human memory and emotion.  I chose a site on the beach on the boundary of 
the land we have leased in Ngatangiia.    I staked out an area to site my work facing north/south emulating the current and historic 
direction and flow of people. 

Using the strategy of bricolage I specifically chose to use the coral rock found on site from the beach and lagoon to incorporate ideas 
communicated by Richard Long, employing his methodology of using and leaving natural materials on site.   I researched Andy 
Goldsworthy’s interest in the nature of things, the colour, form and composition of natural materials and their place within nature 
(Lailach, 2007).  The site and materials merge the land with the sea, the old with the new, the past with the present.  The coral rock 
transcends the ocean and the land.   It is altered in meaning through its use as a building material.     

I sort permission from the elders of the Matavera Church for members of the Matavera Boys Brigade to participate with my project.   
A schedule was determined where by the boys came to work with me for one hour from 5 to 6pm every Monday and Tuesday for 8 
weeks.   The project titled Place of Encounter is where the collaborative conversation began between the found materials, the local 
people and me.   Initially our attempts to build a dry stone rock column were unsuccessful with the wall collapsing. (see Figure 3.6: 
1.). 
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Figure 3.6: 1. Barraud, K. (May, 2010). Initial construction and design failure. Digital images. 
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With the input of the local pastor, much discussion and resourcing local knowledge we dug a foundation trench and placed the largest 
coral rocks as a base from which to build. (see Figure 3.6: 2).   This system proved successful and gave the columns more stability. 

 

Figure 3.6: 2. (May, 2010). Laying the foundation for the first wall with the Pastor and members of the 
Matavera Boys Brigade. Digital images. 
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Construction began as collaboration between me and my ideas and the boys who brought their strength, humour and creativity to the 
site. (see Figure 3.6: 3).   Emulating the construction methods used to build the historic churches and houses encouraged an interest in 
their history and culture.   We employed the practice of moving each rock from the beach to the building site using a human chain.   A 
predominantly female human chain historically undertook this practice. (see Figure 3.6: 5). 

 

                   

            

 

 

Figure 3.6: 3. Barraud, K. (May, 
2010). Example of spontaneous 
creativity by local boys. Digital 
image. 

Figure 3.6: 4. Barraud, K. (May, 
2010). Members of the Matavera 
Boys Brigade. Digital image. 
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Figure 3.6: 5. Barraud, K. (May, 2010). Collecting coral rock, mixing mud to bind the rocks. 
Digital images. 
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Figure 3.6: 6. Barraud, K. (June, 2010). Heart shaped coral placed by member of the Boys Brigade. 
Example of the coral rocks fitted together and fixed with mud. Digital images. 

Building the columns revealed that the coral rocks engage in a dialogue, each conversing with their own voice and sound, each rock 
original in colour and texture.   The rocks speak with a resonating clink as they are sorted and fitted together, ‘like a puzzle’. 
(Ngamata, W. Personal communication, May 26, 2010).     I watched the rocks interlock together like family and the cultural collective, 
presenting a sense of strength and unity. (see Figure 3.6: 6). 
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Figure 3.6: 7. Barraud, K. (June, 2010). 
First column nearing completion. 
Digital image. 

Figure 3.6: 8. Barraud, K. (July, 2010). Second column 
and lintel nearing completion. Digital image. 
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On completion of the installation Place of Encounter, the members of the Matavera Boys Brigade displayed a sense of pride and 
celebrated their work by organising a social gathering. (see Figure 3.6: 4).    In general discussion they all agreed that this was the place 
that they all wanted to get married.   The Cook Islands News ran an article in the paper, Saturday August 7, 2010, ‘Krick’s Art 
Celebrates CI culture’ (see Appendix A: 17). 

 

 

 

Figure 3.6: 9. Cook Islands News. (August, 2010). 
Digital image. 
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On 19th August 2010, Mary Young took her pupils from room four from Apii Te Uki Ou School to visit the beach and rock sculpture.   
(see Figure 3.6: 10).   The children interacted with my work, building their own sand and rock sculptures and interventions on the 
beach.   (see Figure 3.6: 11).    The local paper, the Cook Islands News reported ‘Rock Sculpture Inspires Students’ in the paper dated 
Saturday 16th October, 2010, (see appendix A: 19) publishing nine of the thirteen letters and poems that the children had written to me 
in response to and in conversation with my work.   (see Figure 3.6: 12). 

Figure 3.6: 10. (September, 2010). Apii Te Uki Ou school 
children interacting with Place of Encounter on the beach. 
Digital Image. 

Figure 3.6: 11. (September, 2010). School 
children making sculptural work on the 
installation site. Digital image. 
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Figure 3.6: 12. (October, 2010). Letters from children, 
Class 4, Apii Te Oki Ou School. Scan copy. 
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Cook Island Television responded to the work featuring an interview and images of the Place of Encounter, the site attracted beach 
walkers; photographers and children interacted, conversing with the work as a climbing frame.   (see Figure 3.6: 13). 

