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Nature/
Next

Bringing together artists from Australia, New Zealand 
and the United States, Issue Two of Common 
Ground tackles ideas regarding the landscape and 
natural world. Featuring diverse perspectives and 
processes, each body of work examines various ways 
of engaging with nature- from decay to preservation, 
documentation to manipulation. Issue Two also 
contains interviews with Marisa Georgiou (whose 
practice plays upon memory of the landscape) and 
Becky Nunes (who documents transitional sites) 
as well as an essay by Christine McFetridge on 
Sarah Mosca’s Untitled Walks. Tied together by the 
interrogation of wilderness, Issue Two, titled Nature/
Next, raises questions regarding the malleability of the 
landscape and challenges how we perceive, interact 
and imagine the ever-changing natural world.



RENATA BUZIAK
Unfolding Rhythms

www.renata-buziak.com

The present seems to be filled both with the present of the past and 
anticipation of the future (Keith Moxey, 2013).

Time does not stay still. The Unfolding Rhythms series draws 
attention to the infinite progression of nature’s rhythms in various 
frequencies and times. Nature’s events of organic decomposition 
are captured by an experimental biochrome process and time-
lapse photography accompanied by Vanessa Tomlinson’s 
soundscapes. These methods allow observing the transformation 
of flora by revealing what’s usually invisible to the eye. The 
significance of these plants to the Quandamooka people of 
Minjerribah (North Stradbroke Island) for medicinal purposes 
demonstrates the importance of the relationship between the 
natural world and ourselves.

Flora in these works includes images of edible coastal plants like 
Sesuvium portulacastrum and Carpobrotus glaucescens that 
were used for marine stings and insect bites, as well as tea trees 
used as insect repellent, antiseptic and for treating various health 
conditions. 

http://www.renata-buziak.com








reNATA buZIAK

Renata Buziak is a Polish 
born, Brisbane based artist. 
She is a PhD candidate, a 
tutor at Queensland College 
of Art, Griffith University 
(QCA), and a Queensland 
Centre for Photography (QCP) 
management board member. 

Renata’s experimental 
biochrome work has been 
exhibited in solo and group 
exhibitions, nationally and 
internationally. She received 
a number of art awards, and 
her work features in private 
and public collections. In 2014 
Renata was invited to exhibit at 
the 4th Biennale Ars Polonia in 
Opole, Poland, an international 
showcase of works by artists of 
Polish heritage. Her monogram 
Afterimage was launched in 
2010 by the QCP, and her 
research paper published in the 
Studio Research Journal in 
July 2014.



CLAIRE A. WARDEN
Salt: Studies in Preservation

Despite the best efforts of science, authentic preservation of living 
matter is an impossible act. It is an ideal that stands in tension with 
the transient ephemerality that qualifies life.

In order to preserve and document specimens for future study, 
scientists must ‘fix’ the organic complexity of the botanical 
specimen through human intervention. It is a process that, 
ultimately, restructures the essence of the specimen. 

I emphasize the manipulation that manifests from preservation 
through the use of salt. This mineral that is necessary to sustain 
life—yet if the delicate balance is outweighed, can extinguish it—
reflects the structure of a preserved specimen and acts to preserve 
it. I submerge each living plant in a bath of salt water and allow the 
salt to crystallize and encapsulate the living form. 

Inspired by botanical illustrations as a method to understand and 
control one’s environment, I seek to impress the human urge to 
order nature and in the process, fundamentally change it. Using 
the platinum-palladium photographic process for its chemical 
stability and long-lasting image, these prints complicate the ideal 
of preservation, albeit, at the expense of the most authentic act of 
living matter, decay.

& Manipulation

www.claireawarden.com

www.claireawarden.com












cLAIre A. WArDeN

Claire A. Warden (b. Montreal, 
Quebec) is an emerging artist 
in Phoenix, Arizona. Claire’s 
work explores the intersections 
of control, preservation, 
identity and performance. The 
constructed photograph is 
integral to her arts practice. 
She received her BFA in 
Photography and BA in Art 
History from Arizona State 
University and completed one 
year towards an MFA at Texas 
Woman’s University. 

Claire’s work has been exhibited 
internationally and her work 
has earned her a Catalyst Artist 
Grant, Individual Artist Grant 
Award by Creative Capacity 
Fund and LensCulture’s Top 
50 Emerging Talents in 2014. 
Claire is the Artist-in-Residence 
at Art Intersection in Arizona.



HOW MUCH IS ONE 
MILLION STEPS?

