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Abstract
This thesis explores historical and contemporary notions of collecting and
employs the concept of wonder as a device through which to negotiate notions of the
collection, the cabinet, the container and the trace. Throughout the thesis all my
observations are examined through the historical collections of the Wunderkammern
and the ‘cabinets of curiosity’. The thesis examines the cabinet in the work of
Australian artist Patrick Hall, explores modes of containment in the work of
Australian artist Fiona Hall and finally examines the trace as a critical theme in my
practice.

By focusing on these particular collections and artists I construct a

framework to illustrate my theoretical and practical concerns which have culminated
in this document and my final exhibition, both entitled Wonder: The Collection, The
Cabinet, The Container & The Trace.
My research is concerned with imagery, artworks and objects chosen as the
appropriate methodologies through which to examine, discuss and link themes of
collection and narrative. By utilizing primary source materials, pictorial references,
artist’s interviews, and exhibition reviews, my research offers exciting and fresh
perspectives of conceptual and practical processes of collectors and artists.
The relevance of this study is to provide insights into the ideas and examples
of the collection, the cabinet, the container, and the trace. In particular I explore the
significant conceptual and methodological practices connected to idiosyncratic
systems and narrative constructs which lie within contemporary visual arts.
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Introduction

Central to my thesis is an examination of notions of the collection, the cabinet,
the container and the trace. These themes have defined my practical and theoretical
concerns for the past six years. In negotiating them as concepts, definitions as well as
articulations of my work, I have deconstructed the landscape of specific collections of
scholars and artists. One of the aims of this thesis is to identify individuals and artists
who have employed idiosyncratic systems of classification and archival
methodologies as a means of processing objects and constructing narratives.
In investigating the structure, narratives and methodologies of the collection
the contemporary American theorist Susan Stewart‟s text On Longing: Narratives of
the Miniature, the Gigantic, the Souvenir, the Collection (1993) has been an
invaluable resource. In discussing and defining the historical collections of the
Wunderkammern and „cabinets of curiosity‟ the main texts I have drawn information
from include Cabinets of Curiosity (2002) by the French writer and editor Patrick
Mauries along with Devices of Wonder: From the World in a Box to Images on a
Screen (2001), a collaboration between Professor Barbara Stafford and the curator
Frances Terpak.
Writers such as the curator James Putnam, in Art and Artefact (2001), and
curators Ingrid Schaffner, and Matthiias Winzen in Deep Storage: Collecting, Storing,
and Archiving in Art (1998) have discussed a variety of contemporary European and
American artists in relation to collection and storage devices and practices, I have
chosen to focus my studies and comparisons on the work of contemporary Australian
artists Patrick Hall (1962- ) and Fiona Hall (1953- ). The creative processes and
artworks produced by these two artists express clear characteristics which articulate
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the concepts and methodologies that are fundamental in my own practice and which
illustrate the attributes I examine in relation to the Wunderkammern and „cabinets of
curiosity‟.
Throughout this thesis, primary material has played a fundamental role in
examining collections and artists. As a visual artist I continually return to visual
imagery as a methodology for constructing and illustrating discussions and themes. In
Chapter one, these primary references are represented through contemporary
engravings and woodblocks along with photographic and pictorial documents of
specific collections. Chapter two is influenced and supported by primary material
collected during an interview with the artist Patrick Hall and unpublished textual and
visual material supplied by the artist. Chapter three is referenced in relation to of
Fiona Hall‟s recent Force Field (2008) exhibition and examines individual pieces
pertinent to containment and the methodologies of the Wunderkammern. Finally
chapter four focuses on my conceptual and practical undertakings, referencing journal
work, photographic and textual documents and resultant exhibitions. I will extend my
chapter summary below.
Chapter 1. The Collection examines the historical and chronological
framework of specific systems, concepts and methodologies of collections of the
„Early Modern‟ period with particular consideration addressed to the phenomena of
the „Wunderkammern’ and „cabinets of curiosity‟. The term „Early Modern” refers to
the period between the sixteenth to seventeenth centuries (Baldick). The links I make
between the historical tradition of early collections and contemporary artists is
reflected in the words of Italian art historian Adalgis Lugli. She states that
contemporary art, as with the Wunderkammer and „cabinets of curiosity‟, is concerned
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with an “accumulation… collage and a fascination with diverse materials” and a
particular interest in the spaces that enclose objects (Mauries 236).
Chapter 2. The Cabinet focuses on the work of the contemporary Tasmanian
artist Patrick Hall: his systems of containment, classification and narrative construct
identified within his handmade cabinets. As with Philipp Hainhofer (1578 - 1647),
one of the creators of „cabinets of curiosity‟, Hall‟s patient and labour-intensive
objects narrate a deep appreciation of materials with the skills and tools of his craft
(Boström; Cochrane Patrick Hall 58). In Hall‟s work, negotiations with visual and
methodological systems abound. He has an interest in museum repositories and their
hierarchies, classifications and modes of storage, which is reflected in the
representations of these systems in his cabinets (Hansen 20). In her recent monograph
on Hall, the writer and curator Grace Cochrane describes his systems for storing the
useless or redundant and classifying the meaningless and unrelated (Patrick Hall 42).
Chapter 3. In the section on The Container I investigate Australian artist
Fiona Hall‟s objects that explore chaos and systems of containment (Ewington 80).
As with many of the investigations throughout my thesis, Hall‟s work evokes the
concept of wonder as an emotive encounter perceived by the viewer in negotiating her
work. Wonder is aroused by her meticulous and poetical assemblages, which exist as
layers of objectified systems and classifications entwined with the subjectivity of
desire and the everyday (Davidson Garden of Earthly Delights 6). For Hall, her
fascination with containment and systems of understanding and dialogue is
underpinned by a concern with the everyday threat of disarray (Ewington 53). For the
body is always evident in Hall‟s work, with the practices of “moulding, carving and
knitting” attesting to the artist‟s intimate physicality (Webb Human Nature 17). As
previously identified in the work of Patrick Hall, Fiona Hall‟s labour intensive
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constructions are tinged with a beauty of the handcrafted and the depth of meaning
which suggests time-orientated pieces. Similar to systems of taxonomy, this timebased reflection denotes an “intrinsically anxious activity” which is a central concern
of my research (Goodall 112).
Chapter 4. In The Trace I survey my creative work which deals with
collections, materiality and objects that explore memory and self, as well as
methodologies of containment which work in conjunction with my intensive use of
systems and rules. This work is intrinsically systematic, from modes of collection,
time-based pieces evocative of journeys, or as encroachments into the everyday,
complex encoding and labelling of objects and ritualised methodologies. The systems
I use within my art are idiosyncratic and imaginative; however, they are always
situated within objective modes of illustration. For example, time-stamping weavings,
using grids to collect traces, and the inclusion of environmental influences in
identification labels. The inherent desire for constructing systems and control of
seeing and knowing is a subjective and internal dialogue employed by the early
collectors and the contemporary artists I explore. The outcome of my research is to
examine how artists catalogue and document experience and memory through
collection, containment, display and classification. This process thus enables me to
find a deeper understanding of my art making processes.
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The Collection
Chapter 1
1.1 Introduction
This chapter examines the collections of the Wunderkammern (chambers of
marvels) and the self enclosed „cabinets of curiosity‟ focusing specifically on defining
the differences between such collections and identifying the terminology surrounding
them. In isolating the specific characteristics of these collections I will be able to
discuss them in relation to contemporary Australian artists Patrick Hall (1962-) and
Fiona Hall (1953-). In offering a contextualisation of the prominent practices
concerning Wunderkammer and „cabinets of curiosity‟ I will examine case studies of
particular collectors along with their unique methodologies and idiosyncratic systems
in relation to objects, classification and display. Central to this study will be the
concept of wonder, which, within the context of this exegesis, is pivotal to the
relationship between the object and the collector, viewer and artist. Beginning with an
understanding of the themes and processes pertinent to these historical collections, I
will construct a framework for examining my artistic practices in the final chapter.
In this chapter I will firstly contextualise and then define the concept of the
Wunderkammer and „cabinet of curiosity‟ - fleshing out these definitions by an
historical overview and the analysis of visual material. I then proceed to look at
specific collectors, the methodology and

processes of containment.

The

Wunderkammer and the „cabinets of curiosity‟ comprise all manner of “exquisite and
unusual creations of natural (naturalia) and art (artificialia)” that “vied with one
another to evoke astonishment and wonder” (Stafford et al 251). The era from which
these collections arose was infused with “the novelty of the New World”. It was a
period characterised by “intense intellectual, technological, religious, and economic
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transformation in western Europe” (Campbell 14). It becomes clear from examining
illustrations of these collections of the sixteenth, seventeenth, and early eighteenth
centuries that they share similar modes of visual display as well as displaying an
implicit desire to covet objects. These objects were then placed onto numerous
shelves, drawers, nooks, boxes and cabinets. As Putnam describes, the display of
objects within the Wunderkammer and „cabinets of curiosity‟ utilised assemblages of
“multi-compartmented cabinets and vitrines” which were positioned so as to “inspire
wonder and stimulate creative thought” (10).
The scope of this study is concerned with the multi-layered and compositional
effects of wonder upon the viewer‟s perceptions and experiences as affected by
objects. Within the broad disciplines of philosophy and science, wonder has a
continuing tradition of critical engagement and commentary. As Professor R.W.
Hepburn states: “Scientific enquiry has been stimulated and sustained by wonder, by
the attentive, questioning, baffled but appreciative stance of the person who wonders”
(131). Likewise, as the art historian Geza von Habsburg writes, for philosophers,
including Plato (c.429-c.347bc) and Aristotle (384-322bc), wonder is the point from
which questioning, reasoning and critical examinations arise. Habsburg continues to
trace the philosophical position of wonder through the Italian philosopher and
theologian St Thomas Aquinas (1225 – 74) who characterised wonder, as a “kind of
desire for knowledge” (Habsburg 131). For others, such as the French philosopher
Gabriel Marcel (1889-1973), wonder is a fundamental aspect of all uncertainty and
preceding enquiry: “A philosopher remains a philosopher only so long as he retains
[the] capacity for wonderment (etonnement)… despite everything… that tends to
dispel it” (Habsburg 131). Whilst there are many facets to the study of wonder, the
central argument of this thesis correlates with Platt whom to paraphrase, states that
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wonder challenges and alters the way we know and perceive the world, wonder is as
Francis Bacon (1561 – 1626) described the “seed of knowledge” (16; Daston et al 11).
I observe that the Wunderkammern and the „cabinets of curiosity‟ generated a
sense of wonder which pervaded the objects through practices of display, inducing
amazement and admiration for the beautiful and the new. The contemporary
definitions of wonder during the time frame of these collections identify wonder as
being associated with “incomplete understanding” (Campbell 14). As Professor
Stephen Greenblatt writes, objects of wonder always call “attention to that which is
„new or very different from what we formerly knew… and fixes it in the memory‟”
(121). It was through the placement of objects in the contained spaces of these
collections that the scent of wonder infused the exotic, the rare, the unique and the
everyday. Here, amidst the dichotomised gamut of things, the collector constructed a
landscape of profusion and sensory excess. The material aspects of the collections of
the Wunderkammern and „cabinets of curiosity‟ was fundamental as “the visitor had
to embark on a voyage of tactile exploration, feeling [their] way into a locked-away
terrain of unfamiliar substances” (Stafford et al 12). The act of containing wondrous
objects in the collections of the Wunderkammern and „cabinets of curiosity‟
constructed a site “where the margins of the known were shown to be elusive,
uncertain and inescapably contentious.” (Platt 19). These pre-Linnean1 collections
were bound by internal systems dictated by the individual collectors and as such, both
the object as a singular entity and the collection as a whole were contained by the
imagined, the wistful and the palpable. As Georgius Everhardus Rumphius, author
and botanist writes “curiosity and objective knowledge” could not co-exist and it

1

Carlos Linnaeus (1707-78) was a Swedish botanist who founded a universal classification system for
botany and zoology which involved binomial Latin names (Soanes et al Linnaeus, Carlos). From which
all modern biology and taxonomy is founded (Philp 3).
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would be “scientific specialisation” which would eventual tame and displace curiosity
(cviii).
The Macquarie Dictionary describes „wonder‟ as an emotion excited by the
unexpected, unfamiliar, inexplicable and curious, and aligned with the strange and the
remarkable and to think or speculate on curious objects (Yallop 1625). While wonder
is often associated with the sublime and the awesome, for this research it is
contextualised in terms of a process through which further investigation and
examination is demanded, in response to objects incorporated into the collection. The
objects, which I am examining within the context of wonder, embody a sensuous
tactility and aesthetic curiosity that induces a resonance, desire and/or curiosity within
the creator, collector, artist and viewer alike. Throughout this thesis wonder is a
precursor of curiosity: “Wonder caught the attention; curiosity riveted it” (see
appendix 1.1-1.7)2 (Daston et al 311). This concept exemplifies the visual
examination of the collection, the cabinet, the container and the trace throughout both
this thesis and my practical work.
Wonder as a concept is fraught with contradictions and preconceived notions,
and as wonder plays such a crucial role throughout the various aspects and themes of
my work it is appropriate for me to define it as specifically as possible. As Habsburg
states, wonder, in relation to objects, is a subjective experience and as the individual
collections suggest, it is shaped by unique desires, passions, interests and accessibility
(8). In the context of my thesis, wonder is not concerned with concepts of the sublime
or miraculous but rather as a progenitor of curiosity and examination. Wonder in this
sense is appreciated through the essential visual materiality of objects, their