 

 

Figure 3.6: 13. Dearlove, N. (October, 2010). 
Children playing on rock portal. Digital image. 
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Figure 3.6: 14. Allison, H. (November, 2010). Place of Encounter.  View from the ocean taken 
by official Vaka Eiva photographer.  Digital image. 
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I considered the collaborative nature of the installation and its developments successful.   The work enabled me to interact with 
members of the community, I learned from their innate skills, work ethic and methods, made friendships.   On December 15, 2010, 
as reported by the Cook Islands News, there was a surprising response from within the community.   (see appendix A: 19 ).  
Vandals destroyed the installation.   They used materials taken from the project to construct their own statement close by.   It is 
unclear as to whether this action was meant as a protest undertaken with intent or the work of local children.   (see Figure 3.6: 15). 

 

Figure 3.6: 15.  Cook Islands News. (December, 2010). Place of Encounter vandalised by 
local people. Digital images. 
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3: 7 - PROJECT  SEVEN 

Embedded Text In a Transitional Space 

Place: Kaireva, Avana Passage, Ngatangiia, Rarotonga  

  Refer companion Book: Kaireva, pages 33-43. 

Completing construction on the Place of Encounter, gave me a greater understanding of the methods used to build the house at Kaireva.   
Wanting to continue a collaborative conversation with members of the Matavera Boys Brigade, I centred my exploration of transitional 
space and cultural conversation back to the house at Kaireva.   I researched the conjunction (Conjuncture - A combination of 
circumstances or events) of Maori and European cultures.   The house and installation engage in a discourse, a narrative, incorporating 
elements of Christian and Cook Island material culture and objects from everyday life.    I saw the house as an icon being symbolic of 
the family, procreation and conjuncture.    

 

 

 

Figure 3.7: 1. Barraud, K. (May, 
2010). The antique iron bed found 
in a garage sale. Digital image. 

Figure 3.7: 2. Barraud, K. (May, 
2010). Pokoino weaves the warp 
& weft threads into the bed 
frame. Digital image. 
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Families who had historically lived inland moved closer to the coast with the advent of the missionaries placing their churches and 
houses on the Ara Tapu.   The taura oire system of dwelling was established with Makea Ariki and the church.   The taura oire system 
enabled parishioners to live in coral houses built by and close to the church, paying Makea Ariki one shilling a year in rent.   The 
introduction of the gospel and it’s protecting core values brought peace to the community, uniting the villages and the beginning of 
cultural exchange. 

I identified symbolic elements relevant to both cultures and researched materials that would effectively reflect their values.   I 
advertised in the local newspaper for old iron bedsteads, referencing the transition from pandanus matting to kapok mattresses, which 
contained evocative memories of my childhood.   Pre contact, the Rarotongan people slept in reed huts with woven sleeping mats 
spread on the dirt floor.   I used kiri-au sourced from the au tree (see appendix) to represent pandanus, the material originally used to 
make sleeping mats, which is rarely available on this island.   The missionaries introduced the bedstead, which was perceived by the 
converted as an elevated status, synonymous to their custom of elevating the marae toward the gods.   My research of abandoned coral 
houses indicated that frequently the one remaining possession left in the house was the bedstead, more often a four-poster relic of the 
past.    (see Figure 3.7: 3).   An excerpt from Homer’s Odyssey suggests ‘the secret of the bed is that its main leg is built into an olive tree 
stump. These trees are extremely tough, and it is extremely hard to pull them up.  This bed is also symbolic of a kind of hieros gamos, a 
holy or sacred marriage.  The marriage bed, the center of the household where procreation takes place, is rooted in the earth.  There is a 
strong connection between the marriage act and the very fertility of the earth.  It is a type of axis mundi, the central beam of the world. 
By cutting this link the bond between household and land would be broken.’  
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Figure 3.7: 3. Barraud, K. (March, 2010). Four-poster bedsteads left in abandoned family 
homes. Digital images. 



 90 

I asked Pokoino Pokoino and Teauriki Joseph to assist and they brought their weaving and binding skills to the project.  In a 
collaborative conversation we discussed appropriate methods and uses of local materials to incorporate them as a means to reference 
the past and the present. (see Figures 3.7: 4. 3.7: 5. 3.7: 6. 3.7: 7). 

 

Figure 3.7: 4. Barraud, K. (May, 2010).Teauriki 
Joseph weaving with rito. Digital image. 

Figure 3.7: 5 Barraud, K. (June, 2010). Kiri-au tied to 
warp thread for weaving. Digital image. 

Figure 3.7: 6. Barraud, K. (June, 2010). Tauriki Joseph 
weaving the marbe shells with rito. Digital image. 

Figure 3.7: 7. Barraud, K. (June, 2010). Marbe shells 
woven with rito. Digital image. 
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I collected white plastic milk bottles from the recycle depot and used 
them as objects of bricolage to make white feathers to acknowledge the 
local custom of hanging soul traps in the trees to honour the soul and 
spirit of their departed.  The feathers reference the pre-contact spiritual 
beliefs of the local people of Rarotonga and incorporate elements of the 
white kaka-ia bird, the emblem of the Cook Islands Christian Church.  
(see Figure 3. 7: 8).   The work sets out to reflect a resonating 
conversation between the materials with reference to the Christian 
ideology and Maori mythology.     