To think about walking as a gesture, and not merely as a means of 
getting from one place to another, encourages a certain slowness to 
overtake the body. This is not precisely the ‘opposite of speed’2  but 
rather an awareness of step followed by step, and of surroundings falling 
away to the distance. Walking for the sake of walking. Sarah Mosca’s 
series Untitled Walks engages with this notion and presents it in a 
way that is part photographic, part performance. The seven3  resulting 
photographs emphasise the removal of oneself from societal bounds, 
the clarification of thoughts and ideas, and the ceasing of attachment 
to identity in consideration that perhaps ‘truth itself wanders through the 
forests.’4

Walking has long been an important practice of artists, thinkers, and 
writers, as it allows for total immersion in the outdoors. ‘I wish to speak a 
word for nature’, begins Henry David Thoreau in his 1862 essay Walking, 
‘for absolute freedom and wildness, as contrasted with a freedom and 
culture merely civil—to regard man as an inhabitant, or a part and parcel 
of Nature, rather than a member of society.’ Walking up to four hours 
each day he would follow the land and rivers southwest, keeping to their 
curves, and saunter through fields and trees in the afternoon sun. Though 
we are now more confined to dedicated paths as a result of private land 
ownership, to walk amongst nature encourages the aforementioned 
slowness and the appreciation of solitude: ‘We walked in so pure and 
bright a light, gilding the withered grass and leaves, so softly and 
serenely bright, I thought I had never bathed in such a golden flood, 
without a ripple or a murmur to it.’5  Given that it is not an uncommon 
present-day reality for a smart phone to feature as an extension of one’s 
limb, valuing slowness and solitude is now more important than ever.

Essay by Christine McFetridge
Works by Sarah Mosca

SARAH MOSCA’S UNTITLED WALKS ARE 
PAINTERLY ABSTRACTIONS THAT DOCUMENT 

TREKS THROUGH THE LANDSCAPE

www.sarahmosca.com
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www.sarahmosca.com




Werner Herzog’s account of walking as a gesture of healing is of 
particular interest to Mosca’s Untitled Walks. In the winter of 1974, the 
German filmmaker began a three-week journey unaccompanied on 
foot from Munich to Paris upon receiving news that his dear friend and 
mentor Lotte Eisner was ill. Believing powerfully that his walk would have 
a healing effect on his friend, he set out and ‘walked, walked, walked, 
walked.’6  This simple gesture translated as an offering of respite. 
Influenced by Herzog’s trip, Untitled Walks came about as an intuitive 
response to a ‘longing to connect with the landscape.’7  Mosca’s walks 
began as a form of distraction, but developed into a performance of a 
‘personal and psychological journey about solitude and absence.’8

The photographs that comprise Untitled Walks resemble painterly 
abstractions, absent of pictorial form. Ultimately ‘photographic failures’9  
the printed images are rendered in otherworldly tones of pink and yellow, 
emphasising the physical articulation of Mosca’s undertaking in walking 
Italy’s mountainous regions at the end of summer. She prepared for each 
of her seven walks by attaching an individual sheet of 4 x 5” large-format 
colour film over her heart. Throughout the course of her journeys the film 
recorded impressions of the environment, and also the affects of Mosca’s 
own breath, sweat, and body temperature. The walks were of varying 
lengths between two and six hours and different routes were selected, 
invariably impacting the extent to which the film was marked. Despite the 
figurative absence, there is still the implicit presence of Mosca as she 
herself relates to the physicality of making each work. The images remain 
untitled with the exception of an action noted in parenthesis, confirming 
the importance of the gesture itself.

Walking amongst the natural landscape, as Thoreau observed, enables 
the experience of our wildest humanity. Italy’s Abruzzo region, where 
Mosca conducted her walks, is significantly personal. The landscape had 
observed the birth of her father, and she herself had visited previously at 
different stages throughout her life. Since, a significant earthquake that 
destroyed the L’Aquila town centre has altered the area. The erasure of 
the town resonates through the images of Untitled Walks and their aim 
‘to talk about memory, or the fracturing of memory, like glimpses of what 
is there and what has passed.’10  This fracturing also informs the idea of 
the loss of identity for the duration of a walk, as there is freedom in ‘not 
being anyone’11. The walker is left to attend to his or her own thoughts 
and ideas. Formless gestures of absence and presence substantiating 
the view ‘a slow approach to landscapes […] gradually renders them 
familiar.’12

There is a peaceful rhythm attached to walking. Breathing is regulated, 
and the mind distracted. The body is connected to the earth and 
landscape that surrounds it. Emily Brontë would only walk where my 
own nature would be leading: / It vexes me to choose another guide…13  
and when the ‘present moment is fraught with tangled woods’14  there 
is indeed much comfort to be found in self-reliance and the repeated, 
steady movement afforded by walking. Footsteps made to measure the 
beating of the heart.





1 Herzog, Werner. Of Walking in Ice. Translated by Martje Herzog and 
Alan Greenberg. New York: Tantam Press, 1980, p. 22.

2 Gros, Frédéric. A Philosophy of Walking. Translated by John Howe. 
London: Verso, 2014, p. 36.

3 Seven walks were conducted, however only five of the resulting 
photographs were exhibited as a part of Useless Gestures, Galerie 
Pompom, Sydney, 2014.