2

It was this quote from Daston and Park which inspired the exhibition I curated in 2007 entitled
Wonder caught the attention; curiosity riveted it. For this show I invited postgraduate students,
technicians and staff from the FCA (UOW) to respond to this statement. The catalogue from the
exhibition can be found in appendix 1.1-1.7
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placement, modes of classification and containment. This thesis contextualises
wonder as a perception and experience as basic emotion, as a contemplation of
otherness or of innovative advances in expression. These were collections designed
by individuals who were yet to be stifled by the introduction of universal codification
and classificatory systems and were guided instead by “individual principles” and
“private systems” (Benedict Curiosity 13)
“Taxonomy is surely the key to the progression from the private cabinet to the
public museum: the idea of the collection as an Ark, a toy box of treasures and
playthings, gradually gives way to a systematic codification of objects for academic
research and public enlightenment. Perhaps something of the magic was lost along
the way” (Grinke 9).
Throughout the sixteenth and seventeenth centuries it appeared, as the
historian Paula Findlen states, that “all of Europe seemed to be collecting” (2). As the
fabricators of the Wunderkammern and the „cabinets of curiosities‟ amassed their
collections, they navigated the topography of objects filtered through their own
experiences, understandings and desires (Meskimmon Women Making Art 123).
These curious and disparate objects enclosed in the landscape of the Wunderkammer
and situated in the „cabinets of curiosity‟ held a variety of functions. At their most
basic, these collections functioned as modes of entertainment, but more critically in
light of this examination they were an attempt by their constructors to illustrate,
through tangible objects an individual “world-view” articulated by and for the self.
In approaching an examination of traditional models of collection through the
practices of the Wunderkammern and „cabinets of curiosity‟ this thesis argues and
links the fundamental role that objects have in constructing knowledge. As will be
later argued the object became the visual signifier for the comprehension of new
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worlds, new discoveries, and new connections. This is succinctly illustrated in the
following quote which was recorded by the Spanish civil servant, Gonzalo Fernandez
de Oviedo (1478-1557), on an natural history exhibition to the Indies in the early
sixteenth century which; “lamented that… Words alone could not adequately
represent the marvels of the New World for a European audience. They needed to see
these strange and different things in order to comprehend them fully” (Smith et al 7).
In these „Early Modern‟ collections, the collector assembled a material
topography of the known universe through exotic3, rare and wondrous objects4
(Benedict Curiosity 17). In response to these wonders collectors engaged in curiosity
as an articulation expressed through personal modes of classification and complex
arrays of containment and re-contextualisation. As will become evident throughout
this chapter the object of wonder entailed a necessary curiosity through which the
object became the primary material witness. The ideal of the Wunderkammer
reflecting a microcosm of the universe is contradictory when we remember the
objects most coveted were those of wonder; rare, precious, miracles and “other
singular things” (Daston et al 272). However, as I will explore there are numerous
illustrative examples of the familiar and the utilitarian objects included in the vast
compositions of the Wunderkammern.
Central to my specific interest in these collections was what the writer and
translator Alberto Manguel defines as, the composition of a “thousand systems, false
and true” that invented an order of the world through the amalgamation of objects into
the collection. This description of museums from Alberto Manguel personifies the
3

As Benedict stated the collection of exotic objects was a means of “understanding the world”
(Conference 28.06.07).
4
The Italian writer Matteo Bandello (1485 – 1561) commented that “if ever there was an [age] when
one sees varied and wondrous things I believe that ours is one… more than any other things happen
that are worthy of astonishment” He includes in his list of “wondrous and terrible events” as including
“the division of Christendom, the success of the invading turks… the Sack of Rome” and the
“discovery of “nuove terre e nuovo mondo” (new lands and a new world)” (Platt 26)
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early collections of the Wunderkammern and the „cabinets of curiosity‟, illustrating “a
place of order, of organised space”, however, unlike the museum; these sites were
clearly governed by the individual sensibilities of their collectors (14). It is this
personal dictation which focused my investigations of the contemporary artists
Patrick Hall and Fiona Hall and allowed me to expound on my own practical
expressions.
The collections of the Wunderkammer and the „cabinets of curiosity‟ were
principal to the locus of knowledge construction. The Wunderkammern functioned, as
the historian and author, Paul Grinke writes, to summarise
that all “human knowledge… which could be gathered
together in one collection of objects to demonstrate how
all matter fitted together in the cosmology” (13). As such,
it was the object that was pivotal to these expressions and
desires of comprehension and awareness. The object
singularly and as part of a greater conglomerate visually
signified a developing awareness of newly explored
territory and the familiar transformed into the wondrous.
Fig. 1. Ostrich-egg; cup
and cover

Wonder and objects became close associates, verifying

the rare and mysterious (Daston et al 17). Objects, as Ingrid Schaffner, and Matthias
Winzen state in Deep Storage (1998) became powerful narrators of evidence (102).
The role of the object was transformed to that of visual signifier, evidence and
interpreter. Stewart exemplifies this transformative effect in relation to exotic objects
which articulated for the collector a “distance appropriated” (147). Mauries extends
this concept by suggesting that within the collections meaning exists in “relation to an
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absolute „elsewhere‟” as such themes of the exotic, rare, precious and curious always
imply another foreign realm from which wonder springs (10).
The objects of any collection, whilst being shaped by personality, would also
be influenced by “matters of geography, chronology” and “social standing” (Impey et
al 3). The historian Richard Lofthouse lists the contents of such collections as
including: Narwhal tusks, elephant skulls, ostrich eggs, coral… serpents, amber
amulets, human skulls, automata, rock crystal goblets, antique coins, fossils (and)
butterflies (2, 58). Mauries focuses more on the materiality of the objects, citing
natural history specimens, botanical and zoological items (both normal and
abnormal), paintings, sculpture, textiles, metals, ceramics, leatherware, scientific
instruments, automata, ethnographical articles (51, 30). Finally, Habsburg discusses
methods of display and outlines specific scientific instruments which might be
included; natural oddities were mounted in gold, clocks, armillary spheres and
celestial globes (8, 36).

1.2 The Wunderkammern as Origin
Introduction
This initial section is concerned with defining the Wunderkammer in reference
to time-frame, origin and collection. It looks at the collection of the Wunderkammern
as narrated by self-fashioned systems of classification and personal methodologies of
containing and displaying objects and specimens. My research and focus is not
concerned with examining princely collections or discussing religious facets
associated with institutional centres instead it investigates visual examples of
scholarly collections. Through these examples I reference the role and experience of
the viewer in the collection, raise issues related to the procurement of new and
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wondrous objects and specimens. The collection as both a practice and an
amalgamation of objects is always a fundamental aspect throughout this first chapter
and negotiates my research.

Defining the Wunderkammer
To begin this examination of Wunderkammern it is first essential to define the
terms which I will be using and which are used interchangeably at times in this
historical era. The Wunderkammern were an “early modern phenomenon” and
“geographically scattered between Italy, Germany and Austria” (Lofthouse 2).
Examples of Wunderkammern were dispersed throughout Europe with examples
surfacing in Britain, Italy, Germany and Austria (Lofthouse 3). Grinke includes
France, Holland and Denmark on the list of countries where such collections became
apparent (5). Mauries and Grinke claim the term
Wunderkammer came into use in the sixteenth century,
although other writers identify these collections as
emerging earlier in the fifteenth century and
continuing into the seventeenth century (Schaffner et
al 55).
Mauries states that the term Wunderkammer
“chamber of marvels” appeared in Germany in about
1500, shortly after the phrase Kunstkammer “chamber
of art” came into use (50). Stafford and Terpak,
however,

suggest

that

the

terms

Wunderkammer

Fig. 2. Setting to hold a
cherry stone, carved with
thirty miniscule heads.

and

Kunstkammer

are

interchangeable and describe aggregated collections housed in “overflowing rooms”
(6). Habsburg agrees with Mauries that the Kunstkammer was an “Art Cabinet” yet
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concedes that it could also be a “cabinet of art and curiosities”. The Kunstkammer is
described by Habsburg as the “Northern equivalent to the universal museum.”5 (8).
The Wunderkammern were sites into which a profusion of strange and
incongruous objects were accommodated (Ewins conference 28.06.07). The
fabrication of these discordant collections allows a visual navigation of the „Early
Modern‟ construction of knowledge and highlights the critical employment of
tangible objects as paramount in the role of unravelling and traversing the unknown
and uncertain. The Wunderkammern collection of artefacts, specimens and objects
showcased the desire of individuals to exploit a particularly intense sensation of
wonder at the hybridity of nature and art (Daston et al 260). As one seventeenth
century tourist and connoisseur stated, the value of these objects was created through
their rarity, materials or craftsmanship and within the Wunderkammer these precious
objects congregated (Daston et al 309).

Self-Fashioning Systems
The Wunderkammern articulated a form of collection which was practiced as a
means “of maintaining some degree of control over the natural world and taking its
measure” (Findlen 4). Dr Margaret Hedstrom, writer and historian, identifies the
methodology of collecting in relation to the Wunderkammer as: “The assembling, safe
keeping, organizing, representing and displaying of archival documents, plants and
animals, common and rare objects, works of art, and so on is the heart of knowledge
generation, learning, sense making, and commerce” (1). This construction of
knowledge is a paramount theme examined throughout my thesis and dictates the
5

As Grinke explains many collectors referred to their collections as “private museums” (Grinke 5) As
Krzysztof Pomian asserts there were hundreds, if not thousands, of private museums during the
sixteenth and seventeenth centuries. Pierre Borel (1620-71), a doctor and collector from Castres,
described sixty-three in France and another forty-four in twenty-eight different foreign towns scattered
between Spain and Lithuania (Pomian 45).
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investigation of particular examples of Wunderkammer. Historians Pamela H. Smith
and Findlen write, „Early Modern‟ collectors could be divided into two categories: the
“nobility and the bourgeoisie” (4). Throughout the “Early Modern‟ period “collecting
by its very nature was a communal activity. Princes, scholars, merchants, or
apothecaries assembled their collections through complex systems of exchange, gift
giving, commerce, patronage, and other forms of social and financial intercourse”
(Smith et al 184). For Grinke, collectors were divided firstly between the
“professional botanist, apothecary and historian” for whom objects served as tangible
evidence and secondly the “Princes of the Church and State” for whom the acquisition
was dictated by power and uncensored desire. These two subgroups of collectors were
ultimately concerned with accumulation; acquiring their objects individually, “by
force”, or as Grinke writes through “purchase or gift” (15).

Fig. 3. Museum Wormianum (catalogue frontispiece)

The first collection I discuss is a professional Wunderkammer, constructed by
Ferrante Imperato (1550-1625), an apothecary, whose investigations and desire for
objects and specimens was intrinsically tied to his professional vocation, involving
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the production and research of medicines (Grinke 42; Mauries 10). The second is the
immense collection of P. Athanasius Kircher (1602-1680), which will be studied in
the context of the beholder‟s experience of wonder in the Wunderkammer. When
describing these collections I am also concerned with the collection as knowledge
construct so it therefore makes sense to analyse the role of the visitor to the collection.
This analysis will also encompass implications of expanded commerce and
networking (Rumphius cvii). I continually return to the visual evidence presented in
the collections and offer insights into methodologies of display.
A detailed discussion regarding the specifics of classification and systems in
such collections follows later, however, at this point it is relevant to outline such
processes. As Putnam writes, the Wunderkammern lacked “rational classification”
and negotiated a “bizarre sense of accumulation and juxtaposition” (8). Within the
Wunderkammern modes of classification were chosen by individuals and as such
became systems of self-fashioning. Daston and Park suggest these displays of
exceptional objects and wondrous specimens “provocatively subverted” or straddled
“the boundaries of familiar categories” (273). Habsburg describes how objects of the
Wunderkammern migrated from one collection to another on the “whim of the
collector” in defiance of whatever logic might have dictated their classification” (8).
Lofthouse writes, questions of classification were primarily concerned with visual
conundrums such as “Was a winged cat bird or animal? Was a gilded coconut shell
nature or art?” (2). The Wunderkammer was characterised by the classification and
arrangement of objects which exemplified “the world‟s troubling uncertainties”. The
collectors of these extensive Wunderkammern and their predilection for all that was
tangible, signified through careful arrangement what was “troubling” and uncertain in
their worlds (Mueller 1).
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Fig. 4. Collection of the apothecary Franceso Calzolari

Whilst classification of objects was implied within the Wunderkammer, the
rigors of such systems were fashioned so as to allow what Meskimmon describes as a
central ideal of “connection-in-difference” to abound (Women Making Art 123). This
was a calculated construction in which the display of objects was based upon the
contradiction of materials, colours, structure and origins. This jarring effect upon the
eye was designed both to entice the gaze but also to keep it from resting too long on
any one object. The disparate symphonies within the Wunderkammer also reflect wide
disparities in the social classes of the time have been described by Lofthouse as:
“… intricate, spectacular and useless. They were not so much a microcosm of the
universe as, at best, an attempt to capture nature at its “peak”, an elitist conception
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that reflected the high station of the collector. At worst, it expressed the whimsical
opulence of bored princes.”6 (4).
The Wunderkammer was a simmering aggregate of articles filling entire
rooms; they were constructed views, representative of a particular position, and a
particular cosmological explanation which was “subject for whom the view was
constituted”, that of the collector (Stafford et al 148; Jackson 29). It has been argued
by Stafford and Terpak that the Wunderkammer of the sixteenth and seventeenth
centuries were sites functioning to enhance “the grandeur of their owners” and to
represent “wealth and power… nobility and cultivation” (Stafford et al 251; Daston et
al 68). Historian and writer Maya Jasanoff declares that collecting has always been “a
means of self-fashioning” (74). The collection and each of the items that comprise it
are utilised to “advertise, hone, or shape” the social personae of the collector7
(Jasanoff 74). These subjective characteristics of the collection were displaced as the
sciences came into prominence over the seventeenth and eighteenth centuries. They
demanded a universal objectivity and rationale that was to surface in the later
„cabinets of curiosities‟. (Meskimmon Women Making Art 112)

Ferrante Imperato: Illustrating the Collection
The first Wunderkammer I will visually analyse is that of Neapolitan
apothecary Ferrante Imperato (Grinke 42). As an apothecary, Imperato‟s collection
would have been regularly used for research and the manufacture of medicines
(Mauries 10). Fig. 5 is the first illustrative example of an “early modern collection”
6

The scope of this thesis does not include a comprehensive examination of the societal consequences
of collecting, as many theorists and historians have already discussed such issues and histories. In
particularly Maya Jasanoff in Edge of Empire and Mary Baine Campbell in Wonder and Science:
Imagining Worlds in Early Modern Europe.
7
“Inevitably, who counts as a collector is somewhat arbitrary – and though some of the figures I
describe here were passionately dedicated to acquiring objects, others were collectors more by
circumstance, hanging onto artefacts that had crossed their paths” (Jasanoff 74).