I researched the work of Cornelia Parker, specifically her work Cold 
Dark Matter, (1991) and her ability to thematically link ideas and 
materials.  Parker says, ‘ I resurrect things that have been killed off.’  
The work is about the potential of materials – even when it looks like 
they’ve lost all possibilities.’ (Were, 2010, p. 70).   I identify my choice of 
materials with this statement in mind.   I chose discarded materials that 
once had use and meaning to reinvent new meaning. 

 

 

 

Figure 3.7: 8. Barraud, K. (June, 2010). 
White feathers cut from plastic recycled 
milk bottles, Digital image. 
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Making the components of this installation evolved through trial and error.   Authentic materials formerly used were not employed in 
some instances because of their high cost today.   Sennet was replaced with jute following my re-working of the concept of bricolage 
using materials found on the island.   Initially I placed the assembled bed in the interior of the house, where it once belonged.  It was 
not apparent where the bed might have stood.   I placed the bed so that it floated in the interior space.  (see Figure  3.7:  9).   I 
experimented with white mull fabric to reference the pre-contact custom of wrapping the gods and houses (refer page 27) but this 
approach appeared too literal.   I reused the white cotton mull, draping it as a canopy, wrapping the bed giving it a sense of purity in 
acknowledgment of the Karika family wedding and Christian sanctity of marriage.   I experimented with the fabric allowing the bed to 
be diffused in the central space of the house and reflect the image of the Christian cross.   (see Figure 3.7: 10). 
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Figure 3.7: 9. Barraud, K. (July, 2010). The 
bed sited in the house reflects the 
indigenious sleeping mat. Digital image. 

Figure 3.7: 10. Barraud, K. (July, 2010.) 
the Christian cross, reflected in the mull 
canopy. Digital image. 
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I explored a means to reference both the Christian God and indigenous beliefs.   This led me to deconstructing the bed to experiment 
with hanging each of the components with the aim of finding a conjuncture with the materials to allow them to ‘speak’.   I wanted to 
raise the bed off the ground symbolic of the pre-contact belief that the introduced bedstead was closer to the gods.   The woven 
mattress containing marbe pearl shells references the indigenous sleeping mat synonymous with all the fifteen islands of the Cook 
Islands.   I used local materials collected from the bush to weave the mattress.   This work, collecting and curing the kiri-au was 
performed as a collaborative effort with the boys from the Matavera Boys Brigade. (see Appendix A: 10 –A : 14). 

I placed the raised map/mat in the centre of the house in acknowledgement of the indigenous sleeping mat and the pivot role the bed 
occupies in the home and family in local culture.   I assembled all the components of the installation on site and reflected on how to 
hang the work.   I wanted the materials to interweave with each other symbolically reflecting the conjuncture of two cultures.   (see 
Figure 3.7: 12).   The shadows of the feathers and springs reference the church with the reflection of the cross.   They appear to float 
freely in space and time creating a sense of transience.   (see Figures 3.7: 11). 
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Figure 3.7: 11. Barraud, K. (July, 2010). Found materials. The 
shadows are intended to create a sense of time and space 
reflected on the interior walls.  Digital images. 
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Figure 3.7: 12. Barraud, K. (August, 2010). Conjuncture. 3000 x 2500 cm. 
Mixed media, iron, kiri-au, marbe shell, plastic, nylon. Digital image. 
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To further involve the local community with this project I consulted with Rev. Nooana the pastor of the Ngatangiia Cook Island 
Christian church, to discuss my project and ask him to bless the house in accordance with cultural tradition.   I made a request for the 
Avana choir to sing.   On his suggestion I met with the deacons from the church the following week.    I was required to explain my 
project, reasons for my request and supply them with a copy of my exegesis.   Following my introduction there ensued a discussion 
conducted in Maori between the twelve deacons of the church.  This lasted for fifteen minutes.    On completion the decision was made 
that members from all the choirs of the Ngatangiia village would attend the function and sing.  I believe their decision and attendance 
gave my re-working of the house integrity and potency.   The installation was opened to the public at 7pm on Saturday 7th August, 
2010, the choirs sang three hymns and the Rev. Nooana responded by quoting from the 23rd psalm quoting ‘he restoreth my soul’ in 
reference to the house.   He spoke in response to my project confirming the restoration and attributing a new life for the house at 
Kaireva.   I designed and made six white missionary style mumus for the local girls who performed traditional dances to celebrate the 
occasion.   (see Figure 3.7: 13). 

The event was reported as  ‘Exhibition reflects old and new’ in the local newspaper in August, 2010.   (see Appendix A: 18). 