4 Herzog, p. 76.

5 Thoreau, Henry David. Walking. June 1, 1862. http://www.theatlantic.
com/magazine/archive/1862/06/walking/304674/.

6 Herzog, p. 67.

7 Fasher, Kim. Kim Fasher in conversation with artist Sarah Mosca. http://
tryhardmagazine.com/interview_sarah_mosca_kim_fasher.

8 Ibid.
 
9 Ibid.

10 Ibid.

11 Gros, p. 6.

12 Ibid., p. 37.

13 Brontë, Emily. ‘Stanzas.’ In The Oxford Book of Victorian Verse, edited 
by Arthur Thomas Quilter-Couch. Oxford: The Clarendon Press, 1922.

14 Kerouac, Jack. Big Sur. New York: Penguin, 1992, p. 38.



CATHERINE 
NELSON

Floating Worlds

When Catherine Nelson embraced the medium of photography, she felt 
that taking a photo representing only what was within the lens wasn’t 
expressing her inner and personal experience of the world around her.
With the eye and training of a painter and with years of experience in the 
film visual effects industry, she began to look for ways to take her photos 
to another level.

The 4 bodies of work, Future Memoires, Nuit Americaine, Other Worlds 
and Danube, comprise of ‘floating worlds’. Shot in Australia, Europe, 
USA and Asia, each work is meticulously composed with thousands 
of  assembled details.  Visual poetry, nature photography and digital 
techniques blend together to give shape to these transcendental  
landscapes. The result is a contemporary pictorial mythology that subtly 
reminds the viewer of a profound truth: that it is in the flourishing variety 
of the local that the fate of the world resides.

www.catherinenelson.net

www.catherinenelson.net












cATHerINe NeLSON

Catherine Nelson is a visual 
artist who uses  modern 
technology as her paintbrush.
After completing her studies in 
painting, she moved into the film 
industry creating visual effects 
for films such as Moulin Rouge!, 
Harry Potter and the Prisoner of 
Azkaban, 300  and Australia. 

In her career as a visual effects 
artist at various film studios 
around the world, Catherine 
was exposed to the latest digital 
techniques which she uses to 
create her work today. But 
it was her painting education 
that formed  her eye and 
vision for her contemporary 
landscapes to which she now 
dedicates herself.



KATE ROBERTSON
Celestial Body Model

www.kate-robertson.com

Kate Robertson is a photographer who is interested in working in 
the ‘between space’ of contemporary art and ethnography, in order 
to explore the inner workings of community and lived experience. 
In particular, she is drawn to the practices, formations and related 
phenomena found within healing communities that are connected 
to the natural environment. 

By employing methods of engagement and documentation in the 
field and over an extended period of time, she attempts to map 
the community’s healing approaches, associated phenomena, 
and ongoing endeavours to create a more caring, humane and 
respectful society.

Back in the studio and darkroom she uses different photographic 
techniques to highlight the sensory modes of understanding 
that these natural healing ways depend upon. The photographic 
processes are varied and are usually drawn out over a long period 
of time, thus becoming a slow and contemplative activity in itself.

http://www.kate-robertson.com












KATe rOberTSON

Kate lives and works in Melbourne, 
Australia. Recent exhibitions 

include Transcendental, Galerie 
Pavlova, Berlin (2014); Fixed 

Object, Wellington St Projects, 
Sydney (2014); and Transforming 

Landscape, Wallflower Gallery, 
Mildura (2014). 

She was a finalist for the 2013 
and 2014 Bowness Photography 

Prize, Monash Gallery of Art; 
2012 Josephine Ulrick and Win 
Schubert Photography Award, 

Gold Coast Arts Centre; and the 
2011 UNCOVER (young and 
emerging artist award), Perth 

Centre for Photography. 

Her photographic work has 
appeared in Unless You Will 

(AUS), Musee Magazine (USA), 
LENSCRATCH (USA) and Feature 

Shoot (USA). Kate’s work is 
included in Anthropology and Art 

Practice (Bloomsbury London). 



SCORCH & 
BURN

A recent graduate from the Queensland College of Art, Marisa 
Georgiou’s practice combines printmaking, photography, sculpture and 
performance to test illusions and interrogate ideas of memory, mythology 
and place. Georgiou has exhibited in a number of group exhibitions 
including Do Not Consume at the Hold Artspace and Jalan-Jalan at 
Queensland College of Art Galleries.

In Georgiou’s most recent works Look Closer I, II and III, photographs 
of the Australian outback and bush are screen-printed using honey 
and scorching techniques. The process is long and contemplative, with 
Georgiou slowly building up areas of darkened landscape, while leaving 
other photographic sections to fade and dissolve into the white expanse 
of paper. The edges of the sculptural prints are similarly burned and torn, 
referencing rugged terrain, horizons or coastlines. The resulting works 
speak to the instability of memory when remembering place, as well as 
post-colonial Western relationships to the land and the mythologies that 
exist around the rural Australian landscape. These concerns flow through 
into Georgiou’s installation and performance The Transience of Memory, 
where vague and familiar landscapes are formed and projected using 
salt soaked cloth, being slowly manipulated by Georgiou over time.

