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Womanhood:

Fraught with the intersecting influences of social 
circumstance, the themes of womanhood, femininity, 

and motherhood often present fertile grounds for 
photographic mediation. Issue 04 of Common Ground 

draws upon this potential for social comment and 
self-reflexivity, with eight artist features from Australia 

and beyond. Issue 02 artist Marisa Georgiou also 
returns to pen an essay on Mother Tongue by 

Chrischa Oswald, and Christine McFetridge interviews 
documentary photographer Raphaela Rosella on her 
series You didn’t take away my future, you gave me 
a new one. Moving across ideas of gender identity, 

sexuality, the body, parenting, and the ideal feminine, 
Issue 04 does not aspire to be comprehensive but to 
contribute to ongoing discussions on the diversity of 

women’s experiences and practices.

Some thoughts on feminity, motherhood & 
women’s experiences



PETRINA HICKS

Petrina Hicks utilises the seductive and glossy language of commercial 
photography to create artworks that probe at the false promise of 
perfection, exploring photography’s ability to both create and corrupt the 
process of seduction and consumption.

Her work often explores female identity making reference to mythology 
and art history and drawing associations between these elements and 
contemporary image culture.

Of further interest is the symbiotic relationship between animal and 
human reflected in her work.

www.petrinahicks.com

The Shadows

www.petrinahicks.com










PeTRINA HICKS

Petrina Hicks has exhibited widely 
though solo and groups shows in 
Australia, Germany, Spain, France, 
Italy, USA, UK, Japan, China, Mexico 
and Brazil.

Hicks work was recently selected to be 
shown at; Photo London 2015, Volta 
NY 2015, 17th International Videobrasil, 
Brazil, Pingyao International 
Photography Festival, China and Art 
Platform, Los Angeles.

Her work belong to various national 
and international collections including: 
National Gallery of Australia, AGNSW, 
Queensland Art Gallery, Tweed River 
City Art Gallery, National Gallery of 
Victoria. 

Hicks has been awarded various 
notable prizes and residencies 
including; 2014 Bowness Photography 
Prize, Josephine Ulrick Photography 
Award for Portraiture, 2008 ABN 
Emerging Artist Award, La Cite, Paris 
Residency, Art Gallery of NSW and 8 
month Fellowship, Akademie Schloss 
Solitude, Stuttgart, Germany.



CLARE RAE
20+9+5

Clare Rae’s practice utilises the body, gesture and performative 
photography to explore feminine representation. Through a dialogue 
on the performative body in art practice, the works seek to address a 
dichotomy inherent in photography; the distance between capture and 
representation.

In 20+9+5 Rae has returned to the darkroom, producing black and white 
silver gelatin prints for the project. The subject matter is new territory 
for the artist; she photographed herself within the Sutton Gallery Project 
Space whilst pregnant and again after giving birth. As most of her work 
is centered around her experience of the female body, here Rae has 
created images with the body in its most extremely “feminine” state. The 
title of the exhibition refers to various lengths of time relevant to this body 
of work.

www.clarerae.com

www.catherinenelson.net
http://www.clarerae.com














CLARe RAe

Clare Rae is an artist living and 
working in Melbourne, Australia. 
In 2014 Clare completed her 
Master of Fine Art degree at 
Monash University, where she also 
teaches in the Fine Art program. 
Clare has held numerous solo and 
group exhibitions in Australia and 
internationally. In 2009 she was the 
recipient of the CCP/Colour Factory 
award, and has been shortlisted 
for the William & Winifred Bowness 
Prize on multiple occasions.



You dIdN’T TAKE AwAY 
mY fuTuRE, You gAvE 

mE A NEw oNE

My grandmother had her first child, my aunt, six weeks before her  
twenty-first birthday. I wonder how she felt, gently passing her  
wool-clad baby to her mother, as she bent over to blow out the  
twenty-one candles on her cake; a celebration now commonly marked by 
alcoholic excess, carelessness and thoughts about an abstract future. At 
present, young motherhood is a grossly stigmatised and misunderstood 
social concern. Women are often ostracised by their local communities 
and lack adequate support and resources; their decision to have a child 
before it is considered acceptable a shameful one. 