 

 

Figure 3.7: 13. Barraud, K. (August, 2010). The Ngatangiia choir, Rev. Nooana and local 
dancers. Digital images. 
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Figure 3.7: 14. Barraud, K. (August, 2010). The house 
transformed into a gallery space with transient images 
reflected on the walls. Digital image. 
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Unexpectedly, the installation provided a voice of its own when on a windy day the materials moved, knocking together resonating 
their own conversation and interaction.   Similarly the shadows reinforced the ongoing dialogue between the materials and site. 

Further response from within the community arose when Pua Arthur photographed children in the house with the woven mat 
revealing the fifteen islands of the Cook Islands.   This image was entered into and won the Telecom Telephone Book Cover 
Competition for 2011.   (see Figure 3.7: 16). 

Figure 3.7: 15. Arthur, P. (January, 2011). Cover Telecom 
Telephone Book, Rarotonga 2011.  Scanned image. 
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When I returned to the island in October, 2010, I recorded conversations with many local people asking them questions about their 
family history, ethnicity, and views regarding the demise of many of the old coral limestone houses. 

I recorded conversations with Teauriki Daniel, who was responsible for the alterations and renovation of the house at Kaireva.   I met 
regularly with Ian Karika who shared his comprehensive knowledge of local history and kindly facilitated access to the older homes 
where I met and talked with many of the residents.   Conversation with John Witchman, President of the Cook Islands Rugby Union, 
November 7, 2010.    ‘When are you putting more work in the house at Kaireva, I look every time I drive past in the hope that there will 
be something new.’   At the beginning of December I went to the Punanga-nui market to talk to Ani Exham-Dunn who had earlier 
expressed an opinion about my installation.   With Ani’s permission I recorded the following conversation. 

K…….Kai-orana Ani 

A…….Kia-orana Krick, are you here to talk about your exhibition? 

K…….Yes 

A…….‘I went by myself, there was no one there, it was very still and quiet, a cloudy day like today, overcast…… 

And what happened to me was, I walked into this building that had no roof, the first thing I saw was the bed suspended from the 
ceiling and for me what that did, instantly reminded me of my grandmother and her bed and how she lovingly cared for it each day.   

K…….Did she have the missionary style four poster bed? 

A…….Yes……I assumed because she came from a missionary background and she was part English, she, I think was one of the first 
locals who had a bed like this and on it she had a kapok mattress and it had a patched quilt of tivaivai that she had made as a young 
girl and she said from that bed she had twelve children and she polished it every day.   It really was for her the centrepiece of her 
whole house, so her kitchen really actually meant nothing, the bed was really like a shrine for her and her husband.  
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The two children, were allowed to come in but not allowed to sit on the bed, 

She would sit on the bed and tell us stories, her grandchildren. 

K…….What year would she have been born? 

A…….About 1906 I think. 

I continued to explore the bed as the centre of the home and its symbolic reference to family, sexuality, procreation, rest and sleep.   I 
collected coral from the Avana lagoon and arranged the rocks to form a pillow, a resting place.    I collected kapok pods growing 
symbolically in pair formation from the trees.   (see Figure 3.7: 16).    I laid them and my tivaivai in juxtaposition to the stone allowing 
the found/personal materials to speak and to communicate the notion of two cultures. (see Figure 3.7: 17 and 3.7: 18).   

 

 

Figure 3.7: 16. Barraud, K. (October, 2010). Kapok pods. Digital images. 
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Figure 3.7: 17. Barraud, K. (October, 2010). Experimenting with coral and 
kapok. Digital images. 

Figure 3.7: 18. Barraud, K. (October, 2010). Cultural symbolism, coral and 
tivaivai.   The bed is embedded in the house. Digital images.  
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This exploration gave me a sense of the embedded nature of the family in the house, the stone bed appeared too literal; the house felt 
cold, stone deaf in opposition to the warm communality of the family whose memories I felt resided within the walls.   (see Figure 3.7: 
19). 

 

 

Figure 3.7: 19. Barraud, K. (November, 2010). The empty bed. Digital images. 
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As a result of these unsuccessful interventions in the interior of the house I returned to the symbolic references, which the Maori and 
European cultures shared as a means to synthesise the notion of conjuncture to make a conversation piece that merged the cultures 
much as the bloodlines of the two cultures are merged in Rarotongan society today.   I chose to continue working with the feather form 
with its connotations of Christianity, peace, unity, whiteness and sanctity.   The land at Kaireva once the hub of the Daniel family, had 
supported a bakery and coffee house on the site.   (Recorded in conversation with Teauriki Daniel, 21 November, 2010).   Today all that 
remains is oral knowledge and coconut palms planted by Teauriki Daniel when he diverted the creek to save the walls of the historic 
site at Avana in 1962. 

Employing the strategy of bricolage, using materials found on site that would in time return to the earth, I cut the palm fronds from the 
trees to use as material to further explore a conversation of transition.   I used my earlier feather constructed from plastic milk bottles as 
reference.   (see Figure 3.7: 20). 