Contemplative and evocative, Marisa Georgiou moves across 
photo-media and various mediums to explore contemporary relationships 
with the Australian landscape. Using time and memory as a foundation 
for her recent works, Georgiou’s practice reads as a series of shimmering 
illusions, questioning Australian understandings of wilderness and 
presenting our memories and the landscape as constantly changing, 
malleable and uncertain.

Interview by Katelyn-Jane Dunn
Works by Marisa Georgiou

MARISA GEORGIOU USES PHOTOGRAPHIC 
LANDSCAPES TO EXPLORE IDEAS OF MYTHOLOGY, 

MEMORY AND ILLUSION

www.marisageorgiouart.com

www.marisageorgiouart.com


Katelyn: While your practice fits more broadly within sculpture, 
installation and performance, you frequently reference photography. 
Where does your interest in photo-media come from? Could you tell 
me a bit about its relationship to your practice?

Marisa:  My interest in the photographic has subtly crept up on me 
as my practise has evolved over the last few years. On reflection, I 
realise that my attraction to the photographic comes from that sense 
that a photograph is a still illusion of reality. It recently occurred to me 
that one of the themes running consistently through my work has been 
experimenting with illusion and the mechanics of it.

I think that having a love of screen-printing has influenced me to utilise 
photography more frequently. In a sense, the process of coating a 
screen with light-sensitive emulsion is a photographic process; but in a 
broader way, it is a process which, at its best, allows for that 
almost-photographic aesthetic that my drawing practice did not allow 
for. Something I have struggled with in the past is that there is no point 
in using print media techniques if there is a possibility the work will 
be better (or of equal standard) as a drawing or photograph; that the 
print medium has to be chosen as an artistic decision. In this way, 
experimental screen printing has become a good compromise, and an 
ideal way to extend the drawn and photographic image.  

My installation work so far has also consistently retained one root in 
the pictorial, and so working with light, shadow, and video made sense 
in producing work on the large scale, and with that element of the 
immersive, that I desired.  

“...my attraction to the 
photographic comes from 

that sense that a 
photograph is a still illusion 

of reality.”



K: For the Look Closer works, you use images of the Australian 
desert to tackle post-colonial desires and relationships with the land. 
How did these projects begin, and where did this interest stem from?

M: In 2013 I was lucky enough to be driven from Melbourne to Alice 
Springs and back to Brisbane over a number of weeks. It was my first 
time as an Australian going rural, and on the way I used an old film 
camera to record the experience. I didn’t get around to developing the 
film for a good six months, having forgotten everything I had captured. 
At least two-thirds of the images were landscapes. I realised that I 
couldn’t even tell someone where those places that had astounded me 
so much could be found, and that I would never be able to find them 
again. This became the concept I investigated for the rest of the year: 
the impermanence and unreliability of memory when remembering 
wilderness and place, and the frustrations in that.
 

K: Your application of these images involves a process of
screen-printing with honey and scorching paper. Can you tell me 
about this process and how it came to be?

M: I was taken by the notion of burning an image of the Australian 
landscape into existence. Through a long process of experimentation, I 
found that honey caramelised onto the paper and browned faster than 
the paper; that if I found that sweet spot in the scorching process then 
I could bring about images of the places I had visited. The screen print 
is invisible at first, and so I was able to witness a landscape emerging 
slowly from nothing whilst I scorched it into existence in small areas at 
a time. In a sense, it became quite meditative. When scorching larger 
works, it required me to be completely mentally present for hours: hold 
the heat there too long and the image will be destroyed. Every blackened 
area of paper is a mark made in a moment of lost concentration.



K:  You mention in your artist statement the mystification of the 
landscape, and mythic representations of nature within Australian 
discourse. The works are definitely evocative of Dorothy Mackellar’s 
My Country, and the transformative narratives associated with wild 
bushfires. Why do you think the landscapes of the outback and bush 
continue to dominate Australian discourse, despite the majority of 
citizens living in more urbanised environments?

M: It makes sense for us in Australia to congregate in cities for practical 
reasons; however, I think there are most likely subconscious reasons 
for this congregation, too. I do believe that there is a deep, mostly 
unacknowledged, fear of what we call ‘wilderness’. I realised while 
camping quite far off the beaten track last year that the experience was, 
at times, fairly psychologically challenging. It is a sense of being alone, 
being vulnerable to nature, and being aware of how small you are. It is an 
experience that is unique. The nature of the Australian bush specifically 
extends this fear because it is a place of roughness and callousness 

(as well as one of remarkable beauty). It is possible that we swarm in 
cities because of a (specifically post-colonial) impulse to control our 
environment and escape the confrontation of wilderness. This fear might 
similarly contribute to the fascination that the outback holds in Australian 
discourse.