Raphaela Rosella is a gifted storyteller, dedicated to advocating the 
courage and strength of these women. A member of Oculi, participant in 
the 2014 Joop Swart Masterclass and winner of the inaugural Australian 
Photobook of the Year award earlier this year, her work engages with 
the lived experiences of socially disadvantaged young women learning 
to become mothers. You didn’t take away my future, you gave me a 
new one grew out of an earlier body of work called We met a little early 
but I get to love you longer, which began by recording her twin sister’s 
experiences as a young mother. Rosella seeks to encourage others 
to challenge their assumptions about young mothers and highlights 
the complexity and validity of their experiences. Her photographs are 
empathetic and tender, and significantly recognise the beauty that 
ensues as best laid plans go awry. 

Interview by Christine McFetridge
Works by Raphaela Rosella

RAPHAELA ROSELLA’S DOCUMENTARY PRACTICE 
CHALLENGES THE ASSUMPTIONS ABOUT YOUNG & 

SOCIALLY DISADVANTAGED MOTHERS

www.raphaelarosella.com

www.raphaelarosella.com




Christine: Can you recall what you were doing when you found out 
about your sister’s pregnancy? At what point did you begin to see 
her experiences in terms of a photographic project?

Raphaela: I think we were sitting at our mum’s when she told me. I just 
remember being very angry but I wasn’t genuinely shocked. I said some 
horrible things to her but to be honest I always knew she was going to be 
a mum. I think I was more angry at the fact that I she didn’t tell me first, 
and being twins and quite close you tend to do everything together, and 
this was her beginning a future without me. 

My experiences and the environment I grew up in have always heavily 
influenced my photography. Although I photographed my sister’s 
pregnancy, the birth of my nephew, and their life together, I didn’t see 
my sister’s experiences in terms of a photographic project until my final 
years at university. 

C: Portraits of mother and child belong to one of the longest and 
most significant traditions of subject matter in art making. Is this 
something you borrow from when you take pictures? Were you 
curious to contribute to this tradition at all?

R: The way ‘the mother and child’ have been portrayed historically has 
definitely shaped my storytelling. However it’s not something that I have 
been overly conscious of. Many different art forms, practitioners and 
traditions influence my visual practice.

C: The insight your work provides into comprehending the lived 
experiences of socially disadvantaged young women in the throes 
of motherhood creates an important dialogue about a largely 
misunderstood issue. Could you talk about your approach to 
storytelling and the devices you employ in order to do this? How 
have you found showing the work as an exhibition with audio and 
then producing it as a book?

R: The book was actually made before I started experimenting with audio 
for my earlier work We met a little early but I get to love you longer. I 
would record our conversations or quickly transcribe significant quotes. 
I included these quotes in the book to add depth to their experiences 
and I guess experimenting with audio was the next step that followed. 
Life is complex and it was the complexity of each of the women’s lived 
experiences that forced me to experiment with additional forms of 
storytelling. I found myself spending a lot of my time just listening to the 
women and giving them my support. I wasn’t there to just ‘take’ their 
story. I was there as a friend.  

To provide a more complex account of the women’s lived experiences, I 
elected to privilege the voices of Nunjul, Tammara, and Rowrow through 





the use of audio recordings to accompany my photographic images. 
My aim was to connect an audience with Nunjul, Tammara, and Rowrow 
and provide a platform for their stories, choices, achievements and 
struggles to be heard. In these conversations each woman reflected on 
their past, present and future selves to provide an alternative to statistical 
interpretations of their individual lived experiences.

I drew heavily on the work of Jodi Bieber, Lynette Wallworth, and Brenda 
Ann Kenneally who combine elements of text, audio, imagery and 
light to evoke a sense of empathy and essentially create an immersive 
experience. Like Bieber, Wallworth, and Kenneally, rather than keeping 
viewers as ‘pitying onlookers’, my aim was to create a ‘felt experience’ 
to allow the audience to form a sense of compassion, respect and 
understanding for Nunjul, Tammara, and Rowrow.

C: You’ve said before that ‘love and belonging is irresistible in the 
face of adversity’. Has this become more apparent to you as you 
continue to spend time with the characters present in your work? 

R: Yes and no. It’s something that I have always been conscious of. 
This notion of ‘love’ is handed down through generations of fairy tales, 
pink Barbie dolls and the idea of living ‘happily ever after’ Regardless 
of adversity as humans we all crave to belong, however throughout my 
observations it became apparent that being without love in an environment 
where belonging is critical, can leave an individual vulnerable to additional 
hardship.