Fig. 5. Museum of Ferrante Imperato
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dating from 1599, and it functioned as Imperato‟s ”frontispiece of the treatise on
natural history”8 (Daston et al 152). The image is reproduced using the original
woodblock, carved from “fruitwood”. This rare surviving artefact measures fifteen
and a half by eleven inches9 (Grinke 37). Imperato‟s museum, which was located in
Naples, clearly reflects the central elements of the Wunderkammer and visually
expresses concepts that are key to this research, including an immense array of
specimens and artefacts composed within a complex arrangement of contained frames
and structured spaces.
The engraving illustrates four male figures in the Wunderkammer whom
Grinke identifies as Imperato and his son “showing the collection to two visitors”
(37). The two visitors positioned in the far left foreground are highly engaged with the
8

Imperato‟s collection was one of the earliest examples in Italy and the catalogue is the first museum
catalogue to contain plants and animals. The catalogue is divided as Grinke describes into twenty eight
books with five devoted to mining and nine to alchemy, the remainder being dedicated to animal and
vegetable specimens (Grinke 42)
9
The original woodblock is still in existence and although some of the original joints have opened
Grinke describes it as remaining in “excellent condition” (Grinke 37)
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experience of viewing, with one mirroring the extended pointing arm of Imperato‟s
son, gasping in amazement. With his right hand anchoring his wide-brimmed hat it is
clear his gaze has been suddenly drawn to a particular object. One contemporary
visitor to the collection described Imperato‟s Wunderkammer as a “repository of
incomparable rarities” (Mauries 10). Such an impulsive response from visitors was
an intentionally constructed aspect of the Wunderkammer whereby the spectator was
expected to be “stunned” into “astonishment”10 (Daston et al 276). “Contemporary
visitors were regularly stupefied” by such collections as Smith and Findlen write, with
one visitor describing how “his heart (was in a) flutter and his breath bated in
anticipation” (110).
Imperato himself is distanced from this interaction and stares impassively
from the background away from the scene. His central position along with his
nonchalant posturing provides the impression of total familiarity with all that is
housed in his immense collection. The concept of the collection as autobiographical is
strengthened by this central positioning. Unlike the visitors and his son, who are on
the peripheral edges of the composition, he is framed by the objects, specimens and
artefacts that he has accumulated and displayed (Grinke 37). Imperato‟s centrality
symbolises his position in the universe he has created from his coveted objects. The
figures themselves are not the focal point of the woodcut and remain secondary to the
wondrous tumult of objects that engulf almost every surface of this site.
Our gaze is immediately drawn to the huge crocodile which is positioned in
the top centre of the framed image. The crocodile‟s massive feet are planted directly

10

“Catalogues and treatises often … lectured readers on cabinet etiquette: make sure your hands are
clean, follow the guide obediently, don‟t admire things that aren‟t particularly rare – you‟ll make
yourself ridiculous. As this last injunction suggests, connoisseurship was expected of visitors to
cabinets as well as of their proprietors.” (Daston et al 265)
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Fig. 6. Museum of Ferrante Imperato (Detail)

on the ceiling as though it is walking through the miscellany of objects strewn around
it. Mauries, in his descriptive analysis of this image describes this gigantic creature as
being suspended from the ceiling, however, the image lacks any evidence of modes of
suspension that are obvious in other illustrations11 and instead its natural pose is more
akin to the creature sunning itself, with its mouth ajar and its eye seemingly alert (10).
The posture of the crocodile lends an authenticity to the specimens that would
otherwise be as inert as any of the other taxidermied specimens in the room‟s interior.
The ceiling is studded with carefully aligned rows of smaller specimens surrounding
the crocodile; a variety of reptiles, insects, antlers, and plant material (Grinke 38). In
the top right hand corner of the engraving Daston and Park alert us to a lizard with
two bodies joined to a single head. This indicates that the bizarre and monstrous were
included even in scholarly collections12. Daston and Park cite this inclusion as
belonging to the genre of objects included to stimulate wonder at such deformities as
“potential objects of aesthetic appreciation”, and that they were displayed as “edifying
and pleasurable spectacles” (193). These discordant specimens pattern the upper
space of the room and their naive representation is in stark contrast to the highly

11

In the illustration of Kircher‟s collection to the left of the cenotaph in the foreground, suspended
from the point at which the domes of the ceiling meet there hangs the form of a suspended crocodile.
This inclusion of such a specimen reinforces the ideal that the Wunderkammern were composed from a
formulated array of exotic and rare objects that lent an impressive edge of wonder to these vast
collections. Unlike Imperato‟s magnificent example bearing down from the ceiling in an alarmingly
real position, Kircher's suspended specimen is listless and uninspiring.
12
Daston and Park note that the position of scholar designated both doctors and apothecaries (193).
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detailed physicality of the crocodile. There is an impossibility to the objects in
relation to the ceiling in that they appear to float below the ceiling itself.
From the ceiling, our gaze is directed down the centre of the image into the
glazed window through which we can imagine Imperato studying specific objects in
the light whilst seated on one of the stools neatly placed in front of a wide window
ledge. Hedging the window and extending across the left and right walls is an
uninterrupted expanse of shelving and cabinetry. To the left of the window an open
book lies on a desk, reinforcing the concept that this is a collection for study and the
augmentation of knowledge. It is a functional space into which the apothecary
examines the outside world through collected objects and specimens. On the left hand
side of the room a series of shelves line the wall, looming above the figures beneath
them. Each shelf is filled with vertically stacked tomes, again a reference to the
scholarly pursuits of this particular collector. To the right of the window marching
across the wall is an immense and complicated array of cabinetry brimming with an
assortment of objects and specimens. Imperato‟s complex systems of containing,
framing and enclosing are, as Putnam states, indicative of these immense collections
with “multi-compartmented cabinets and vitrines” employed as a methodology “to
inspire wonder and stimulate creative thought” (10). The cabinets are crowned with
an abundant array of birds and rocks. The specimens in this high position appear to
be mainly marine, with a pelican‟s skull, a penguin nestled amongst the rocks half
way down and an oddly positioned seal that seems to have been captured just as it is
sliding off the top of the cabinets. This positioning, as with the objects on the ceiling,
raises a very unrealistic view of how objects, specimens and artefacts were affixed.
This impossibility is repeated on the opposite wall, with what appears to be a
swordfish beak floating in mid-air, entirely unrestrained or fixed.
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The cabinets themselves are arranged in three main vertical tiers; the bottom
row is fronted by double-hinged doors. These are captured in an array of positions:
open fully, partially closed and one door open. This allows the viewer to penetrate the
modes of concealment and workings of the collection. By including images of the
door, the drawer and the box the viewer is given a sense of concepts of concealment
and revealing. These devices suggest interactive gesture as a fundamental aspect for
the viewer to gain entry and interact with the multicompartmented facets of the collection13. The lower
cupboard appears to contain an array of everyday
objects14, including crockery, glass jars, folded cloth
and boxes. The central row of the cabinet is more
complex; divided by five separate cases, each is faced

Fig. 7. Museum of Ferrante
Imperato (Detail)

by a large panelled flap that opens down. The two
open faces reveal a complex array of niches into which
tiny objects are slotted. The third level contains an array of “pigeonholes for small
objects” into which even more objects are placed (Grinke 38). In front of four of the
five openings, large taxidermy wading birds are positioned, each in a slightly different
pose.
Meskimmon explains in Women Making Art that the objects of the
Wunderkammer were also used in the formation of knowledge using “limited [and]
disparate objects” (123). This is a critical point for my observations as it was within
the Wunderkammer that knowledge was expounded; learning and comprehension
were based upon tangible objects contained in these massive collections. The objects
13

The concept of gesture in relation to contained and enclosing objects will be expanded in relation to
Patrick Hall‟s cabinets in chapter two.
14
This inclusion of everyday articles in the Wunderkammern supports my argument that the use of
familiar and everyday items in the work of the contemporary artists and my work is not dissimilar to
such historical collections.
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pressed into the realms of the Wunderkammer compelled what Schaffner and Winzen
refer to as a “cognitive activity” whereby the viewer‟s mind was encouraged to
“wander” (Schaffner et al 55).
To encourage this cognitive wandering, the Wunderkammer encapsulated
“nature (naturalia) and art (artificialia)” into a “riot of elements” with the single
intention of undermining traditional distinctions and implicitly demanding reevaluation and re-negotiation of tangible objects (Stafford et al 251, Lofthouse 2).
This was a calculated construction upon which the display of objects was based. The
jarring effect on the eye was designed to entice the gaze and to keep it from resting
too long on any one object.

Athanasius Kircher: Visitors in the Collection
The next example of a Wunderkammer that I will examine is that of German
born Athanasius Kircher. I will focus on the expansion of commerce which had the
effect of opening up lines of communication between collectors and visitors and also
extended the collection of exotic objects15 (Mauries 160). Kircher constructed his
Wunderkammer collection in the Roman College of the Society of Jesus, Rome c.
1667. (Impey et al 378; Wilfong). In the process of amassing objects for his collection
Kircher became one of the most famous contemporary polymaths of his age. Fig. 8
was the frontispiece for the first published catalogue of Kircher‟s museum, (1678).
Advertised as a “theatre of nature and art” (Gorman) it clearly represents the dramatic
culture of wonders:
“Princely and professional, large and small, institutional and individual, specialized
and miscellaneous – all these kinds of Wunderkammern expressed most concretely
15

Many of the Egyptian artefacts, scientific instruments and curiosities Kircher preserved in his
collection were sourced from Jesuits‟ travelers who visited his collection (Wilfong).
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and dramatically the „Early Modern‟ culture of wonders, serving as the nodes of a
thickly cross-hatched network of commerce, correspondence, and tourism” (Daston
et al 265).
Commerce expanded exponentially the array of exotica available from a wide
array of merchants, travellers, and adventurers.
“…visitors encountered a vast and marvellous range of naturalia (natural objects)
from across the globe: narwhal tusks from Africa, birds and featherwork from the
New World. Artificialia (works of human craftsmanship) were also present in
various forms, including Limousin enamel, majolica pottery, and Venetian glass.
Other human artefacts came from well beyond the European world: Indian and
Turkish carpets, Tunisian textiles, carved African ivory, South American and
Mexican gold and featherwork, Syrian metalwork, shoes from Lapland and kayaks
from Greenland, to name but a few” (Smith et al 182).
New trade links and the persistent growth of collectors who coveted exotic, rare and
precious objects created a market through which wonder became a paramount
desire16. There was, as Smith and Findlen ascribe, an abundance of material “that
flowed into European cities from all corners of the world… knowledge quite literally
grew in proportion to the expansion of European trade.” (301). The newly opened
trade routes generated new wonders “from China, India, Africa, and the Americas into
European commercial centres like Venice, Seville, Lisbon, and Amsterdam”
(Hedstrom 3) In their discussion on globalisation Kevin O‟Rourke and Jeffrey G.
Williamson cite the historian William H. McNeill who wrote that the “year 1500
marks an important turning point in world history . . . The European discoveries made
the oceans of the earth into highways for their commerce” (1).
16

During the mid-sixteenth century the inventory of imported specimens and objects was vast and
included: “monkeys, parrots, peacocks, wild cats… orange trees, almond trees, rosemary… camphor,
pearls… indigo (and gemstones)” (Smith et al 183).
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The contents of Kircher‟s collection included all manner of objects through
which to entice “learned visitors to the Jesuit college in Rome” including “perpetualmotion machines, optical tricks, a mermaid's tail, the bones of a giant and a host of
other natural and artificial marvels”
(Gorman). As we can see from the
engraving,

throughout

the

cavernous room and retreating into
the

distant

museum,

hall

Egyptian

of

Kircher‟s
monuments

stand erect over the miniscule
figures in the foreground. Such
objects were wondrous not simply
Fig. 8. Title page: De Sepi, From the collection of
Athanasius Kircher

for their exotic origins and foreign
customs, rituals and beliefs, but also

for their sheer scale, rendering the beholder‟s physicality as something close to
inconsequential.
Kircher was a “Professor of mathematics and the oriental tongues” and also
the first to claim to have deciphered Egyptian hieroglyphs 17 (Mauries 161). It is not
surprising then that the various monumental and sculptural objects are Egyptian in
origin. However, Kircher‟s museum was a Wunderkammer and as such the complex
conglomerate of objects narrate an extensive range of contexts and sources. The entire
room is decorated from floor to ceiling with specimens, objects and paintings that
reflect a passion for the nexus of naturalia and artificialia, nature and art. Central to

17

Kircher was premature in this claim as it wasn‟t until 1822 that Egyptian hieroglyphs were
deciphered by Jean-François Champollion (Soanes Rosetta Stone.)
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my interest in Kircher‟s Wunderkammer are notions
of the exotic and the collection as a site for visitor
engagement.
Tourism was an important aspect of the
Wunderkammern and as Daston and Park relate,
“Europeans of education and means of travel”
frequented various Wunderkammer to investigate
material articulations of wonder (Daston et al 296).