K: You similarly deal with spiritualised ideas of landscape in The 
Transience of Memory, playing with shadows and light to create 
intangible imaginary landscapes. You also step in to perform and 
engage with this process. Can you tell me about these works and the 
role of the hand in manipulating and recalling the landscape?

M: In the experimental process for this installation, I became fascinated 
with the idea that in order to represent a landscape- any landscape- all 
one needs is a horizon line. It was an ideal way to visually represent

“I realised while camping quite 
far off the beaten track last 

year that the experience was, at 
times, fairly psychologically 

challenging.”



the “archetypal” or base landscape that the audience can attach their 
own experience to. I received feedback that people saw many different 
places in the work, ranging from the Australian bush, to seascapes, to 
fields or mountains. I made the image using fabric soaked in salt laid on 
a modified overhead projector to create senses of place. 

The performance element emerged from a desire to give a 
time-based element to the work. Through the measured, deliberate and 
(performatively speaking) understated manipulation of the image being 
projected onto the wall, the work became reminiscent of the notion that 
when one is standing in front of a vast landscape, time is ritualised by 
the realisation that you can never experience that same view again. It is 
one of those rare times that I am drawn to become fully present without 
making a conscious decision to do so. 

K: You recently graduated from a Bachelor of Fine Art at the 
Queensland College of Art, and showed at the Hold Artspace as a 
part of the exhibition Do Not Consume. Where do you hope to take 
your practice, and do you have any current or future plans?

M: I’m about to start my Honours at QCA next year, I’m very excited to be 
there. After that I need to travel some more!



RACHAEL ARCHIBALD
dot net. sub let

As an artist, Rachael Archibald plays with the conventions of art 
categorizations and conforms them into digital processes, as an all 
inclusive art form. Working mainly in animation and still imagery, she 
combines sculptural forms and painterly gestures with iphone recordings 
and images from Google, giving each equal value to their potential as 
art objects. She takes advantage of the digital realm to create moving 
sculptures, animated collage, instant paintings and floating drawings. 
It is a practice which expands with various online media platforms and 
physical spaces, the work changing for each to utilise the individual 
qualities. For instance, Instagram is used as gallery for spontaneous 
paintings and collages, usually created on her phone, whereas her 
tumblr page is a scrolling gallery wall where moving objects float on 
a default Photoshop background; an installation which could not be 
achieved in physical space. Not limiting herself to the fragility of online 
media, Archibald occasionally creates fabric prints with her digital 
artwork, hanging them in galleries or transforming them into clothing.

rachaelarchibald.tumblr.com

rachaelarchibald.tumblr.com
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rAcHAeL ArcHIbALD

Rachael Archibald is currently 
expanding her practice 
into graphic arts and visual 
communication; having 
already designed posters and 
promotional media for other 
artists, musicians and galleries.
Although living and working in 
Brisbane, Australia, most of her 
work has been shown overseas 
in Bristol, Venice, Brooklyn, and 
online as part of the The 
Wrong – New Digital Art 
Biennale. Since completing a 
Bachelor in Fine Art from the 
Queensland College of Art in 
2013, Rachael Archibald has 
had an immersive role in the 
Brisbane arts community. She 
curated a small group show, 
was selected to exhibit in the 
Brisbane Emerging Arts Festival 
and is working on developing 
a greater community within 
Brisbane whose interests and 
skills are in digital practices.



SONIA PAYES
Icescape & Interzone

In recent years I have embraced the possibilities of digital technology 
and my practice now includes multimedia computer animations, 3D 
printing and more recently sculpture. I have been exploring themes of 
creation, apocalypse, regeneration and renewal of our future for quite 
some time now. 

 This new aspect of my work provides unlimited potential where the limit 
is only one’s imagination. These themes are important to me and I am 
developing a number of concurrent and interlinked series through which I 
hope to make sense of our changing environment. 

My photography is, and will always be, the basis of all my work, taking 
me to weird and mostly extreme locations, like landing on the still 
smoking but ice covered volcano in Iceland, or hiking on the steaming 
hot volcanic islands of Papua New Guinea, or just as comfortably 
shooting in my light-filled studio in Melbourne. 

www.soniapayes.com

www.soniapayes.com












SONIA PAYeS

Sonia Payes is a photographer 
and new media artist based 
in Melbourne, Australia and 
was recently awarded The 
McClelland Achievement Prize 
(MAP) 2014. 

Recent exhibitions in 2014 
include the McClelland 
Sculpture Survey and Award, 
Liminal Narratives, Midwinter 
Masters : Curated by Frances 
Lindsay, Art14 , London with 
Fehily Contemporary; Photo LA 
with the Queensland Centre 
for Photography; Wild Cards 
curated by Bill Henson for 
the Monash Gallery of Art, 
Melbourne and RE Generation 
curated by Professor Ted Snell 
and presented in association 
with the Queensland Festival 
of Photography. 