“In these conversations 
each woman reflected 
on their past, present 
and future selves to 

provide an alternative to 
statistical interpretations 

of their lived 
experiences.”





C: Have you found there to be a different kind of responsibility 
between documenting the experiences of your sister and of the 
women representative of wider social context?

R: I treat all the women and their stories with the highest amount of care 
and respect. I am very protective of how their stories are represented. 
Which is why I don’t share a lot of my work until it has been thoroughly 
refined. People are so quick to judge and stereotype so it is essential 
that my work accentuates the complexities of their individual lived 
experiences. In regards to working with my sister, I wouldn’t say there 
is a different kind of responsibility but I must admit it is difficult working 
with family especially your twin. It’s a hate love relationship.

C: How has making this work adjusted the way you think and feel 
about motherhood? Would you ever consider turning the camera 
on yourself?

R: I have come to understand the complex nexus of motivations, 
pressures and desires that young mothers face. Since becoming 
a mother I can now better understand how challenging, rewarding, 
self-sacrificing and chaotic motherhood really is. I truly admire these 
women! I’ve often considered turning the camera on myself but 
in a sense I already am. Since I tend to work with people from my 
childhood, adolescence or neighborhood, a lot of the stories I am 
working on intertwine elements of my own experiences or moments 
I would have witnessed whether I was there as a photographer or a 
friend. The work I am working on at the moment will definitely include 
more of my personal experiences. As for images, I’m not sure yet. It 
feels unnatural photographing myself.  

C: What do you think still needs to be done to remove the negative 
stigma attached to becoming a young parent? In what ways can a 
community ensure there are measures in place to support young 
families?

R: There is no easy answer. In the end it comes down to our readiness 
to pass judgment, to stigmatise and to stereotype. Although my 
hometown has its hardship, chaos and dysfunction, growing up, my 
community was very close knit, accepting, open and supportive to all 
walks of life. As a community it should be our responsibility to stand 
together and support all families especially those who are receiving 
unnecessary discrimination (regardless of their age or social class). 
Each mother is different and there is no ‘uniform’ type. There are no 
stereotypes and we stand as individuals.



NINA RödER

Nina Röder’s photographs are exposing hidden structures of 
biographical stories. In her work she combines performative aspects 
of the theatre with the timebased image space of photography. The 
series A little deeper than you thought shows a poetic photographic 
collection which deals with different discourses about the uncanny and 
unconscious, absurd biological phenomena and an ambivalent image of 
the female body.
 
“I feel death upon me like a torrent, such as the immediate strike of 
lightning whose charge I can not imagine. I feel death as something that 
is full of delights in a circling maze. My dreams are a special liqueur, 
a kind of dirty water in which I dissapear -  and then flows with bloody 
glimmer.“ - Antonin Artaud
 
Based on this quote of Antonin Artaud in Surrealist Texts, this series 
consists of several motifs which show different forms and state of 
aggregations of water. The surreal atmosphere of Röder’s scenographies 
convey the tension of her figure’s biographical experiences with a focus 
on showing the feeling of “losing yourself“.

www.ninaroeder.de

A little deeper than
you thought

www.ninaroeder.de
















NINA RöDeR

Nina Röder was born in 1983 in 
Germany and graduated with a Master 
of fine Arts from Bauhaus-University 
Weimar with the focus on conceptual 
photography. She has subsequently 
worked at Bauhaus-University 
since 2012 as a lecturer for fine art 
photography. Next to her artistic 
activities she is a PhD-student with 
the research-topic about performative 
strategies in contemporary 
photography. Her photographs have 
been shown in international exhibitions 
and photofestivals. Nina lives and 
works in Weimar and Berlin.



wILLEKE duIjvEKAm
The stories of

www.willekeduijvekam.nl

The everyday lives of two gender dysphoric teenagers, pictured by the 
documentary photographer Willeke Duijvekam.

Mandy and Eva are girls, even though they were born as boys. Willeke 
Duijvekam followed their lives for six years, through the whole of their 
adolescence. She was guided by her fascination with the perplexing split 
between body and mind, and her growing admiration for the courage of 
these teenagers who refused to allow society’s expectations to dictate 
their lives. Two girls, two stories, with perhaps more differences than 
similarities.

By having followed the two girls for so long, Duijvekam’s eye sees far 
beneath the surface. The photo series reveals how for Mandy and Eva 
the transformation into self-assured young women was chiefly an inner 
process. Her quiet photos show the girls going about their daily lives, or 
lost in their own thoughts. The struggle to outwardly become the girls that 
they already were inwardly must be read in the details.