  

 

Figure 3.7: 20. Barraud, K. (November, 2010). Palm frond and plastic feathers. 
Digital images. 
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I reused white mull fabric previously employed to wrap the house as bandages of protection, cutting lengths to wrap the individual 
fronds as barbules of a feather using pva glue to bind the fabric and frond.   (see Figure 3.7: 21). 

  

 

Figure 3.7: 21. Barraud, K. (December, 2010). Barraud, K. 
Transition from a frond to a feather. Digital images. 
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The fronds responded in much the same way the individual barbules of a feather set and separate but overall the feather did not 
portray the desired lightness.   On completion I screwed an eyelet pin into the quill and hung the feather from a steel beam in the 
interior of the house, using a solar panel to light the installation.  On reflection the method I used to suspend the feather was 
inappropriate and heavy handed and further detracted from the desire effect of lightness. 

 

Figure 3.7: 22. Barraud, K. (December, 2010). White 
feather of peace and sanctity. Digital image. 
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The feather merged with the white internal walls.  The Cook Islands News responded to the work featuring an article on 22 December, 
2010.  (see Appendix A: 19).    The article citing ‘the whiteness concurring with the indigenous religious beliefs and spirituality 
combined with the Christian ideas of purity and sanctity.’   The article extended an invitation to the public to visit the Kaireva site 
encouraging visitors to write their visual or written response to the house and installation on the whitewash walls as a means to 
document their subjective view to form a conversation about place and space.   Visitors to the site participated in the project by writing 
and drawing on the walls with chalk.   Their responses were varied, some light-hearted and spiritual while others appeared as graffiti 
tags.   Many of the words and designs were transient, being washed away with the heavy rains during the wet season.   (see Figure 3.7: 
23 and 3.7: 24).  

I intended the feather to be a response and acknowledgement to the children from Apii Te Uki Ou School who wrote letters and poems 
in reply to my work Place of Encounter.   I thought their engaging letters were inspired and I responded by titling my work, Feather in 
Your Cap.  (see Figure 3.7: 22).   In response and acknowledgement of the generosity of the Karika family I made a book as a gift 
containing a visual conversation about their house. 
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Figure 3.7: 23. Stanaway, G. (January, 2011). Visual conversation left on the wall by 
visitors to the site at Kaireva. Digital images. 
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The porous nature of the chalk on the lime wash walls meant that the images and words forming a cultural conversation were 
ephemeral and the walls remain in a transitional state.   The house remains still and silent, the plants continue to grow, the walls 
deteriorate and time will dictate the nature of transition as the house reverts again to its original state of abandonment.   (see Figure 3.7: 
24).   I removed the feather from the house in March, 2011 and returned it to my studio where I re-worked the feather to give it a new 
lease of life.   I applied two coats of white plaster using lime I had retrieved from a lime pit on Aitutaki in 2009 when I was 
investigating how lime was created from the coral rock.   (see Appendix A: 8 and Figure 3.7: 25). 

Figure 3.7: 24. Barraud, K. (February, 2011). 
The feather hangs in situ. Digital image. 

Figure 3.7: 25. Barraud, K. (March, 2011). 
Reworking the feather with white lime 
plaster. Digital image. 
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3: 8 – HOMAGE TO A HOUSE  - SPEAKING VOLUMES 

Place: Beachcomber Contemporary Art Gallery, Avarua, Rarotonga, Cook Islands. 

 

As my research has progressed I have realised that the conversations that underpin my methodology will by nature be ongoing.   As a 
result of this conclusion, I will not make a final work as a response to the Kaireva house but will develop an installation, which brings 
together my previous conversations with the site.   I selected the Beachcomber Contemporary Art Gallery in Avarua as this gallery 
relates to and is equivalent in size to the house at Kaireva.   The new, white gallery is sited in an historic coral limestone building that 
formally housed the Cook Islands Christian Church Sunday School.   (see Appendix A: 20). 

I experimented with images and ideas to form a visual conversation about the transitional phases of the limestone house with the aim 
to place the house as the voice in a cultural conversation about space.   I experimented using photographic images from my visual 
research to present as an installation.   I printed images on Hahnemulle Photo Rag 310-gsm paper using Archival K 2 pigment inkset to 
portray the organic nature of the building’s textures.   I punched eyelets into the paper to allow the images to hang on the walls to 
suggest they are floating in a transient space.   I laid up images in differing formations to speak like sentences in a conversation placing 
work at varying levels and heights on the gallery wall to reflect conversational pitch and tone.   I enlarged some images to allude to 
speaking with a strong voice and others I reduced and placed in succession to portray the idea of a bantering conversation spoken at a 
rapid pace. (see figures 3.8: 1 and 3.8: 2).   (Refer pages 111, 112, 113). 

I hung the conversational images in a formation along the widest wall of the gallery to allow the different voices space to ‘speak’.   (see 
Figure 3.8: 1).   Floating the images off the wall proved a successful method of suspending them so they appeared in a transitional state.   
(see Figure 3.8: 3). 
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Figure 3.8: 1. Barraud, K. (March, 2011). Wall showing placement of conversational images and installation 
works.  Digital images. 