Sonia Payes is represented 
by Fehily Contemporary, 
Melbourne, Australia



CO-ORBITAL

“The last time of anything has the poignancy of death itself.” 
Betty Smith, from A Tree Grows in Brooklyn 

Grafton Gully, a once verdant geographical feature of Auckland City, 
informs the work of Becky Nunes. It separates the north and south 
of the city, and since the 1960s has been considerably affected by 
changes and developments to infrastructure; notably the disinterment 
of the Symonds Street Cemetery to accommodate the Grafton 
motorway network and the discovery in 1990 of a rare native snail. 
Nunes affirms this is a ‘transitional landscape that has registered our 
varying preoccupations with nature, death, the movement of people 
and objects.’1 Significantly she considers how the sacred and spiritual 
interact around present-day realities by looking to the Māori concepts 
tapu and noa (the sacred and the earthly), which exist here in symbiosis 
and flux. Discarded household items, geological remains, and part of a 
headstone with letters ‘IN’ discernible are just some of the fragments that 
have been collected from the area and observed to emphasise the fluid 
and interdependent relationship of these states to human beings, while 
at the same time suggesting their relevance to wider territories. Co-orbital 
and companion work The Graveyard Snail comprise photographs
that engage with life as it persists, despite unalterable wounds to the 
natural landscape.

1 Smith, Betty. A Tree Grows in Brooklyn, London: Pavanne, 1985, p. 385.

Interview by Christine McFetridge
Works by Becky Nunes

BECKY NUNES EXPLORES THE SACRED AND 
SPIRITUAL IN TRANSITIONAL NEW ZEALAND 

LANDSCAPES

www.beckynunes.co.nz

www.beckynunes.co.nz


Christine: Co-orbital specifically engages with the traditional Māori 
ideas of tapu and noa (the sacred and the earthly), and how they 
relate to the environment and land use. How did your work initially 
become motivated by these concepts?

Becky: I have been fortunate to work on several projects that have 
engaged with Māori tikunga in some depth. In particular I worked for 
several years on a series of portraits of the wearers and practitioners of 
Ta Moko, or Maori tattoo. This project took me the length and breadth 
of Aotearoa, and opened up for me a depth of personal revelation. So a 
personal narrative is at the heart of my engagement with these ideas, but 
I don’t think it helps the work to reveal the exact nature of those events.

C: The Graveyard Snail, published as an online book, is a companion 
work to Co-orbital. Was your approach to each of the projects 
different in any way?

B: The project has its roots in the documentary form, and the subjective 
accumulation of information, both written and visual, was important for 
me to be able to present in some way. My intentions for the photographs 

and moving image that form Co-orbital were that they operate in a 
more abstract and meditative way for the viewer, untethered from any 
faithfulness to subject. Therefore I decided to tie the online book to 
the site, via billboard posters papered up around the area. I hoped 
this would enable people with no real connection to the world of the 
gallery to have an experience with the site and the project, prompted by 
coincidence and curiosity.

“I hoped this would enable 
people with no real 

connection to the world 
of the gallery to have an 

experience with the site and 
the project...”



C: The primary site chosen for the documentation of environs and 
objects in Co-orbital and The Graveyard Snail is Auckland’s Grafton 
Gully. What appealed to you the most about this site? Was it always 
your intention to observe this area?

B: I have lived near this place for many of the 25-plus years that I have 
inhabited Aotearoa. It has always fascinated me, as a site that has 
undergone almost perpetual change and modification, yet retains some 
of the visceral no-mans-land feeling that it had for me long ago. The 
landscape here exists as a stratified geology of our shifting values, and 
as a testament to the endless ability of the land to absorb adaptation and 
modification. This infinitely malleable quality of geology and its interface 
with large-scale engineering continues to fascinate me.

C:  Your work comprises photographs of both observed moments 
and documented objects. What was the reason for combining 
these types of imagery and additionally, what was your process of 
collecting the objects like? Did you have expectations with regards 
to what you hoped to find?

B: I see-saw between the lack of control that working out in the world 
demands and the uber-control of the studio. For me both processes have 
challenges and seductive aspects. I enjoy the ability of the lens 

to abstract and shape-shift via scale and light, and that is the process 
I used to make the pictures of the found objects. Working in a location 
I respond to light and texture as it is presented. I feel that any project 
for me is rooted in the actual, and I drew on ideas of the dérive and the 
animism of the found object when working in the field. This meant that

“The landscape here exists 
as a stratified geology of 
our shifting values, and 
as a testament to the 

endless ability of the land 
to absorb adaptation and 

modification.”



I gave up overt direction of the project when going on missions into the 
site, relying on synchronicity and an open exchange with the anima 
mundi of the place. Witchy stuff basically….and what I was given there,
I used.

C: In paying respect to New Zealand’s indigenous people, both 
Co-orbital and The Graveyard Snail speak to changing relationships 
with land over time and also to the history of colonisation. As an 
immigrant to New Zealand from England, did this have an impact on 
the making of the work?