Mandy and Eva

www.willekeduijvekam.nl














WILLeKe DuIJVeKAM

As a documentary photographer, 
Willeke Duijvekam (b. 1968) has 
an interest in people whose lives 
have taken a significantly different 
turn than those of most others. 
Her projects are often long-term, 
allowing the development of a 
bond between the photographer 
and her subject. For several of the 
photos from this series Duijvekam 
won a World Press Photo Award 
in the Portraits stories category 
in 2009. She has previously won 
several other prizes, and has 
published in various Dutch and 
foreign magazines. In 2013, she 
published her photo book Mandy 
and Eva, designed by  
prize-winning designer Sybren 
Kuiper (SYB).



ENduRANCE of THE 
ANImAL ARCHETYPE IN 

uNdERSTANdINg  
CoRPoREALITY

In Western Europe and North America, prior to the Nineteenth Century, 
animals were situated in cultural thinking as the first circle that surrounded 
man, deeply connected to us. We have since seen a process which 
ruptured every relationship between human and animal that had existed 
before,i  subsequently being defined as a binary structure: the human 
established as superior, the animal as “Other”. Some consider the 
dichotomous hierarchy between the human and the non-human to be 
the “central dichotomy of colonial modernity”.ii  However, in the face this 
Othering, the animal archetype remains instrumental in furthering our 
understandings of human nature, experiencing wavelike revivals that have 
continued into Twenty-first Century cultural mythologies.  

The West’s relationship with our ‘origin’ animal selves occupies a special 
space of contradiction and ambiguity. Theorists like Patricia Denys argue 
that cultural views of women and animals, regarded as sacred in ancient 
civilisations, have evolved similarly since the nineteenth century to be 
viewed as objects of consumption and control in our patriarchal society; 
presenting the fates of women and creatures as deeply intertwined.iii  Many 
ecofeminists go further, pointing out that our cultural ideas and practices 
in regard to nonhuman animals are also significant in the mechanisms of 
racial and colonial systems of oppression.iv

Essay by Marisa Georgiou
Works by Chrischa Oswald

CHRISCHA OSwALD’S Mother tongue

www.chrischa-oswald.com

http://www.chrischa-oswald.com




Despite the potential minefield of negative and confused connotation, 
artist Chrischa Oswald reasserts animal symbolism as a sincere and 
legitimate site for exploring effects of socialisation on motherhood and 
the body:  

 “MOTHER TONGUE [2013] is about the very special relationship  
 between mother and daughter and about reclaiming our animal  
 heritage. It is also about exploring our senses in a different way  
 and (re)discovering actions beyond their societal interpretation.” v 

Mother Tongue questions the way we restrict and define authentic 
bodily affection in a mother-daughter relationship. In this video work, 
the artist and her mother are shown slowly and repeatedly licking each 
other’s faces like cats, in a powerful gesture of tender physical affection. 
For cats, licking is an act of everyday cleanliness, as well as the first 
nurturing act of a mother cat cleaning the placenta off her newborn. This 
ritual is so fundamental to feline psychology that the acts of self-cleaning 
function as a calming practice in stressful moments. Oswald wanted to 
see the effect of transferring this behaviour back onto humans.vi  

Animal symbolism occurs repeatedly in Twentieth Century psychoanalytic 
theory, understood to be a representation of the ‘uncivilised’ or ‘original’ 
human condition. Neurologist Sigmund Freud supposed that animals in 
dreams, products of subconscious desire, are connected primarily to 
‘negative’ impulses like neuroticism, sexuality and infantilism. His  
cultural model was one that reflected a cultural emphasis on ‘rational’  
and ‘civilised’ behaviour throughout the nineteenth and twentieth 
centuries. To Karl Jung, Freud’s contemporary and protégé, animal 
archetypes were more widely symbolic of the whole psychological 
spectrum; the animal was representational of man’s ‘primitive and 
instinctual nature’.vii  Jung’s ideas were revived from a feminist 
perspective in 1992, when Clarissa Pinkola Estés, a doctor of Jungian 
psychology, published Women Who Run With the Wolves: Myths and 

“For cats, licking is 
an act of everyday 

cleanliness, as well as 
the first nurturing act of 
a mother cat cleaning 
the placenta off her 

newborn.”