7 
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Figure 3.8: 2. Barraud, K. (March, 2011). Conjuncture. Installation. Digital image. 

9 
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1. Prologue. (Refer page 122). This work, made up of images of the house at Kaireva in its found state speaks of abandonment, a still and 
silent voice of neglect. 

2. Kaireva. (Refer page 123). This single image of the façade of the house is intended to pronounce this icon of the past, standing strong 
and proud emanating a sense of history. 

3. Healing. (Refer page 124). This work with images that form words in a sentence, articulates the dialogue, a conversation between me 
and words of graffiti written in the house, the fabric muffles the demeaning nature of the words and the house responds to the healing, 
protective covering.  

4. Celebration. (Refer page 125).  These twelve images speak with pace and rhythm in a celebratory voice, an interactive and continuous 
conversation acknowledging an engaged response from within the local community. 

5. Resurrection. (Refer page 126). The house voices lightness and a sense of a renewed life, a result of the care and attention from the 
family landowners. 

6. Reflection. (Refer page 127). This image combines many voices speaking from the past and the present, interacting to communicate 
the transient nature of the house. 

7. Conjunction. (Refer page 128).  This work forms an exclamation mark responding to the transformation at Kaireva where images knit 
together like the materials and community, the collective speaking with one voice. 

8. Conjuncture. (Refer page 118 and 129. The bed unites voices of the family and material culture.   The materials and elements speak 
quietly referencing the conjuncture of two cultures.  

9. Embedded. (Refer page 130). This single image of the interior of the house is intended to convey the embedded nature of the bed and 
the place it occupies in family life, a calm dialogue of conjuncture. 
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10. Psalm/Choir. (Refer page 131). These images sing the 
conversation of the church as the choir acknowledges the 
restoration of the house. 

11.The Word. (Refer page 132). These gossip boxes, these contain 
unpredictable words, speeches and images, they express opinions, 
ideas and idle chat exploring the way conversations reverberate 
around the island. 

12. Peace. (Refer page 133). This installation represents a soft light 
conversation of conjuncture and transition, speaking of change 
and continuity.  

 

Figure 3.8: 3. Barraud, K. (March, 
2011). Images floated off the wall. 
Digital image. 
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I explored the notion of making three-dimensional mixed media work to continue my strategy of using whatever materials are at hand.  
I made boxes from recycled cardboard covering them with images of words and phrases recorded from the house at Kaireva.   To 
experiment with the concept of gossip as a form of conversation, I suspended the graffiti/gossip boxes; words hanging in space, 
exploring the way conversation reverberates around the island (see Figure 3.8: 4). 

Figure 3.8: 4. Barraud, K. (March, 2011). The Word. 
Digital image. 

11 
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I restored the feather, which had remained in situ in the 
house for three months by re-coating it with white lime 
plaster emulating the local practice of regularly coating the 
walls of the coral houses to rejuvenate and protect them.   I 
then placed the feather with white bird feathers into a 
corner of the gallery.    The white feathers reference the 
plumage of the kaki-ia bird, which serves as a cultural and 
religious icon representing the continuing role of the 
church in everyday life on the island of Rarotonga.   The 
shadows referenced the foliage of a coconut palm and the 
transition of the feather.  (see Figure 3.8: 5).  

Figure 3.8: 5. Barraud, K. (March, 2011). Peace. 700 x 3000 mm. 
Coconut palm frond, fabric, lime plaster. Digital image. 

12 
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I used white chalk to draw a plan print of the house metaphorically placing the house into the gallery space.    As expected the lime 
chalk deteriorated with the guest’s interaction with the installation and the floor and metaphorical walls.   I observed how guests 
participated by generally standing within the suggested walls of the house.   (see Figure 3.8: 6 and 3.8: 7).    

 

Figure 3.8: 6. Barraud, K. (March, 2011). 
Chalk lines. Digital image. 

Figure 3.8: 7. Bergman, B. (March, 2011). Guests 
attending BCA opening function. Digital image. 
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Figure 3.8: 9. Barraud, K. (March, 2011). Reflection. Collaged digital images projected onto 
white cotton mull. 1100 x 1200 mm. Projected image. 

 

I placed the now weathered, reconstructed and rebound bed back into the metaphorical house and wrapped it again with white 
protective cloth to create awareness of what is lost and not replaceable.   (see Figure 3.8: 8).   I projected a collaged image Reflection onto 
the gauze to reference the past, present, family and history of the house and the objects of everyday life.   (see Figure 3.8: 9). 

Figure 3.8: 8. Cooper,M. Conjuncture. (March, 
2011). The re-bound bed. Digital image. 
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 On reflection I found that the three dimensional gossip boxes were unsuccessful as they disrupted the flow of visual conversation.   I 
cut them from the frame on which they were suspended knotting them together which bound the words and images into a more in 
cohesive statement.   I then hung the work as a stand-alone piece to reflect the unsubstantiated nature of gossip.  (see figure 3.8: 10).   I 
found what appeared to be a loud babble of words and conversations, now hung silently in situ. 