Fig. 9. Portrait of Kircher
(c. 1683)

John Evelyn, one such visitor, wrote about his
excursion to Kircher‟s collection: “Father Kircher…

showed us… his own study, his … catoptrics, magnetical experiments, models and a
thousand other crotchets and devices.” (Mauries 160).
Throughout Europe there was an elite network of collectors “joined in the
practice of seeing” (Benedict Conference 27.06.08) This evidences the movement of
individuals between collections and collectors, and the engraving clearly mirrors the
idea of the collector as an imparter of information and knowledge formed from his
collection. In fig. 8 we can see that one figure stands addressing the other two; from
the portrait we can assume that this figure is Kircher, as the colours of his robes and
shape of his hat are identical (Mauries 161). The two figures he is turned toward are
visitors to the collection, as with Imperato‟s catalogue frontispiece fig. 5 the inclusion
of such visitors is a repeated theme. The Wunderkammern cavernous halls bear down
from behind the collector upon the two visitors who reflect the immensity of this
collection through their subtly bowed postures.
Kircher‟s collection includes, as with Imperato‟s, a strange assortment of
miscellaneous objects. As the viewer‟s gaze penetrates the image more definable
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shapes and images are sought out. Along the darkened wall to the rear of the alcove
on the left a strange skeleton stands erect, its proportions human-like and yet its
distance from the figures in the foreground and its exaggerated size invite wonder at
its origins. Below and further to the left, two self-contained cabinets sit on top of a
long desk. Unlike the cabinets in Imperato‟s engraving these remain tantalisingly
closed, their contents a mystery and their internal fashioning unknown.

Conclusion
As we have ascertained from Imperato‟s overflowing room of specimens and
objects and Kircher‟s high domed rooms of treasures, both exotic and otherwise, the
concept of wonder was paramount to these Wunderkammern. Interestingly both
engravings portray the collectors themselves engaged with visitors to their collections.
Including visitors in their visual representations the illustrators clearly evoke an
external interest in these private sites. The Wunderkammer as such, elicited a sense of
wonder, not just for the collector himself but also for those who wished to enter his
coveted domain so as to experience the sensation aroused by such compositions of
accumulated objects. It is this notion of wonder that will continue as a theme
throughout my research and visual analysis.

1.3 The Reflective ‘Cabinets of Curiosity’
Introduction
This section is concerned with defining the „cabinets of curiosity‟ and clearly
outlining the exact terminology which I will then use to discuss the artist Patrick Hall
together with concepts concerning my art-making. The „cabinets of curiosity‟
succeeded the Wunderkammer and continued many of the critical intentions,
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methodologies and desires of collectors. But whereas the Wunderkammer was
accommodated in rooms, halls, and chambers, the
„cabinet of curiosity‟ I discuss was a self-contained
article (Goodall 115). As with the objects allotted
into the Wunderkammern, the „cabinets of curiosity‟
continued the provocation of hypnotic spectacles
(Mauries 66). Whereas the Wunderkammer had
been the aristocratic zenith of private collecting the
„cabinets of curiosities‟ were “a model of the
Fig. 10. Amber Cabinet

universal nature made private”.
The first collectors of curiosities on an individual scale

appeared in Italy in the second half of the sixteenth century and were predominantly
physicians, apothecaries, surgeons and druggists (Manguel 14). Daston and Park
claim that while these less significant collections still aspired to astound visitors with
wonder, “their ostentation tended to be that of learning rather than of wealth” (267).
The earliest collectors of „cabinets of curiosities‟ shared a passion for cataloguing and
classification in conjunction with an obsessive desire to meticulously describe and
precisely understand natural occurrences and objects (Mauries 148).

Defining The ‘Cabinet of Curiosity’
In the beginning of this section, it is critical to explain the terminology and
historical definitions of the term „cabinets of curiosity‟. In the context of this thesis,
referral to a cabinet denotes a self-contained receptacle into which objects are placed.
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However, cabinet18 is a complex term and
can

refer

to

numerous

spaces

and

meanings; it was not until the second
quarter of the seventeenth century that
cabinet came to refer to a singular box
with compartments, drawers, shelves and
some form of door or lid (Stafford et al 7).
The term „cabinet‟ originates from
the mid sixteenth century and derives
from the term „cabin‟ which referenced a
Fig. 11. Title page for Basilus Besler
Fasciculus rariorium varii generic

small confined space (Soanes et al
cabinet; cabin). The term „cabinet of

curiosity‟ came into use only gradually and designated an enclosed space; often
cramped, sometimes hidden, and characterised initially by the singular use of
scholarly pursuits (Mauries 50).
We can see from Basilius Besler‟s (1591-1692) title page to his Fasciculus
Rariorium varii generis (1622), the term „cabinet‟ was employed to reference a vast
array of enclosed sites into which a collection could be pressed. Besler‟s cabinet was
built in Nuremberg, and as an apothecary whose interests were devoted entirely to the
study of natuuralia19, his collection fulfilled this early and archaic description of a
cabinet as a collection housed within a small private room (Basilius Besler.
Biography).
18

During the seventeenth century the term cabinet referred to a small private chamber, an executive
council of state, and a room for the display of works of art, as well as a case subdivided for the
reception of articles.
19
Besler was in charge of bishop Johann Conrad von Gemmingen‟s gardens in Eichstatt. Around 1586
he set up his own botanical gardens including a comprehensive collection of natural history specimens.
These he described in his then famous natural history showcase presented in two volumes. (Basilius
Besler. Biography).
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My use of the term

„cabinet of curiosity‟ refers to an enclosed space

constructed in a singular, freestanding article of furniture. This specific form of
cabinet is referred to as a Wunderschranke: an inclusive piece of furniture constructed

Fig. 12. Le Cabinet de la bibliothèque de Saint-Genevieve (Detail)

from wood with the express intent of housing foreign materials (Stafford et al 7). Fig.
12 is a detail taken from an engraving of Father Claude Du Molinet‟s (1620-1687)
collection dating from around 1675. Du Molinet had the express intention of
establishing “a cabinet of rare and curious pieces”. As with Besler‟s cabinet, Du
Molinet‟s collection extended beyond a singular cabinet annexing his cabinet to the
library of St. Genevieve, Paris20. Du Molinet was employed by Louis XIV to oversee,
arrange and extend his collections of medals and added over eight hundred to the
royal collections. Throughout his life Du Molinet was devoted to the continual
augmentation of his own collection (Aikin 137). Du Molinet‟s scholarly collection
was collated to “serve literature, the sciences and above all history, natural, ancient

20

Designed by Henri Labrouste in 1839, and opened in 1851, the library was intended to contain the
treasures of a nearby cloister (Clerkin)
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and modern” (Mauries 145). Fig. 12, taken as a detail of Molinet‟s cabinet illustrates
Stafford and Terpak‟s description of a Wunderschranke21. The three freestanding
wooded cabinets in the image clearly represent an ensemble of repositories into which
objects and specimens could be contained.
Similar to the idea of the Wunderschranke was the Wunderkabinette a cabinet
designed and scaled to reside on a tabletop. As fig. 13 to 13.3 show, unlike Molinet‟s
cabinets this was not a freestanding piece of furniture and was instead installed on top

Fig. 13 – 13.3. Display cabinet (1620-30)

of another piece of furniture. As with the Wunderschranke, the Wunderkabinette was
designed with the utilitarian purpose of containing, objects and specimens in its
multiple divided spaces (Stafford et al 148).
The final example of a cabinet that fits into this particular area of research is
the Kunstschrank22. They were designed to be placed into drawing rooms for the
express enlightenment and entertainment of their owners and guests 23 (Kogens
Kunstkammer: The Kings Kunstkammer). This particular Kunstschrank was made in
Augsburg around 1625, and incorporates the usual naturalia and artificialia that was
21

After Du Molinet‟s death in 1687 a catalogue of his collection, situated in the library of St.
Genevieve, was published illustrating both the objects contained in the collection but also the ensemble
of the collection itself (Mauries 145).
22
The Kunstschranke were miniature editions of the princely Kunstkammer and were conceived by the
merchant-prince and diplomat Philipp Hainhofer (1578-1647) of Augsburg (Kogens Kunstkammer: The
Kings Kunstkammer)
23
“Each Kunstschranke had a multitude of drawers filled with (a) myriad (of) implements and
objects… all requiring days to discover, examine, and comprehend.” (Habsburg 209)

Cochrane 33
expected in the realms of the Wunderkammern, yet scaled down into a delicately
rendered cabinet of marble and ebony24 (Mauries 254).
Even in our contemporary terminology „cabinet‟ has numerous meanings,
definitions and associations, yet within the context of this paper, the term „cabinet of
curiosity‟ denotes the seventeenth century concept of an all inclusive piece of
specially designed furniture with the explicit objective of proffering a range of
specially designed spaces, drawers, and niches into which objects, specimens and
materials could be positioned and enclosed.

Seeking to Know
In the housed collection of the cabinet, the collector succeeded in keeping
what Stewart refers to as the “threat of infinity” restrained through the “articulation of
boundary”, as such the cabinet with its host of drawers, openings, and crevices
succeeded as a mode on containment and control across a vast array of proliferating
objects (159). The cabinets contained a procession of small visual curiosities and
treasures each contained in distinct frames requiring “time, patience, and dexterity” to
access (Stafford et al 12). The „cabinets of curiosities‟ were compact versions of the
Wunderkammern (Stafford et al 251). Fig. 14 is a Trompe-l’oeil, attributed to the
Italian artist Andrea Domenico Remps (c 1620 – c 1699) (Mauries 4; Kletke). This
rendition of a „cabinet of curiosity‟ exemplifies the visual dichotomies and
combinations of naturalia and artificialia in both the larger scope of the
Wunderkammer and the contents of the individual cabinets. The image illustrates the
dichotomy between nature and art in an enclosed space, showing methodologies of
aesthetic display that give equal scholarly weight to both. The cabinet itself is
24

The arrangement of minerals and shells crowning the cabinet was commissioned in 2000 as a
temporary top when the cabinet came into the Paul Getty Museum, Los Angeles (Mauries 254).
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Fig. 14. A Trompe l’oeil depicting a curiosity cabinet

depicted with a double set of doors, the external set of solid wood and the internal of
framed glass. The wooden doors have been flung open with a series of four painted
land and sea-scapes fixed with red ribbon to extending nails. Above these are
suspended two coral specimens, red on the left and black on the right. Below the
painted scenes hang two small rounded antique clay reliefs depicting a range of
figures. The internal glass doors are recessed into the cabinet with the left door being
ajar. On the slight ledge created by the recessed doors lie a small knife, a length of red
ribbon attached to a timepiece, and an ink well with two feather quills extending. The
glass doors are divided into three separate panes and of these, five of the six are
broken or cracked, allowing us to see the specimens interned either in their true
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colours or slightly distorted through the filter of the glass fragments. Amid the
collection of objects and specimens a turned ivory column sits on the second shelf
below which a rhinoceros beetle resides on a small plinth.
Returning to the „Early Modern‟ belief of knowledge as being constructed
from objects inherently wondrous, this intoxicating display of incongruous objects
and materials confined within space or amassed upon surfaces created what Mauries
describes as a “…dizzying foreshortening of perception.”25. Mauries further illustrates
this “foreshortened perception” as contradictorily drawing attention to analogies of
form and surface as well as focusing in sharp relief the qualities of each unique object
amongst distinctive collections (66). As with the expansive collections of the
Wunderkammern the cabinets were concerned with “seeking to know the world”
through tangible objects, “patient and minute” in their observations. Collectors were
expected to miss nothing (Goodall 108). The writing quills in the forefront of the
image and the magnifying glasses on the top shelf display this scholarly desire to
study and know the world through an array of tangible objects. In this endeavour of
seeing the world through a profusion of disrupted objects the collectors of cabinets
represented the same desire of the Wunderkammern collectors to render all knowledge
into a vision of “carefully arranged profusion” (Mauries 9).
The cabinet‟s epistemic organisation mirrored the arrangement of the
Wunderkammern with its “juxtaposition and superimposition of heterogeneous
elements” of which we can identify wonder as still being inextricably linked to modes
of seeing (Stafford et al 2). The concept of wonder as a methodology for processing
and knowing objects is articulated by the modern Belgian philosopher Georges

25

This descriptive representation of the „cabinets of curiosity‟ was also a potent effect created by the
larger excesses of the Wunderkammern; however, within the more intimately enclosed spaces of the
cabinet its effect was visually concentrated to extremes.
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Poulet26 (1902 – 1992) who acknowledges the seventeenth century preoccupation
with constructing “portable and manageable universes” in a culture whereby the glut
of wondrous objects “assaulted, delighted, and jarred the sensibility” (Platt 25; Poulet,
Georges). Platt continues his discussion of wonder in objects as a construct of
knowledge when he writes that “the marvellous challenges and often alters ways of
knowing and perceiving the world.” (16). In the context of the „Early Modern‟
collections of the Wunderkammer and „cabinets of curiosity‟ wonder as Daston and
Park describe “was a cognitive passion, as much about knowing as about feeling”. In
relation to individual objects inserted into the collection of the Wunderkammer and
the „cabinets of curiosity‟ wonder was defined by “novelty, rarity, variety,
strangeness, and ignorance” and “exquisite workmanship27, both natural and
artificial” (314).