B: I think that being an outsider has been at the heart of my work here, 
but also anywhere. I am descended from Jewish and Cornish ancestors, 
so one half of me is a perpetual wanderer and the other rooted to the 
land. It’s a tricky mixture! Certainly I became aware through working and 
travelling here of the complexities and troubled relationships that exist 
here for us all; with the land and with each other.

C: In discussing Co-orbital and The Graveyard Snail, you’ve 
identified with being a ‘guerrilla historian’- would you mind 
elaborating on this?

B: I stole this great phrase from an artist talk by Fiona Jack; someone 
who I hugely admire. She used it to express the freedom she felt to 
research in her own way and in a way that was relevant for the project, 
rather than in a way that is too imbued by the ‘faithfulness to subject’ that 
I mentioned earlier. This is a delicate balancing act I feel.

C: Will the ideas present in these projects continue to inform 
future work? 

B: I think these ideas and processes are central in my ongoing practice, 
though they will find different forms of expression dependant on the 
content.

I have been developing a series of works dealing with land use on 
Auckland’s volcanic cones. I hope to extend work made in the Central 
North Island with Ngati Rangi around the use of water from the flanks of 
sacred Ruapehu, and I have some ideas about the old dam sites in the 
Waitakere Ranges that I hope to investigate also.
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MOTHER & I   |   SANCINTYA SIMPSON
Sancintya Simpson, Lakshmi/Mother, 2012-2014
Sancintya Simpson, Lakshmi/Self, 2012-2014
Sancintya Simpson, Draupadi/Mother, 2012-2014
Sancintya Simpson, Draupadi/Self, 2012-2014
Sancintya Simpson, Kali/Mother, 2012-2014
Sancintya Simpson, Kali/Self, 2012-2014
Sancintya Simpson, Saraswati/Mother, 2012-2014
Sancintya Simpson, Saraswati/Self, 2012-2014
Sancintya Simpson, Durga/Mother, 2012-2014
Sancintya SImpson, Durga/Self, 2012-2014
Sancintya SImpson, Sita/Mother, 2012-2014
Sancintya Simpson, Sita/Self, 2012-2014

NEAR   |   KATRIN KOENNING
Katrin Koenning, Untitled images from Near, 2013-2014

LITTLE SERBIA   |   LYNETTE LETIC
Lynette Letic, Sisters, 2013
Lynette Letic, Dnevnik, 2014
Lynette Letic, Boys, 2013
Lynette Letic, Woggy Backyard, 2014

APOSELENE  |   REBECCA SMITH
Rebecca Smith, Untitled images from Aposelene, 2009

THICKER THAN WATER  |   BELINDA KOCHANOWSKA
Belinda Kochanowska, Incubation, 2014
Belinda Kochanowska, Union, 2014
Belinda Kochanowska, Bounty, 2014
Belinda Kochanowska, Fruition, 2014

UNFOLDING RHYTHMS | RENATA BUZIAK
Renata Buziak, Sesuvium portulacastrum… antibacterial... II, 2014, Archival pigment on Hahnemühle Torchon paper
Renata Buziak, Carpobrotus glaucescens … anaesthetic... II, 2014, Archival pigment on Hahnemühle Torchon paper

Renata Buziak, Leptospermum semibaccatum... insect repellent..., 2014, Archival pigment on Hahnemühle Torchon paper 
Renata Buziak, Sesuvium portulacastrum, 2014, time-lapse still
Renata Buziak, Sesuvium portulacastrum, 2014, time-lapse still
Renata Buziak, Sesuvium portulacastrum, 2014, time-lapse still
Renata Buziak, Sesuvium portulacastrum, 2014, time-lapse still

Renata Buziak, Carpobrotus glaucescens … anaesthetic..., 2014, Archival pigment on Hahnemühle Torchon paper

SALT: STUDIES IN PRESERVATION & MANIPULATION | CLAIRE A. WARDEN
Claire A. Warden, Botanical Specimen with Salt (Wildflower No. 3, 2012, Platinum palladium Print

Claire A. Warden, Botanical Specimen with Salt (Myrtle), 2012, Platinum palladium Print
Claire A. Warden, Botanical Specimen with Salt (Branch No. 3), 2012, Platinum palladium Print
Claire A. Warden, Botanical Specimen with Salt (Pomegranate), 2012, Platinum palladium Print

Claire A. Warden, Botanical Specimen with Salt (Unidentified No. 4), 2012, Platinum palladium Print
Claire A. Warden, Botanical Specimen with Salt (Unidentified No. 2), 2012, Platinum palladium Print

Claire A. Warden, Botanical Specimen with Salt (Black Sea Coral No. 2), 2012, Platinum palladium Print
Claire A. Warden, Botanical Specimen with Salt (California Ivy), 2012, Platinum palladium Print

Claire A. Warden, Botanical Specimen with Salt (Wildflower No. 4), 2012, Platinum palladium Print