 

Figure 3.8: 10. Barraud, K. (March, 2011). The Word. 600 x 800 mm. 
Recycled cardboard, digital images, nylon fishing line. Digital image. 

11 
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On reflection I saw that the organisation made it possible to read the work from left to right along the wall reflecting the different 
transitions in the house and tones and pitches.   The types of conversation were not as apparent as I had intended and so not 
immediately obvious to the casual viewer.   Overall, using conversations with the viewing public as a gauge, I think there was a clear 
appreciation of the ongoing engagement and dialogue with the house.   Lesley Ayers, a visitor to the island and published writer 
expressed her view of the whole exhibition as paying homage to the Kaireva house.   ‘It was very moving; the whole thing was very 
beautiful.   I love the angles of the photographic shots and the ei is just stunning in its ingenuity and use of materials, as is the palm 
frond and it’s transition to a feather’.   (Personal communication, Saturday, 24 March, 2011). 

As previously stated the work is of an ongoing nature, which concurs with a comment made by Joan Gragg (Cook Island resident) in 
an email communication to Dale Fitchett dated 24 March, 2011.   The project has  ‘people talking about lime houses and how important 
it is to preserve them.  The landowners are taking care of the house now whereas before they just ignored it.   It is also interesting that 
they use it, as is, with just the walls.   They would not have thought of doing this before.’    
 
Observations about the audience response are included here to demonstrate how the work continues to act as a catalyst for continuing 
involvement and conversations about the coral limestone houses of the Cook Islands. 
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HOMAGE TO A HOUSE 

Speaking Volumes 

A visual Conversation about Transient Space 
BEACHCOMBER CONTEMPORARY ART 

18 MARCH – 02 APRIL 2011 

Prologue, (2009) 500 x 500 mm. 

Kaireva 1, (2009). 1100 x 1452 mm. 

Healing, (2010). 1100 x 1400 mm. 

Celebration, (2009). 148 x 210 mm x 12. 1200 mm diameter. 

Resurrection, (2010). 1100 x 1452 mm. 

Reflection, (2011). 1000 x 1500 mm.  Projected image. 

Conjuncture I, (2010). 300 x 1400 mm. 

Conjuncture II, (2010). 2000 x 1800 mm.  Mixed media, iron, kiri-au, marbe shell, jute, cloth. 

Embedded, (2011). 1100 x 1500 mm. 

Psalm: The Lord is my Shepherd, (2011). 1100 x 1000 mm. 

Choir, (2010). Ngatangiia CICC choir. 210 x 295 mm. digital image. 

The Word, (2011). Assorted sizes x 10. Mixed media, cardboard, digital images, nylon        
fishing line. 

Peace, (2011). 700 x 3000 mm. Mixed media. organic material, cloth, plaster. 

All photographic images printed on Hahnemulle Photo Rag 310 gsm using Archival K 2 
pigment inkset. 
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Figure 3.8: 11. Barraud, K. Prologue, (March, 2009). 500 x 500 mm. Digital images. 
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 Figure 3.8: 12. Barraud, K. Kaireva 1, (February, 2009). Digital image. 1100 x 1452 mm. 
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Figure 3.8: 13. Barraud, K. Healing, (February, 2010).  Digital images. 1100 x 1400 mm. 
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Figure 3.8: 14. Barraud, K. Celebration. (November, 2009). Digital images. 148 x 210 mm x 12. 1200 mm diameter. 
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Figure 3.8: 15. Barraud, K. (March, 2010). Resurrection. Digital image. 1100 x 1452 mm. 
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Figure 3.8: 16. Barraud, K. (February, 2011). Reflection. Collage. Digital images 1000 x 1500 mm. Projected image. 
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Figure 3.8: 17. Barraud, K. (July, 2010). Conjunction. Digital images. 300 x 1400 mm. 



 129 

Figure 3.8: 18. Barraud, K., Pokoino, P., Joseph, T. (June, 2010). Conjuncture. Mixed media, iron, kiri-au, marbe shell, jute, cloth. 2000 x 1800 mm. Digital image. 
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Figure 3.8: 19. Barraud, K. (January, 2011). Embedded.  Digital image. 1100 x 1500 mm. 
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Figure 3.8: 20. Barraud, K. (August, 2010). Psalm: The Lord Is My Shepherd. 1100 x 1000 mm. Choir, Ngatangiia CICC choir.  210 x 295 mm. Digital image. 



 132 

Figure 3.8: 21. Barraud, K. (February, 2011). The Word. Gossip boxes, assorted sizes x 12. Mixed media, cardboard, digital images, nylon fishing line. Digital 
images. 
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Figure 3.8: 22.  Barraud, K. (January, 2011). Peace. Mixed media. Organic material, cloth, plaster. 700 x 3000 mm. Digital image. 
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CONCLUSION; 

My project has been a journey exploring transitional space and places using conversation as a methodology and informed by the 
theory and practice of bricolage.   This conversation is ongoing and sets out to explore the harmonies and contradictions between two 
cultures, reflected through the constantly changing state of place and space in Rarotonga.    Like an unending conversation with 
unlimited possibilities I have discovered that it is not possible to execute what might be considered a final or conclusive work in the 
house at Kaireva.    I propose that my individual projects, their intentions and installation Homage to a House - Speaking Volumes be 
considered as a body of work as a whole, like a conversation to and frowing between people, objects and places.  I consider that my 
project would only come to a final conclusion if the house at Kaireva were demolished like the plight of so many other similar ‘are 
ngaika’.    