Narratives of Engagement
The inclusion of everyday or “recreational items” into the „cabinets of
curiosity‟ is a critical concept of this research and indicates a “performative” aspect
characterised by functionality and utility (Stafford et al 15). For even within the
mundane objects and aspects of the everyday, the „cabinet of curiosity‟ translated
them into objects, containers and enclosures that were wondrous in their materials and
visual intricacies. As such the site of the collection functioned as a transformative
device upon the pieces that were located within its all-inclusive housing imbuing
them with wondrous qualities or associations. Stafford and Terpak offer a description
of the Getty‟s display cabinet fig. 13 to 13.3 through which they trace the
circumstances of the original owner and perhaps the daily encounters this woman
26
27

Poulet was directly influenced by the ideas of Gaston Bachelard (Poulet, Georges).
This was particularly true if the construction was intricate or miniature (Daston et al 314).
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would have had with her complex cabinet. By noting the “predominance of women
doing good or acting reprehensibly” they conclude that this luxurious cabinet would
have been commissioned for or by an aristocratic woman who would have, through
the ornate illustrations and biblical depictions, “contemplated modes of Christian and
pagan sacrifice” (Stafford et al 163). The cabinet‟s base incorporates a large flat
drawer which houses an array of ink stained compartments and would have been
designed as a surface on which to write. As further evidence of this being a cabinet
that was in regular daily use, the left door of the cabinet holds a large silver mirror
“which would have been prized in its time for its unusual size and cost” (Stafford et al
163). This luxurious mirror reflects a multitude of representations28; that of the
owner‟s physical features, her wealth and positioning within society, and finally, it
reflects the contents of the cabinet which in themselves reflect her tastes as well as
education. On the inner right door of the cabinet a glass vitrine is attached. Lined with
velvet and encased in glass this immediate display would have held her most precious
objects and suggests the freedom of movement for the objects contained as well as an
almost limitless display case which could be shifted on a whim. The bulk of the
objects lay hidden within numerous drawers and compartments slotted into the
cabinet‟s recess to be brought out individually to be “studied or displayed with one
another in a myriad of combinations”. This concept of transient objects and
individually designed systems of display allowed the owner to fabricate objects into
limitless combinations and in doing so illustrated the “inner life” and particular
sensibilities of individual cabinet owners (Stafford et al 163). The collection as such
was a clear manifestation of self, in that the objects, their arrangement, concealment
or display allowed within the enclosed recess of the cabinet the free associations,

28

Such representations were both literal and symbolic.
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connections and desires of the owner in conjunction with representations of wealth,
education and power.

1.4 The Collector
Introduction
This section discusses collecting and the collector and identifies significant
characteristics of self-expression and representation. It is also concerned with
investigating idiosyncratic systems employed by the collectors of Wunderkammern
and „cabinets of curiosity‟, and offers specific methodologies of classification in
individual examples. Finally I argue that the Wunderkammern and “cabinets of
curiosity‟ were constructions of self and discuss this in relation to specific collectors.

Visualising Collectors
Habsburg offers an enlightening explanation and historical perspective of
collecting. Habsburg states that human beings have always had “a spiritual or
intellectual need to express themselves” and that it was through this desire of
expression that collecting evolved. He claims that while for millennia accumulation
amounted to little more than gathering and hoarding, with the Greek and Roman
civilisations aesthetics transformed such activities beyond basic necessities. For
Habsburg, and the position of this thesis, the important phase of collection extended
and developed even the previous customs of classical antiquity. It was instigated in
Europe with what he terms “the true-blood, passionate collector” for whom the value
of objects was to be found in their characteristics associated with reason of form,
materials and content (7). These collectors desired, designed and built wondrous
rooms, chambers, and cabinets in which an array of objects could be contained.
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Primarily, this methodology of collecting dictated the narratives of entailed objects
through fixed positioning and rigorous attempts to divide (Stafford et al 7).
These immense manifestations of wealth and splendour were direct
articulations of the possessor‟s desire to exhibit objects of great beauty, wealth and
rarity that would reflect their own positioning and aspirations. They were, as

Fig. 15. Frontispiece of Museum Septalanium

Lofthouse highlights, non-utilitarian and ornamental for and of the collector (3).
Findlen expresses the idea that collecting had become “an activity of choice among
the social and educated elite”. In the contemporary context of such collectors, the
possessor of an object physically acquired knowledge, and the display of the objects
lent a symbolic and actual expression of cultivated learning and affluence (3).
Whereas the Wunderkammern as a princely collection tended toward symbolic
representations, the „cabinets of curiosity‟ were indicative of a more learned collector,
with

scholars

and

merchants

concerning

themselves

with

knowledge

as

comprehension with the visual identification and study of objects (Habsburg 8).
Unlike the exponential collections of the twelfth century amassed by
monarchs and wealthy religious foundations, which were “collections without
collectors”, constructions of dynasties and institutions, the „cabinets of curiosity‟ were
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assembled by individuals (Daston et al 86). These individual collections reflected a
“new urban”29 elite, however, given the very different social identities and budgets of
these collectors, there can be no concrete inventory to encompass the contents of such
collections (Daston et al 266). The variations of the scope of collectors and
collections, meant that although there were standard features such as artificialia and
naturalia and a penchant for the rare and/or exotic, the contents and modes of display
within these cabinets varied greatly. The new individual expressions of collecting
were, as writer M. Kirby Talley describes, all the more remarkable for their
“individual sensibilities” (9). The individual collections expressed something that the
earlier dynastic and institutional collections did not negotiate; a history inextricably
linked to the individual (Talley 11).

Idiosyncratic Systems
The collector‟s attachment to tangible objects and their classification of them
into the collections through visual codification as a construction of knowledge asserts
what Professor Claudia Benthien describes as a primary awareness of experience
through skin which proffers a subjective connection to the world (236). Interesting
correlations between the self and objects materialise in collections when we compare
them with the philosopher David Hume‟s (1711-1776) notion of self as “nothing but
an aggregate of its „perceptions‟ or experiences” (Blackburn 135). For the early
collectors the notion of self was illustrated through material objects and by using
Hume‟s definition of self we can clearly negotiate the Wunderkammer and „cabinets
of curiosities‟ as autobiographical.

29

Members of this new urban elite, as Daston and Park describe, acquired their fortunes through a
thriving commercial economy and members of this group included urbanized nobles, merchant princes
along with a great many more modest collectors (266).
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Fig. 16. Cabinet of Art and Rarities of the Regensburg Iron Dealer and Mining Family Dimple

The eclectic array of collections, in terms of objects, display and
methodologies of classification, present a wide divergence of collectors. In terms of
containing self, both the Wunderkammer and „cabinets of curiosity‟ demonstrate the
affiliation of self, object, and display in both tangible and intangible designs. If we
imagine the objects that form the contents of collections as characteristic of constructs
of self, then we become aware that this correlation throughout methodologies of
display is distinctly similar to concepts of the subjective self. By accepting the notion
of “sensory experience” as fundamental to wisdom then within the collection the
collector builds an autobiographical catalogue of objects which reflect his
comprehension and depth of recognition of the world he contains and governs
(Murray 33).
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As discussed by Schaffner and Winzen “the act of collecting is not only
protective, but also anxious.” This anxiety relates to concerns of loss and uncertainty
and the collection thus intends to “secure the symbolic continuity of the collecting
“subject” in (to) the future”. As such, the collection is “always intended to function as
a lasting mirror of the person who built it”. The artist Christian Boltanski (1944 - )
refers to collections as amalgamations of objects which record the preoccupation of
individuals with articulating our “gravestone‟s histories.” (Schaffner et al 16). The
concept of the collection as a lasting representation of self is particularly evident in
the instance of the collector Manfredo Settala (1600 - 1680) of Milan, see fig. 15,
whose coffin was trailed “by a convoy carrying the most curious items” from his vast
collections (Olmi; Mauries 38).
Early collections are important in that they signify the historical development
of classifications and taxonomies employed in contemporary society. These
classifications were dictated by the visual qualities of objects and were subject to the
whim of the collector. These “rudimentary” classifications “were the weakest sort –
most often objects were classed simply by the materials of which they were made”
(Daston et al 266). In the collection of Ferdinand Columbus30 (1488 – 1539), located
in Seville, his inventory was ordered with a “bizarre system of classification”
whereby objects were initially sorted by size (Grinke 9). The doctor Pierre Borel
(1620 – 71) housed his collection in Castres and divided it into three categories;
“works of god” which incorporated human specimens, “products of nature” including
animals, plants and stones and finally “works wrought by human hand” (Pomian
N.pg.).

30

Ferdinand was the son of Christopher Columbus (1451 – 1606) who was credited with being the first
European to reach the Americas (Grinke 9; Soanes Columbus, Christopher).
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The philosopher Professor Ruth Lorand argues in Aesthetic Order: A
Philosophy of Order, Beauty and Art that any examination of classification is
concerned with concepts of order and disorder, which require varying degrees of
complexity. Lorand continues her enquiry into
concepts of order by employing Bohm and Peat‟s
view, which states that the preliminary knowledge
of order is aligned with our ability to perceive
similarities

and

differences,

distinctions

and

connections (1, 10). Zara Stanhope in her essay The
Mirror

in

the

Archive

Box

explains

that

classifications are always open to interpretation and
Fig. 17. Designs for the Cabinet
of Bonnier de la Mosson

incompleteness (9). Classifications and the order
through which they are aligned are therefore
subjective and qualitative, resulting in unique,

multiple and constructed systems. Classification is an attempt at ordering complexity
from ultimately simple objects and to do so it requires a law or ordering principle
(Lorand 10, 17). The theorist Sidonie Smith in her text Subjectivity, Identity, and the
Body: Women‟s Autobiographical Practices In the Twentieth Century (1993) states
that the desire to classify is always a “desperate… attempt to separate, contain and
mend categories, which always leak.” (N.pg.)
Mauries explores this systematic visual cataloguing when he describes the
Wunderkammer of Archduke Ferdinand II of Tyrol (1520-95): “Here a thousand
objects, methodically classified, were laid out in some twenty large, glass-fronted
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cabinets, which were colour-coded according to the nature of the objects they
contained…” (132)31
Classification was a simple process that translated the individual‟s desire to
possess and contain, and characterised by the physical limitations of the collection in
regards to storage and display. Extending his analysis of visual modes of cataloguing
Wunderkammern Mauries describes the systematic placement of objects as being
dictated by presentational methodologies: walls were lined with paintings, and stuffed
specimens tethered to ceilings (132).

Collecting Self
It is my observation that the collections of Wunderkammern and „cabinets of
curiosity‟ were constructions of self. As illustrated earlier, modes of classification in
regards to the objects in these collections were constructed from idiosyncratic systems
and as Talley writes, it is undeniable that such remarkable collections are always
associated with individual sensibilities (9). In framing and narrating objects through
personal constructs, objects were instinctively defined by subjective methodologies.
For Benedict the collected object materialises the past, testifying “to the authentic
uniqueness of the collector‟s experience” (Curiosity 202). Such appropriations are
concerned with both possession and the transcribed order through which objects are
passed and eventually displayed (O‟Halloran). As each object is added to the
collection, experience is systematically translated “according to individual desire and
memory” (Benedict Curiosity 203).
The process of collecting invites a methodology through which the capacity to
perceive and feel is in a state of constant adjustment, from modes of emotional and
31

At the castle of Ambras near Innsbruck the Archduke created what is today considered the prototype
of all Wunderkammern (Mauries 132).
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aesthetic response to palpable objects. Thus the experience and perceptions of an
individual‟s knowledge construction, whether subjective or objective, are always
linked to the objects housed by the collection. These systems of division, allocation
and containment, as subjective choices, were fundamental characteristics of the
collections and exemplified the dialogue between collector and object. The
Wunderkammer and „cabinets of curiosities‟, predecessors of the museum, remained
private expressions of their owner‟s wealth, power, scholarly pursuits or position
within society (Putnam 8).
The curator Merryn Gates argues that; “…we as individuals construct a sense
of self through our material possessions and “literally collect ourselves into being”
(16). Stewart declares that the commission of filling an environment, whether room or
cabinet, with “things” is never simply a reflection of value, use or otherwise, but
fabricates an interior that is a model and a “protection of self- fashioning” (157).
Collections, as discussed in 1.4, are manifestations of the human need and desire for
expressions of demonstrating display; political, spiritual or intellectual (Habsburg 7).
This expression of self through the collection can be traced through the
Wunderkammern and the „cabinets of curiosity‟ as illustrated firstly by the collector‟s
individual modes of classification constructed through visual signifiers and secondly
with the unique personality imbued by the individual collectors decisions regarding
the overall contents (Mauries 51).
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Fig. 18. Portrait of Albertus Seba with collection

Fig. 18 is a portrait of the German pharmacist and collector, Albertus Seba
(1698-1780), and exemplifies the collection as an articulation of self (Stafford et al
150, 151). The figure is framed by drapes which are tied back and allow us to glimpse
his collection; the figure is also positioned slightly right of centre and his extended
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hand delicately clasps a glass vial containing an undulating and knotted body of a
snake. The extended right arm further frames the greater collection of bottled
specimens from which he has obviously plucked the one he currently holds. The
drapes and pillar in the middle ground restrict our vision of his collection and thus
leave its true dimensions veiled. As Stewart describes “The collection‟s space must
move between the public and private, between display and hiding” (154). Seba‟s left
hand gestures in a moment of stilled attention and signals a fabric-enclosed tabletop,
upon which a scattering of shells rests and an open book sits upright and ajar. This
image illustrates the model of collection as entangled with expressions of self. Within
the collection as Benedict describes the collector “systematizes his or her own
experience and objectifies time and nature according to individual desire and
memory.… these collections are designed specifically to illustrate the eccentric
limitations of the owner‟s tastes” (Curiosity 203).