SARAH MOSCA | HOW MUCH IS ONE MILLION STEPS?
Sarah Mosca, Untitled walk #4 (sorrowful gesture), 2014, pigment print

Installation view, Useless Gestures, Galerie Pompom, Sydney, 2014
Sarah Mosca, Untitled walk #3 (useless gesture), 2014, pigment print
Installation view, Useless Gestures, Galerie Pompom, Sydney, 2014
Sarah Mosca, Untitled walk #1 (absent gesture), 2014, pigment print

Sarah Mosca, Untitled walk #5 (soft gesture), 2014, pigment print

FLOATING WORLDS | CATHERINE NELSON
Catherine Nelson, Mareeba Wet from Future Memories, 2010, pigment print 

Catherine Nelson, Beach from Other Worlds, 2013, pigment print
Catherine Nelson, Sydney Spring from Other Worlds, 2013, pigment print 

Catherine Nelson, Temple Gardens from Other Worlds, 2013, pigment print
Catherine Nelson, The King’s Garden from Other Worlds, 2011, pigment print

Catherine Nelson, Cala I from Other Worlds, 2012, pigment print
Catherine Nelson, Mission I from Other Worlds, 2012, pigment print

Catherine Nelson, End of Winter from Nuit Americaine, 2011, pigment print
Catherine Nelson, Bourgoyen Early Autumn from Other Worlds, 2013, pigment print

Catherine Nelson, Cloverdowns from Future Memories, 2010, pigment print
Catherine Nelson, Devil’s Pool from Other Worlds, 2011, pigment print

SCORCH & BURN | MARISA GEORGIOU
Marisa Georgiou, Look Closer III (detail), 2014, scorched Australian Yellowbox Honey on paper

Marisa Georgiou, Look Closer II, 2014, scorched Australian Yellowbox Honey on paper 
Marisa Georgiou, The Transcience of Place (Northern Territory 2013), 2014, screenprint and graphite
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Marisa Georgiou, Look Closer III, 2014, Australian Yellowbox Honey on paper
Marisa Georgiou, Look Closer III (detail), 2014, Australian Yellowbox Honey on paper

Marisa Georgiou, The Transcience of Memory, 2014, salt soaked fabric and projector\
Images by Lisa Brown at Faun Photography

CELESTIAL BODY MODEL | KATE ROBERTSON
Kate Robertson, Melon Sun, 2014, toned silver gelatin print

Kate Robertson, Peppercorn Earth, 2014, toned silver gelatin print
Kate Robertson, Gumnut Uranus, 2014, toned silver gelatin print
Kate Robertson, Walnut Jupiter, 2014, toned silver gelatin print
Kate Robertson, Mustard Mars, 2014, toned silver gelatin print

Kate Robertson, Pinhead Mercury, 2014, toned silver gelatin print
Kate Robertson, Peppercorn Venus, 2014, toned silver gelatin print

Kate Robertson, Hazlenut Saturn, 2014, toned silver gelatin print
Kate Robertson, Chickpea Neptune, 2014, toned silver gelatin print

Kate Robertson, Pinhead Pluto, 2014, toned silver gelatin print

DOT NET. SUB LET | RACHAEL ARCHIBALD
Rachael Archibald, Untitled, 2014, Photoshop and Sculptris
Rachael Archibald, Untitled, 2014, Photoshop and Sculptris
Rachael Archibald, Untitled, 2014, Photoshop and Sculptris
Rachael Archibald, Untitled, 2014, Photoshop and Sculptris
Rachael Archibald, Untitled, 2014, Photoshop and Sculptris

SONIA PAYES | ICESCAPE & INTERZONE
Sonia Payes, Interzone #6, 2013, type-C print, 6mm acrylic mount
Sonia Payes, Interzone #7, 2013, type-C print, 6mm acrylic mount

Sonia Payes, Interzone #14, 2013, type-C print, 6mm acrylic mount
Sonia Payes, Interzone #8, 2013, type-C print, 6mm acrylic mount

Sonia Payes, Icescape #12, 2011, type-C print, 6mm acrylic mount
Sonia Payes, Icescape #13, 2011, type-C print, 6mm acrylic mount
Sonia Payes, Interzone #9, 2013, type-C print, 6mm acrylic mount
Sonia Payes, Icescape #4, 2011, type-C print, 6mm acrylic mount

BECKY NUNES | CO-ORBITAL
Becky Nunes, Proserpina, 2013, type-C print
Becky Nunes, John, 2013, digital photograph

Becky Nunes, Buttress, 2013, digital photograph
Becky Nunes, Vesta, 2013, type-C print
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Kate Robertson, Mustard Mars (detail), 2014, toned silver gelatin print

Renata Buziak, Sesuvium portulacastrum, 2014, time-lapse still
Marisa Georgiou,  Look Closer III (detail), 2014, scorched Australian Yellowbox Honey on paper
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