Through the developmental stages of my research project I have discovered many new things.   Initially my research involved me as 
the artist in a conversation with the land.   From initially exploring issues related to pollution, culture and place working in the 
Paringaru Passage, I subsequently moved my focus when I found the house at Kaireva in the Avana Passage and my work expanded to 
involve more collaborative conversations.   By working collaboratively with the local people, knowledge was gained of the cultural 
history of the island including their religious and spiritual beliefs, communal attitudes in their practice of everyday life along with their 
system and division of land tenure.   The projects due to their placement in public places set out to encourage conversation amongst the 
local people and create awareness and an active interest in the historic coral limestone houses and their preservation.   Working with 
the house at Kaireva made me aware of the unique space the coral limestone houses occupy in history.    I have found new ways to 
work in and with the cultural landscape and my findings have allowed me to develop my thinking around approaches to the 
organisation of spatial relationships, which incorporate found objects through a strategy of bricolage.    
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My projects have involved conversations with people, sites, objects and spaces.   As a result I see the potential in continuing to use 
conversation as a methodological approach to explore the relationship between the families and owners of the historic coral limestone 
houses of the taura oire and promote the site at Kaireva as a venue for other practices. 

I have explored conversations about transitional spaces and benefited hugely from the generosity of the people of Rarotonga who I 
would like to thank for the many cultural conversations that have informed me about their place.   
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Figure A: 1. Barraud, K. (March, 2009). Kauvai 
House, Ngatangiia. Digital image. 
 

Figure A: 2. Barraud, K. (May, 2010. The Ariki Palace, 
Turangi. Digital image. 

APPENDIX 

Abandoned Coral Lime Stone houses, Rarotonga, Cook Islands. 

Figure A: 4. Barraud, K. (March, 2009). Matavera  
Demolished 1 July, 2007. Digital image. 

4. Barraud, K. (April, 2009). Tupapa. Digital 
image. 

 

          

 

 

Figure A: 3. Barraud, K. (July, 2009). Taura oire, 
Tupapa. Digital image. 
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Figure A: 5. Cook Islands News. (June, 2009) Takitumu 
Lagoon Health 2009 Report Card. Scan copy.  
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Figure A: 6. Papa Ataera (2003) Painting, 
Book cover for Akono’anga Maori: Cook 
Islands Culture. 
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Figure A: 8. Barraud, K. (July, 2009). Lime that has been dug out of the pit after it has cooled for two/three weeks is mixed with 
seawater to make white plaster to coat the exterior and interior walls of the houses and churches. Digital images. 

 

Figure A: 7. Barraud, K. (July, 2008). Layers of coral rock and coconut wood are burnt on a pyre for two weeks. Digital images. 

Process of making lime – Aitutaki, Cook Islands. 2008 
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Figure A: 9. Barraud, K. (July, 2009). Members of the Matavera Boys Brigade, collecting au branches. Digital images. 

The process of collecting and curing the Kiri-au – Rarotonga, Cook Islands 

      

Figure A: 10. Barraud, K. (July, 2009). Stripping bark from the branches of the au tree.  Digital images.   
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Figure A: 11. Barraud, K. (July, 2009). Kiri-au; the name of the bark stripped from 
the au branches, which is traditional used to make dance costumes. Digital 
images. 

 

Figure A: 12. Barraud, K. (July, 2009). Put into sacks and transported to the lagoon, where 
the sacks are weighted down with concrete blocks. Digital images. 
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Figure A: 13. Barraud, K. (July, 2009). Sacks containing kiri-au are 
weighted down and left in the lagoon for three weeks. Digital images. 
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Figure A: 14. Barraud, K. (August, 2009). After two to three weeks the sacks are opened. 
The kiri-au washed in the lagoon. Digital images. 

Figure A: 15. Barraud, K. (August, 2009). Kiri-au hanging out to dry. Digital images. 
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Figure A: 16. Copy of article printed in the Cook Islands News, (August 7, 
2010). Scan copy. 



 149 

Figure A: 17. Copy of article printed in The Cook Islands News. (October 
16, 2010). Scan copy. 
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Figure A: 18.  Copy of article printed in The Cook Islands News (August, 2010). Scan copy. 
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Figure A: 19. Copy of article published in the Cook Islands 
News (December, 2010). Scan copy. 
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Figure A: 20. Beachcomber Contemporary Art Gallery, Invitation. (March, 2011). Digital image. 



 

 

 

Figure A: 21. Copy of article published in the Cook Islands News. 
(March, 2001). Scan copy. 