1.5 Containment and Knowledge Constructs
Introduction
This

section

is

concerned

with

identifying

methodologies of containment within collections and
discusses boundaries articulated in the Wunderkammer
and „cabinets of curiosity‟. It will also explore the idea
of the contained collection as an expression of
knowledge

construct

and

explores

how

objects

illustrated the discoveries of new worlds and new

Fig. 19. Kunstschranke of
Gustavus Adolphus
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comprehensions. Containing wondrous objects in collections prepared “the modern
mind to expand the limits of it‟s imagination and to be transported beyond the here
and now” (Stafford et al 164).

Territories Contained
This section of the thesis focuses on the methodology of containment within
the collections of the Wunderkammer and the „cabinets of curiosity‟. The process of
containment in regards to physical objects is a crucial aspect of my research. The very
act of collecting demands re-contextualisation for any object removed from its
original location. The act of collection and as such,
containment, expressed an anxiety on the part of the
collectors which has

important

correlations

to

the

contemporary visual arts practitioners which will be
discussed in the proceeding chapters. As Stewart states:
“…the space of the collection is a complex interplay of
exposure and hiding, organization and the chaos of infinity.
The collection relies upon the box, the cabinet, the
cupboard, the seriality of shelves. It is determined by these
boundaries…” (157)
This portrayal of the mannerisms of the collection by
Stewart illustrates the underlying concepts of containment
and anxiety that are fundamental to this particular
examination of the Wunderkammer and the „cabinets of

Fig. 20. Collection of
Andrea Vendramin,
manuscript catalogue,
(detail)

curiosity‟. My study is particularly concerned with concepts and expressions of the
object contained in both historical and contemporary examples and it is within the
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collection and adaptation of its methodologies that the object is surely dislocated in a
manner that allows the beholder to experience the re-contextualised object as
something both wondrous and curious.
In
expansive

contrast

to

rooms

the

of

the

Wunderkammern, the „cabinets of
curiosity‟ acutely embraced delimited
spaces and as such their modes of
classification

becomes

further

pronounced. As stated in 1.3 the
„cabinets of curiosity‟ spoke through a
“multiplicity of frames”, their visual
language

discussed

through

a

codification of niches, boxes, drawers
and cases. By enclosing objects within
Fig. 21. Johann Kentman‟s „mineral cabinet‟ from
his Nomenclaturae Rerum Fossilium

the collection, an inexhaustible supply
of fragments could be painstakingly

slotted and fitted into predetermined openings (Mauries 10).
Fig. 21 illustrates a detail of Andrea Vendramin‟s (c. 1565 – 1629)
collection32 illuminating the rigorous delimitations of space (Vendramin, Andrea). We
can identify how one such collector specially designed wooden shelves into which
each of his Greek and Italian antiquities could be individually contained and separated
into a complicated system of niches and shelves. This methodology of displaying

32

The first known printed catalogue produced is the handwritten catalogue of the collection of Andrea
Vendramin of Venice, compiled in 1627 and illustrated with 155 ink-and-wash drawings (Vendramin,
Andrea).
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objects through modes of containment allows visual evidence of how the collection
relied upon the particular boundaries which enclosed it.33
In comprehending the nature of containment as a methodology in and of itself,
it is relevant to consider the carcass and interior of the „cabinets of curiosity‟ through
the writings of Gaston Bachelard in The Poetics of Space. For in this seminal text
Bachelard offers an explorative investigation of the objects, furniture, and spaces
through which the human imagination is drawn into dialogues of intimacy and
gesture. “Wardrobes with their shelves, desks with their drawers, and chests with their
false bottoms are veritable organs of the secret psychological life. Indeed, without
these “objects”… our intimate life would lack a model of intimacy” (78). In the
chapter on “Drawers, Chests, and Wardrobes” Stafford and Terpak paraphrases
Bachelard‟s descriptions generated by these articles as spaces whereby:
“Something hidden away might become something to be opened; something
invisible might become something to be touched; something entombed might be
brought to life.

It is the relation to the past which creates the possibility of

anticipation; the present is merely a hinge between these worlds of memory and
desire.” (Stafford et al 54).
The „cabinets of curiosity‟ exemplified these characteristics so engaging to the
human imagination. This individual approach to dividing, storing and designing
cabinets brimming with a jumble of natural and man-made objects sought to organise
where disarray abounded (Stafford et al 153). The unruliness of the personal systems
33

“Today in my microcosm, you can see more than 18,000 different things, among which 7000 in
fifteen volumes, dried and pasted, 3000 of which I had painted as it alive (al vivo”). The rest – animals
terrestrial, aerial and aquatic, and other subterranean things such as earths, petrified sap, stones,
marbles, rocks, and metals – amount to as many pieces again. I have had paintings made of a further
5000 natural objects – such as plants, various sorts of animals, and stones – some of which have been
made into wood-cuts. These can be seen in fourteen cupboards, which I call the Pinacotheca. I also
have sixty-six armoires, divided into 4500 pigeonholes, where there are 7000 things from beneath the
earth, together with various fruits, gums, and other very beautiful things from the Indies, marked with
their names, so that they can be found (emphasis added)” (Smith et al 110)
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of classification and the ceaseless cascade of precious, exotic and bizarre objects
meant that every corner and fissure was filled to capacity; objects studded every
available surface, and in the case of the Wunderkammer every inch from floor to
ceiling was utilised and yet it still could not accommodate all the objects desired,
“hence the need to multiply space” (Mauries 66). The design of drawers, chests and
cabinets became complex arrangement of folding, stacking, and dividing partitions.
These partitioned spaces of the collections reflected the anxieties of the early
collectors, which as Manguel asserts included the experiences associated with a “fear
of loss, fear of deterioration and fear of excess”. The first anxiety was alleviated by
the instalment of collections in specifically designed rooms or cabinets that would
keep the collection together, the second required precautions to protect the objects
from the detrimental effects of time and theft. The final concern was contested
through the design of spaces that would allow for the collection‟s growth (Manguel
14). The fear of loss and excess is visually articulated in the painstaking arrangement
and compartmentalisation of objects into the collections (Mauries 251).

Wonder Object Collection
Central to my thesis is the concept of wonder through which to negotiate,
manipulate and examine objects within contemporary visual practice. As such it is
imperative to return to „Early Modern‟ collections through which the translation of
objects was bound to expressions of wonder and were indeed “calculated to arouse
wonder” (Karp et al 50). The objects of these collections were shaped by sensory
expressions and as such engaged the viewer into highly visual encounters; as Daston
and Park write “the history of wonderful objects” instigated a “passion of wonder
itself – visceral and immediate” (Daston et al 13). “If each object by itself elicited
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wonder, all of the densely arranged floor to ceiling or drawer upon drawer could only
amplify the visitor‟s gasp of mingled astonishment and admiration” (Daston et al
260). The Wunderkammern as a collection of tangible objects, illustrates what
Benedict describes as empirical wonder, an association of emotive experience
characterised by observation and experiment rather than theory (Curiosity 16). By
identifying wonder in „Early Modern‟ Europe as characterised by objects, artefacts,
and specimens which instigated almost involuntary encounters through their visual
examination, we can begin to negotiate
the power of objects in contemporary
practices and methodologies. The poet
and Professor Mary Baine Campbell
simply states that „wonder‟ is a form of
perception‟ (13).
The Wunderkammer as individual
or institutional construct, was concerned
with the “management and eventual
compartmentalisation
(Campbell

115).

of

wonder”

Central

to

this

discussion on historical collections is the
uncovering

of

similar

practices

and

Fig. 22. Shop of Remy, selling curiosities

relationships the artists Patrick Hall and
Fiona Hall have with physical objects, specimens, artefacts and fragments,
relationships which will be discussed throughout the following chapters.
As the author and mathematician William Mueller asserts “the wealthy and the
well-connected were hoarding things – strange things – into obsessive personal
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collections” (1). Whereas the scholarly „cabinets of curiosity‟ afford a glimpse into
the “intellectual life of the seventeenth century” and negotiate the closely allied
occupations of commerce and curiosity. As Rumphius notes, collectors visited each
other, corresponded and circulated their catalogues throughout a select group which
included “like-minded enthusiasts (from) abroad” (cvii). The emergence, in particular,
of the natural object as a „prized commodity‟
coincided with the worldwide expansion of
European exploration, trade and acquisition
(Stafford et al 148). As objects were hunted
from far flung lands, and circulated through
Fig. 23. Cabinet of Art and Rarities
of the Regensburg Iron Dealer and
Mining Family Dimple (Detail)

proliferating auction rooms, the „cabinet of
curiosity‟ was in need of constant updating and

continued to function as a pivotal “instrument of education well into the age of the
Enlightenment” (Stafford et al 169).
For each object acquired, the „cabinet of curiosity‟ with its multiple “niches,
boxes, drawers and cases”, pressed an object wrought from the chaos of the world and
“imposed upon it systems – however arbitrary- of symmetries and hierarchies”
(Mauries 10). This prerequisite of objects forced into the systemising realm, of crafted
cabinets, transformed objects into marvels. Roberta Smith argues that everything on
view within the cabinets was some form of marvel, “usually one that combines an
exotic and beautiful natural material with a triumph of human skill” (Smith A
Collector’s Cabinet 2). This example of craftsmanship can be exemplified in the
small writing box seen in fig 24 and 25. The style of workmanship portrayed on this
delicate piece is referred to as stil or style rustique (Smith A Collector’s Cabinet 2;
Habsburg 109). Each of the impossibly life-like specimens that crown the top of the
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box, as well as the delicate garlands embellishing the sides of the piece are cast
directly from natural specimens34. The “process of casting from life” was a “technique
developed in the fifteenth century” and “Jamnitzer was its most active and wellknown practitioner” (Smith In a Sixteenth 53). This method of casting from actual

Fig. 24. Wenzel Jamnitzer, Writing Set

specimens both zoological and botanical epitomises the combination of nature and art
that was coveted in the collections of the „cabinets of curiosities‟ and indicates the
astounding aesthetic hybridity that cultivated, produced and demanded such wonders
(Smith The Mindful Hand 49)
The writing box measures 6 x 22.7 x 10.2 cm and is a masterpiece of
contemporary craftsmanship dating from the sixteenth century (Writing Set: Wenzel

34

Smith describes the process by writing that first the “animals were killed by immersion in vinegar
and urine so that they were not deformed by blows” they were then posed on a clay base “using pins
and threads”. A film of plaster and sand was the applied to the surface and the entire object was fired.
This process “hardened the plaster and burned out the organic material.” The casts were finally cleaned
with mercury and were ready to be filled with molten metal (Smith The Mindful Hand 53-4).

Cochrane 55
Jamnitzer). Designed and created by the leading goldsmith Wenzel Jamnitzer (c.1507
– 1585) of Nuremberg35, the box formed part of a writing set (Habsburg 109; Glaser).
Fundamental to the characteristics of the Wunderkammer and „cabinets of
curiosity‟ was a preoccupation with the “fleeting nature of life and the inevitability of
death” (Smith A Collector’s Cabinet 2). This characteristic of life and death is
evidenced by the morbidity of this box and the process of its
construction; each individual creature and sprig of flora
decorating the surface was taken from a life cast which is how
the craftsman created such intricate detail (Smith The Mindful
Hand 56).
The painstaking detail wrought for such a functional
object asserts the predominance of wonder as an essential
factor in objects amassed by the collectors of „cabinets of

Fig. 25. Wenzel Jamnitzer,
Writing Set (detail)

curiosities‟ and their larger examples, the Wunderkammern.
In the detail of fig. 25 we can identify the key still sitting within the tiny lock on the
centre left hand side.

1.6 Conclusion
The Wunderkammer was characterised by a contemplative dimension through
which its objects became seeped in the layered narratives and dialogues traced across
their surfaces. The visual arts writer, Beth Jackson in Wunderkammern, Actual and
Virtual describes a contemporary artist‟s employment of the Wunderkammern
methodology, of existing as an experience of desire through which movement
involves “multiple paths (and) chance encounters for the viewer” (29). The display
35

Jamnitzer was born in Vienna and moved to Nuremberg to become “a member of the Nuremberg
goldsmith‟s association and citizen” in 1534 (Smith The Mindful Hand 46)
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techniques of the Wunderkammern and the profuse array of objects contained, meant
that objects become fragmented and dislocated in their articulation. Whilst Lofthouse
describes the Wunderkammern as “intricate, spectacular and useless” such a statement
fails to recognise the importance of these historical collections, whereby the object
became a signifier of self (4). This disrupted visual narrative allows the object to
become the focus of understanding, observation, study, fascination and representation.
Residing in the Wunderkammer, as Stafford and Terpak describes “the most exquisite
and unusual creations… vied with one another to evoke astonishment and wonder…”
(251). As with the contemporary artists I will discuss in the following chapters, the
creative arrangements of the objects were the most critically prominent feature of the
collections. The objects were accumulated for their intricate and rare origins yet the
complexity of their display was key in comprehending their purpose as modelling a
concept of visual perception as the basis of a theory of knowledge.
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The Cabinet
Chapter 2
2.1 Introduction
Born in Rintein Germany in 1962 Patrick Hall emigrated to Tasmania from
England in 1971 (Cochrane Patrick Hall 10). In 1987 he completed a Bachelor of
Arts degree in furniture design and printmaking from the University of Tasmania
Centre for the Arts (Patrick Hall designingfutures 1). With twelve solo exhibition and
numerous group shows in Australia, Japan and America he is a prominent visual artist
and furniture designer (UTAS Graduates). This chapter examines his cabinetry
pieces,1 which as Elanor Court presenter of the ABC‟s Sunday Arts program
describes, are characterised by “finely made drawers and display cases housing small
finely crafted sculptures” (Court The Maker: Patrick Hall).
In this chapter I will argue that Hall‟s cabinetry pieces engage with the notion
of wonder as pertaining to the individual objects he constructs, to the narrative
compositions of his collections and as a responsive interplay with the viewer. When
queried about the contextualization of wonder in his pieces Hall identified the term as
relating to the sublime and miraculous and disagreed with it as a characteristic of his
pieces. However when I discussed the notion of wonder as a methodology for
instigating curiosity and encouraging a closer scrutiny by the viewer Hall agreed that
this was an attribute he recognized in his practice. Hall himself has previously
discussed this concept of curiosity in his works stating that he hopes “people are
intrigued and then find different layers in (them). …I want to make things that are
rich and can mean things to different people” (Hall Leo Schofield interview 14.02.06).
1

As Grace Cochrane writes that while Hall‟s “practice is diverse” and includes numerous “public
sculptural commissions” as well as limited series of cards and “small boxes… his passion lies in
making one-off cabinets.” (Cochrane Patrick Hall 13).
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As discussed in chapter one, my identification of wonder is in direct
relationship to the engagement of curiosity and intrigue both for the collector and
subsequent viewers. In his cabinets Hall constructs vestiges of everyday encounters
and memories by arranging collections of objects into the façades of his drawers and
doors. As with the Wunderkammern and „cabinets of curiosity‟ previously described,
the wonders Hall gathers are collected from the “physical realm” and when
deconstructed articulate methodologies of comprehension and knowledge structures
(Stafford et al 164, 282). “I try and be totally specific about what I‟m trying to say but
in that specificity there is something universal about it… I think there is a sense of
empathy in the work” (Hall Leo Schofield interview 14.02.06).