Stories of The Wild Woman Archetype. This exponent of feminism insisted 
on ‘reclaiming’ our animal natures, stipulating that the root of female 
discontent is a result of the disconnection from our innate, instinctual 
knowledge and expression: 

 “The memory [of the Wild Woman] is of our absolute, undeniable,  
 and irrevocable kinship with the wild feminine, a relationship  
 which may have become ghostly from neglect, buried by   
 overdomestication, outlawed by our surrounding culture, or no  
 longer understood anymore.” viii

The instinctual versus the domesticated is referenced in Oswald’s work in 
choosing to mimic the domestic cat rather than the wolf as does Estés.ix  
In this, she similarly suggests that we have been ‘domesticated’ through 
socialisation. Our formal, professional, and public modes of interaction 
make the site of ‘authentic’ bodily and sensual knowledge difficult to 
access. Private versus public, like nature versus culture, is a distinction 
central to Western ideas also played upon in Oswald’s work.x  It is a 
testament to the difficulty of overcoming cultural norms that it took three 
months for the artist to convince her mother to participate in the piece, 
and another three months to allow her to show it. She knew that to use 
anyone else’s mother would not work.xi  Fears of judgement, that the 
work would be seen as incestuous or that people would consider her 
strange, were deeply ingrained. Nevertheless, Oswald suggests that the 
perturbing effect is entirely the interpretation of the viewer, not in the act 
itself; they are a purely socialised understanding; that expressions of 
sexuality, sensuality, and nurturing are arbitrarily demarcated.

In this way, theorists like Estés are not entirely off the mark in suggesting 
that we have been culturally ‘tamed’. However, whilst acknowledging 
the sense of empowerment and identity that notions of ‘authentic’ 
feminine or maternal embodiment can offer, many theorists have widely, 
and justifiably, recognised the damaging nature of gender binaries, 
and accordingly dismissed concepts of an ‘origin’ self, along with the 
biological essentialism in defining gender and womanhood. 

Elizabeth Grosz’ writings on corporeal feminism emerged a few years 
after Estés, and reframed personal human experiences without the 
essentialised binaries that notions of a hidden ‘authentic’ femininity 
connote. Grosz reactivates the body, and interpersonal interaction 
between bodies, as a site of social focus, bringing the mind and  
body together as a single entity, which is created and defined almost 
entirely by influences of socialisation. Sexuality, sensuality and nurturing 
therefore come from the same body- deeply interconnected and 
continuously influencing each other. There is no ‘origin’ essence to  
find or reclaim: 

 “What psychoanalytic theory makes clear is that the body   
 is literally written on, inscribed, by desire and signification, at the  
 anatomical, physiological, and neurological levels. The body is in  
 no sense naturally or innately psychical, sexual, or sexed.” 
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Grosz’s is a liberating view to take in that it implies that the body, whilst 
deeply vulnerable to influence, is also completely “capable of being 
rewritten, reconstituted, in quite other terms than those which mark 
it”. Oswald’s work openly questions the rigidity of socially acceptable 
expression, the first step in this re-inscribing process. 

 “[Mother Tongue] does not aim to send a clear and universal  
 message, but instead to create ambiguity and instil doubt in  
 certainties.”xii

At the end of Mother Tongue, Oswald and her mother gaze straight 
ahead into the camera in an act of challenge. According to John Berger, 
when man looks into the eyes of the animal, and the animal back, there 
occurs a relationship which uniquely fluctuates between comprehension 
(recognition) and non-comprehension.xiii  This is, to him, what sustains 
the consistent revival of the animal archetype in cultural mythology, from 
ancient times into the present. The animal is an intercession between 
socialised or civilised man and his ‘origin’. Perhaps, though, in agreeing 
to disregard interest in origin, animals can be simply seen as the 
communicator that symbolically links us to the part of ourselves which will 
remain forever ambiguous.

And so how can we understand the symbolic relationship to the animal 
for artists like Oswald? It is fraught with understandings of our repression, 
our oppression, and our potential freedom. To reassert ambiguities 
using symbolism can be an important and empowering gesture as it 
acknowledges that the sensual and social nature of corporeal existence 
is fluid, inseparable and indefinable; that many modes of experience can 
never be fully explained using language because they are too intricately 
linked. Where language fails to express the experience of corporeality, 
symbolism, with its complex web of hidden associations, remains one 
of the best tools that we have for communicating and questioning our 
present-day cultural mythologies.