Hall‟s collected

objects both found and fabricated inspire a contemplative position in the gaze of the
viewer as they piece together the various elements and dissect the individual
narratives embodied in his cabinets.
The initial section of this chapter examines Hall‟s methodologies of collection
and explores how his practice is negotiated through the employment of collected
objects. As with my own work the collection of objects, and the subsequent
arrangement of them, is concerned with re-contextualising narratives and the
negotiation of intimate stories. These practices are characterised by the object as
narrative trace and enlist intimate dialogues of memory, site and encounter. Hall
describes this process as “taking the materials of the everyday and somehow trying to
give meaning to those materials and (to) honour… their pasts” (Hall Leo Schofield
interview 14.02.06).
The second section is concerned with defining and examining the cabinet as a
medium through which Hall negotiates and articulates narratives. Hall achieves this in
part by pressing the external surfaces of his cabinets with collections of found and
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fabricated objects and overlaying these with “small textual vignettes”. It is these
poetic texts which “locate his specific experiences within the domain of everybody‟s
lives” (Brennan 3). This section will also outline how Hall employs craft based
methodologies as descriptive structures in his cabinet compositions. I sum up by
exploring the correlations between the „cabinets of curiosity‟ examined in chapter one
and Hall‟s contemporary pieces. The use of the self containing cabinet in which to
house a collection was, as Stafford and Terpak state, a means of fostering “close
perceptual encounters” between the viewer and the object (Stafford et al 8).
I will examine Hall‟s cabinets in relation to their gestural characteristics and
physical boundaries articulated by the internal and external physicalities of it as a
structure. The cabinet has continued to beguile Hall who speaks of its multi-layered
structure

as

expressing

an

external

surface which remains “immediately
apparent” and yet harbours an intricate
and “secret inner space”. It is this inner
space which he identifies as illustrating
an essential “emptiness”. Hall discusses
the significance of emptiness as such:
“Life is full of empty spaces where
something might have happened, or
where there is a small mark, that shows
where

something

has

happened”

(Cochrane Patrick Hall 41). For Hall this
emptiness evolves through the process of
Fig. 26. Museum Animals

construction as the piece is closed from
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the outside and remains so until “someone else owns them (and then) they contribute
to the meaning by adding their things” (Hall Leo Schofield interview 14.02.06)
Finally, I will investigate how Hall employs archival and museological
practices of classification in relation to classification and compartmentalisation. “Just
as curiosity cabinets rearrange (d) items to suit an idiosyncratic system of
classification” so to do the contemporary practitioners under examination in this
exegesis. By constructing hybridised systems of organisation, characterised by both
objective and subjective elements, Hall composes idiosyncratic classifications within
his cabinets which enunciate distinct chronicles. The construction of these personal
systems articulated through desire and memory2 are central themes which pervade
Hall‟s cabinets. These concepts and practices will be examined both in relation to
conversations with the artist and the theorist Susan Stewart and writer and curator
Grace Cochrane. Each cabinet is “superbly crafted” and “idiosyncratic” for Hall they
“are more than storage spaces but synonyms for the experiences of life, the past and
the future. Hall himself writes of his works as emotional filing cabinets – “an attempt
to store and order the intangible” (A Tasmanian Living Treasure 1).

2.2 The Art of Collection
Introduction
This section identifies Hall‟s employment of collection initially in regards to the
procurement of materials and secondly in relation to composing objects into the
spaces of the cabinet. In ascribing collection as a practice and creative construct and
positioning it as a tradition Hall states that “I want them to be engaging… but they‟re

2

As each object is placed into the exhibition of the collection experience is systematically translated
“according to individual desire and memory.” (Benedict Curiosity 203).
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collections of the ordinary of the everyday rather than the extraordinary. They‟re not
the ill gotten gains of the New World…” (Hall Leo Schofield interview 14.02.06).
“…they‟re not about the collecting urge as such but I think they‟re about sort of
gathering of more personal things than that.” (Hall Personal Interview 30.06.07)

Collecting the Collection. Process and Narrative
Hall‟s practice of collection is concerned with gathering artefacts which
reflect his personal obsessions, objects which as Stanhope writes are “already loaded
with… sentiment”. In re-contextualising these objects into his cabinets, Hall invites
the viewer “to generate real and imagined pasts, fictions and memories” asking how
we “remember, record and reconstruct” our own stories. Hall‟s work is characterised
by ordinary objects and a creative re-codification of them (Stanhope A Master Plan
76).
“Telling stories through his art works became a vehicle for articulating the artist‟s
personal ideal of humanity‟s tiny triumphs. Within the specifics of Hall‟s intimate
tales lie many universal themes. The artist‟s narrative characterisations are the
remembrances of pale uncelebrated dreamers. Big issues are hidden in the details of
their lives” (Patrick Hall designingfutures 1)
In his collecting methodologies Hall characterises principles associated with
the historical Wunderkammern and „cabinets of curiosity‟. As Putnam writes these
principles embody “an element of free association where the mind could roam at will”
and which Hall embodies in his “eclectic and personal” collections which are “bound
up with memory and imagination” (12). Hall‟s collecting deviates at this point from
Putnam‟s connections between contemporary artists and historical collections for
while these are concerned with “accumulation rather than sheer calculated order and
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selection” Hall‟s construction of collections into individual cabinets are restrained and
pointed (Putnam 12). In describing his methods of accumulation and collection
construct Hall states:
“I‟ve … collected cotton reels and … bits of things and I might not ever use… but
just having them around, one day an idea will connect with it. But I‟m not (going to
use) something just because it looks nice or interesting… for me to use it I‟ve got
to have a very conscious conceptual connection to it that is expressing a particular
idea otherwise it‟s just a thing” (Hall Personal Interview 30.06.07)

Fig. 27. Power Blocks

Hall collects the ordinary and the everyday the discarded and the redundant.
His practice is about “trying to… honour the redundancy… and make sense of the

Cochrane 63
history of something” (Hall Leo Schofield interview 14.02.06). A large percentage of
Hall‟s collecting is undertaken in the op shops of Hobart and he laughingly admits
that he is on first name basis with many of the volunteers at these stores. When
sourcing books for Power Blocks3 (2005) Hall describes how “the ladies in the Red
Cross Bookshop” thought him a most avid reader who when queried about what he
was looking for would respond “Oh, red ones” (Hall Personal Interview 30.06.07).
The employment of second hand materials means that objects identified as
“uncollectible” become, when translated into Hall‟s cabinets, collectable once again.
Hall sees his practice as a process of re-codification (Hall Personal Interview
30.06.07).
When encountering Hall‟s cabinetry collections it is, as Cochrane writes,
“impossible not to recall our own experience of
small collections”. Those enclosed collections
within “chests of drawers… kitchen cupboards,
tool-boxes, travelling trunks and sheds” (Patrick
Hall 9). Hall orchestrates this familiarity between
his cabinets and the viewer with the incorporation
of everyday artefacts, collected narratives and

Fig.
Fig.28.
28.Level,
Level,(Detail)
(Detail)

emotive themes. So for instance, in The Shelves
of Mary Jarvis (1996) Hall lined the front of the cabinet with thirty “Fowler‟s
preserving jars” each containing “cut-out metal dioramas” illustrating snippets of
information, imaginations and encounters the artist had with “family, friends and
neighbours” (Cochrane Patrick Hall 22). Hall‟s collection thus extends beyond the
tangible object and archives records of the intangible and the poignant. “It‟s
3

Power Blocks is made from “collected and manipulated books, Tasmanian oak, plywood, glass) and
measures 120 x 120 x 50cm (Artist Statement: Power Blocks).
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connecting the thoughts to the objects. I mean that‟s the mechanism that I do it with that‟s the text. Quite often I‟ll write a little text and it will just sit in the sketch pad
and the an object will coalesce around it” (Hall Personal Interview 30.06.07).
Hall‟s engagement with collecting extends beyond his own accumulation, and
the eventual compartmentalisation
of objects, it extends into the very
narratives he manufactures. Dance
with

a

False

Moon

(1996)

examines what Hall describes as
“the notion of we as a species
having a right to collect other
things as if they‟re trinkets for our
amusement” (Patrick Hall Art
Forum 05.03.04). Hall illuminates
these considerations in the cabinet
with the following text: “The
Fig. 29. The Shelves of Mary Jarvis, (Detail)

strange case of Hubert Davis
contained rare insects categorized
and impaled behind glass. He would collect them on sunny days with a jar, cotton
wool and chloroform. He said it was to preserve them for the day they become
extinct” (Patrick Hall Art Forum 05.03.04)
In the introductory notes to this chapter of Patrick Hall I noted that it was the
closeness to objects and their highlighted dichotomies of relationships which evoked a
particular narrative of wonder throughout Hall‟s cabinets. Hall challenges our
capacity to know and perceive the world through his conceptual and practical

Cochrane 65
methodologies and his collections evoke a sense
of wonder that fascinates, engages and challenges
us. Collections whether rare and precious as in
the case of curiosity cabinets, or familiar and
commonplace such as those employed by Hall,
are allegorical. They elicit an interplay of
narrative translations from the artist and the
viewer which are never static. Hall identifies the
Fig. 30. Dance with a False Moon
(Detail)

cabinets he produces as expressing multiple
“voices, talking about a similar thing and… it‟s

up to (the viewer) to work out what (the) cacophony means” (Hall Personal Interview
30.06.07). Hall himself is acutely aware that it is the visual qualities of an object that
evoke such a multitude of meanings, and that the essential beauty of “visual art” is its
“open ended interpretation” (Hall Personal Interview 30.06.07). It is these aspects of
the collection which are central to my own creative practice and compose an
interactive engagement between the viewer and object.

2.3 The Cabinet
Introduction
Patrick Hall described, when interviewed, that the cabinet entered his practice
in “art school” where initially it existed as “a form (to)… be decorated… and
manipulated”. However, as Hall investigated the meaning and history of the cabinet
he became conscious of its association with empiricism and employed it as a means of
“structure(ing) and ordering his thoughts”.
“A significant turning point was The Crossing, made in 1994. „it was the first time I
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imprinted myself on a piece…In 1994 my mother died and The Crossing was about
the journey we had made to Australia as migrants. It was a tracing of my family‟s
past. When a parent dies it is as if your childhood ends and I thought I could say
deeper, secret things if they were on the ordinariness of a cabinet” (Cochrane
Patrick Hall 18).
For Hall the cabinet, is ultimately a “personal space” that provides a contained
structure for defining and narrating intimate stories and subjects and which he has
imbued with personal significance.