“Perhaps... animals can 
be simply seen as the 

communicator that 
symbolically links us to 
the part of ourselves 

which will remain forever 
ambiguous.”



i Berrger, 1980, p3
ii Lugones 2010, p743
iii 2011, p44
iv McWeeny, 2014 p271: In the interests of simplicity I have not continued 
to use the term ‘nonhuman animals’ throughout this essay but I 
acknowledge the importance of dissolving the human/animal binary in 
ecofeminist theory. 
v Oswald, 2013
vi  Ibid. 
vii Jung & Jaffe, 1967 p264
viii Estés, 1992, p7 
x Denys notes this as a contradiction in our human animal relationships: 
that ‘we choose who is a pet and who is not. We love some animals while 
we continue to wear the skins of others.’ (2011, p45)
xi Mack-Canty, 2004, p155
xii Email from the artist, 2015
  Oswald, 2013 
xiii 1980, p5
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juNo CALYPSo
Joyce II

www.junocalypso.com

Juno Calypso makes self-portraits, and recently developed a character 
named Joyce. Juno builds sets and creates scenes for her; imaginary 
bedrooms in which she performs studies into modern rites of seduction 
and beauty, and the laboured construction of femininity.  

Objects once perceived as radical, innovative, fun and nutritious – an 
electronic anti-wrinkle mask, computer equipment from the 1980s, baby 
oil, a tin of cold meat – have become joyless and oppressive. Joyce 
appears alone, consumed by artifice. Her glazed appearance acting as  
a mirror to the exhaustion felt whilst bearing the dead weight of 
constructed femininity.

www.junocalypso.com
















JuNO CALYPSO

Born 1989. Lives and works in 
London, UK. 
 
Juno Calypso is a 2012 graduate 
of the BA Photography course at 
the LCC, where her degree show 
was awarded both the Hotshoe 
Portfolio Award and the Michael 
Wilson Photographic Prize. 

In 2013 The Independent noted 
Juno Calypso as the ‘One To 
Watch’. The Catlin Art Guide 
featured Juno as one of 40 of the 
most promising new artists in the 
UK, subsequently shortlisting her 
for the 2013 Catlin Art Prize, where 
she won the Visitor Vote Prize. 

Juno has exhibited internationally 
with group shows in London, 
Miami and New York, and her  
work has been featured in The 
Sunday Times, The Independent, 
VICE, Dazed & Confused, and  
The Huffington Post amongst  
many others.



SoPHIA wALLACE
Girls will be Bois

www.sophiawallace.com

Girls will be Bois is a documentary on female masculinity shot between 
2002-2007. The subjects in this series present a non-normative femininity 
and thus don’t have the ability to ‘pass’. They confront homophobia, 
sexism, along with class distinctions and racial prejudice in unique 
combination and on an ongoing basis.

www.sophiawallace.com
















SOPHIA WALLACe

Sophia Wallace is an American 
artist who uses images, video 
and mixed media to explore how 
otherness is constructed visually. 
Her focus is the gendered, 
sexualized, racialized body. 

Major exhibitions include 
Kunsthalle Wien Museum, Art 
Basel Miami, SCOPE-NY, Bucknell 
Museum. Awards include PDN’s 
Curator Award and Critic’s Pick 
by the Griffin Museum.  Critical 
recognition includes BLOUIN 
Art Info, Huffington Post, 
Hyperallergic, Time, and The 
New Yorker. Wallace’s current 
project CLITERACY, has received 
viral exposure. She holds a BA 
from Smith College and an MA 
in Photography from NYU/ICP. 
Wallace was a Van Lier Fellow and 
speaker at TEDx Salford.



MARISA GEORGIOU
Marisa Georgiou is an emerging artist and writer from Brisbane, broadly 
interested in contemporary experiences of corporeality and relationships 
to the natural environment. She is currently completing her Bachelor of 
Fine Art with Honours at the Queensland College of Art.
www.marisageorgiouart.com

CHRISTINE MCFETRIDGE
 Christine McFetridge is a photographer, writer and (sometimes) curator 
specifically interested in photobooks and Australasian photo-media 
practice. She graduated from the University of Canterbury School of Fine 
Arts in Christchurch, New Zealand in 2012 and is currently based
in Melbourne.
www.cargocollective.com/christinemcfetridge
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www.marisageorgiouart.com
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