Fig. 31. Bedtime Stories, (Detail)

Hall refers to the cabinet as signifying either “a case with drawers or shelves
or compartments” or as “a closet (or) a private room”4. It is these two distinct
4

Hall bases his definition on references to the Oxford dictionary (Hall Personal Interview 30.06.07).
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meanings Hall integrates into his conceptual and practical interpretations. The cabinet
as Hall discusses translates into “intimate spaces” that articulate a “space for personal
examination and introspection”. For Hall the cabinet as a metaphor “is all pervading”.
He identifies it as a structure which divides “one space from another”. He
conceptualises the form of the cabinet as existing “independently of the world” a
“private as opposed to public” site and it is these characteristics which allow him to
negotiate narratives of “whispering doubts” as opposed to “shouting certainties.”
Ultimately as Hall asserts the cabinet “is a device that controls space” and he employs
it as a form to “distil the collected experience into a personal one.” (Hall Personal
Interview 30.06.07). Cochrane describes the cabinet in relation to Hall‟s practice as:
“a metaphor for the 20th century… it is filled with storage and classification
systems, from the sinister kind that has its horrible zenith in the concentration
camps where people were reduced to file cards and branded numbers, to the kinds
that bind us together: the storage of family treasures, the keep-sakes of everyday
life and the ephemeral of personal histories.” (Cochrane Patrick Hall 14)
Hall engages the cabinet as a representation of the individual, both self and
other: “We partition ourselves for various tasks, the public person, the private person,
the open person, the closed person. All of these divisions and openings contained in
our own carcass of skin.” (Hall Personal Interview 30.06.07). This location by the
artist of the cabinet as metaphorical representation of the individual is a pivotal
position in his narrative construction. Hall‟s practice of expressing personal narratives
through the structured form of the cabinet provides him with an “opportunity to create
a catalogue or museum of private worlds” (Science in Salamanca) Hall cites the
American artist Joseph Cornell (1903 – 1972) as an important influence, and as with
Cornell, Hall is intrigued by inventing worlds that are enclosed by the boundaries of
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the box, the drawer and the cabinet (Cooper; Hall Leo Schofield interview 14.02.06).
It is the practice of containment which transforms a disparate compilation of objects
into a coherent collection (Stafford et al 282).
Cochrane writes that the boundaries between the “disciplines of art, crafts and
design” are crossed, each finding a variety of
expressions in Hall‟s cabinets (Patrick Hall 10).
Jane Rankin-Reid, writer and critic, describes Hall‟s
work, as using a cross disciplinary methodology
identifying as an “aesthetic dexterity [that] left
standard delineations between crafted furniture and
sculptural art” uncertain and re-negotiated “as he
generously cross bred artistic influences” (Patrick
Hall designingfutures 1). For the journalist and
writer Michelle McGinity, Hall‟s cross pollination of
art and craft practices in the execution of his
cabinets realigns the “definitions and fields” (1). For
Hall the identification of craft in his work is
identified as a verb as opposed to a noun, expressing
the action of practice and the record of construction
(Patrick Hall Art Forum 05.03.04). As Cochrane
explains Hall is a “skilled maker of objects and

Fig. 32. Archive of Little Losses

knows that the labour-intensive craft of working
with materials and tools is central to his creative
process… preferring to remain responsible for making each piece” (Patrick Hall 13).
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As with many of my process systems, Hall is concerned with the
documentation of time as perceived through labour, employing techniques that reflect
this concern. This is illustrated in many of his processes but is particularly poignant in
the piece Archive of Little Losses (2003) where the surface of the cabinet is lined
with

tightly

packed

nails.

“there‟s

something about the act of making
knowing that you‟re moving forward with
something that‟s taking a very long time
it‟s… very satisfying”, the repetitive
nature of such a time consuming project
also engages a mediative dimension
permitting the artists mind to wander and
to fully comprehend the entire process of
Fig. 33. Archive of Little Losses, (Detail)

construction (Hall Personal Interview
30.06.07). These methodologies narrate,
“hours of labour made physical” and

“time spent with a material” (Patrick Hall Art Forum 05.03.04). Craft has traditionally
been associated as “an interaction with materials and processes in the pursuit of ideas”
and as Hall himself asserts his own practice narrates an “obsession for thinking
through my hands” (Cochrane Handmade; Hall Leo Schofield interview 14.02.06).

Expressions of the Cabinet
The Bounty (2007), offers an example of expressions of wonder that are
elicited from Halls cabinets. The drawer fronts pure white linear design contrasted
against the jet black background pulls the eye beyond the surface offering the viewer
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Fig. 34. Bounty
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a myriad of narrative opportunities. As with the vast majority of Hall‟s cabinets this
piece measuring 135 x 97 x 40cm refers to what Hall identifies as a “human scale 5”
(Patrick Hall Art Forum 05.03.04). Hall‟s pieces are characterised by a rich and
detailed craftsmanship which lend an eloquence to his art and incorporates narratives
of process and production. The cabinet itself is constructed from plywood, and its four
draw fronts contain an intricate array of bones that have been painstakingly painted
white and then meticulously pinned to the drawers and encased with panes of glass.
The cabinet rises from the floor on four elegant and delicately turned legs,
above which the piece is framed by four columns which begin and end in singular
carved hands, clenched into knotted fists. The external facades of the cabinet are
covered in a series of planks which bear precise rows of tack heads and kindle notions
of wooden boats. The separate drawer fronts together comprise a comprehensive
image illustrating a cross-section from a strange and nightmarish ocean. Floating
across this silent sea the precisely placed bones enshrined behind glass vividly evoke
the ocean currents, and from the left a ship drifts across its milky tide. We see the ship
from the portside, with its skeletal rigging and unmanned decks its course is
ultimately dictated by the elements. Beneath the fractured surface of the water a series
of ships of various scales and designs can be found entombed amidst its depths. Each
of the concurrent drawers bears two trapped ships, the third drawer contains one
particular vessel which is directed straight into the glassy barrier that separates us
from this surreal scene.

These intricately sculptured vessels continue Hall‟s

commitment to symbols of transition and motion within the frame of the cabinet.
Hall is referencing a variety of narratives and histories. The tightly bunched
fists and the etched surfaces framing the facing of the cabinet allude to Herman
5

The concept of the “human scale” is concerned with highlighting the “idea of the cabinets as
portraiture” as representing the individual, the relating practice sees his cabinets standing on average at
the six foot mark (Patrick Hall art forum 05.03.04)
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Melville‟s classic novel, Moby Dick, first published in 1851, which was one of Hall‟s
“favourite books” as a child. Melville‟s “scrimshaw people (or) scrimhanders” who so

Fig. 35. Bounty, (Detail)

captured Hall‟s imagination inspired multiple references on the cabinet‟s surfaces
(Hall Personal Interview 30.06.07). Scrimshawing6 involves engraving or tattooing
onto a “wide variety of objects made from sperm-whale teeth (whale ivory), walrus
and other tusks, whale bones and baleen” (West). Hall‟s incision‟s into the white
surfaces of the cabinet and the process of then rubbing ink into the scarring 7 evokes
this history, the fists carved into the cabinet also evoke these practitioner‟s to the
mind of the artist (Hall Personal Interview 30.06.07).

Hall also invokes the

scrimhanders with his poetic texts embellished onto the cabinet.
“With numb lips we screamed our ownership into the teeth of the gale – a native
tongue swallowed and swept away. Driven relentlessly on by the lonely howl nets
of canvas and hemp lash the clouds to service. With flags waving, planted like
weeds, we partitioned the crowded emptiness, marking our deeds and lost voices
with graven names, tattooed on the bleached bones of paradise‟s bounty.” (Artist
Statement: Bounty)
The Bounty contains innumerable complicated and interwoven stories which
testify to the wonder and resonance of Hall‟s objects. They are infused by wonder and
6

“Art form that was developed as a pastime by people in the whaling industry; a folk art, but not one
based on regional peasant traditions. Most scrimshaw was done between 1830 and 1870 and is
associated with the hunting of sperm whales, which frequent the warmer deep oceans of the world.
Voyages often lasted for several years and gave more opportunity for pastimes” (West).
7
As Hall describes the methodology of this process illustrates his print making studies (Hall Personal
Interview 30.06.07).
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arouse a sense of wonder in the viewer. As with the „cabinets of curiosity‟ we have
already examined, it is the depth and complexity of collected narratives which entail a
sense of wonder at these contained artefacts, objects and structures. By placing these
delicate and evocative ships behind glass Hall recalls the traditional craft of
constructing replica within glass bottles. Bounty is also as Hall explains concerned
with “our impact onto a foreign space” referencing the contemporary individual and
larger historical context. Its about “the carnage we‟ve caused” and continue to cause
(Hall Personal Interview 30.06.07). Hall is intrigued by the process of the external
eye of the viewer uncovering the narratives he has imparted into the cabinet whether
they are exposed in their entirety, fragmented or entirely unexpected (Hall Personal
Interview 30.06.07). As with the historical collections discussed in chapter one Hall‟s
objects are characterised as both wonders and curiosities when examined in relation to
the criteria identified by Daston and Park (2001). They argue that the objects
collected in the Wunderkammern and the „cabinets of curiosity‟ embodied
“meticulous workmanship” were no longer functional and excited “a desire to know
more about the object in all its odd particularity” (Daston et al 273).

Familiar Curiosities and the Wonder of the Banal
As outlined in the previous discussion of „cabinets of curiosity‟ it was not until
the second quarter of the seventeenth century the term cabinet came to refer to a
singular box internally defined by an array of compartments (Stafford et al 7).
Following on from chapter one‟s outlining of the definitions and identification of both
the Wunderkammer and the „cabinets of curiosity‟ it can be argued that whereas
Hall‟s cabinets have been aligned with these collections it is always on the provision
that they differ through the inclusion of everyday articles. Cochrane and Hughes
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identify Hall‟s cabinets in particular as reflecting characteristics and methodologies of

Fig. 36. Cabinet of Gustavus Adolphas (see fig. 19)

the „cabinets of curiosity‟ yet they both argue that Hall‟s use of common and
everyday materials and objects dislocates his pieces from their historical counterparts.
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However, the „cabinets of curiosities‟ filled and decorated with wondrous specimens
and objects often incorporated many everyday artefacts. The following inventory
reflects the contents of one such cabinet:
“Chinese antiques, exotic animals and plant specimens, perfume flasks, a lice
comb, a thong of human skin, the mummified claw of a long tailed monkey, a
miniature theatre, distorting mirrors, anamorphic paintings, a toiletry set with silver
caskets and boxes for cosmetics” (Stafford et al 163).
This juxtaposition of the functional alongside the bizarre and outlandish
allows Hall‟s cabinets to be more precisely aligned with these historical collection. It
also offers a reflection of the dichotomy of the familiar alongside the poetic and
imaginary which the artist incorporates into his visual and textual compositions.
Hall‟s cabinets with their everyday materials and common objects are concerned with
a familiar language which reflects the historical „cabinets of curiosities‟ employment
“in regular daily use” (Stafford et al 163). In constructing his narratives from familiar
objects and materials Hall reflects the „cabinets of curiosities‟ intentions of evoking
an “inner life” and particular perceptions of an individual collector (Stafford et al
163). As the art historian and author, M. Kirby Talley writes, the „cabinets of
curiosity‟ expressed narratives, histories, memories and the desires of the individual
(11). This expression of the individual through tangible collections offers a direct
correlation to Hall‟s cabinetry pieces whereby the artist imprints himself “in a very
personal way onto the piece(s)” (Patrick Hall Art Forum 05.03.04) Hall describes how
it is through the structure and production of the individual cabinets that he is able to
have “a good hard look” at himself because the spaces it negotiates are so intimate
and personal (Hall Personal Interview 30.06.07).

Cochrane 76
Hall himself claims “sovereignty over the two inches all around the exterior”
of his cabinets and he suffuses this aura of his cabinets with his visual imaginings and
stories. Unlike the „cabinets of curiosity‟ and the collections of the Wunderkammer
the internal sites of Hall‟s drawers remain empty of any addition or inclusion. The
secrets of his cabinets are displayed externally and the internal spaces remain vacant.
Whereas entry to the „cabinet of curiosity‟ demanded a startling array of specimens,
objects and artefacts to be fitted into every drawer, nook and shelf, Hall prefers his
cabinets to remain empty so that as he states our imagination can flourish amid the
“pregnant pauses” (Hall Leo Schofield interview 14.02.06).

2.4 Gestures of the Cabinet
Introduction
This section addresses gesture as an intrinsic facet of the structure and
interaction with the cabinet as a dynamic form. In identifying gesture as a critical
vehicle of expression in Hall‟s cabinetry pieces I am discussing the actual bodily
motion required to interact with the pieces. The interactive aspect of „cabinets of
curiosity‟ was believed fundamental to knowledge construct and in my work gesture
is readily a concept which I manipulate in relation to the drawers and boxes. It also
examines the interplay between internal and external spaces of the cabinet exploring
how the artist traverses these characteristics.

Gesture, Between the Inside and the Outside.
The concept of an object defined by its gestural acknowledgements to a
viewer is a critical aspect to address when discussing objects such as cabinets and
collections. Author and associate professor Robert Nelson states in his article Toward
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a Topology of Small Objects objects of gesture, by necessity, incorporate human
action into their design and rely to varying degrees on “manual action‟. This
awareness of interaction is “necessary to the use” of such items and Nelson defines
this manual action in terms of “the tipping of a jug or the pinching of a fine spoon for
the stirring of the tea” (Nelson 9). In the case of Hall‟s works this “manual action” or
gestural interaction between the viewer and object occurs through the function and
design of the cabinet which is filled with arrangements of drawers handles, doors,
shelves and recesses. This is particularly intriguing in Lure (2005), for this piece Hall
employed a complex array of mechanisms for opening the drawers. The opening of
individual drawers is controlled by
winding a variety of fishing reels
attached to the side of the cabinet. The
lines feed from the reels to the backs of
the drawers so that it is impossible to
identify without winding the line which
reel coordinated with which drawer
(Hall Personal Interview 30.06.07).
The cabinet is fundamentally an
article

which

interaction
individual
Fig. 37. Lure

engages

between
as

experience and

a

physical

object

methodology

and
of

comprehension. As

raised in my examinations of the early
collections and their furnishings the cabinet belongs, as Stafford and Terpak state, “to
a gamut of hollow furnishings” which rely “on the user for activation.” (7) Nelson
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explains that the object that expresses an intention “to do something... speaks a
language of gesture” instructing the viewer that the object possesses a methodology of
interaction (9). In the case of Hall‟s cabinets this aspect of gesture acknowledges an
interactive facility as physical encounter or imagined articulation.
These themes of containment and gesture are particularly significant when
approaching Hall‟s cabinets because they engage directly with the viewer as objects
whose internal space is partitioned out by an assortment of close fitting drawers into
which we could succumb. In both Gaston Bachelard‟s The Poetics of Space, and
Susan Stewart‟s On Longing the identification and descriptive analysis of object,
gesture and containment is a critical theme which can be applied to an analysis of
Hall‟s cabinets.
For Stewart such objects of containment whereby the dichotomy of the
internal and the external is at play form a concrete set of surfaces through which the
act of opening is a process of exposure. Because Hall chooses to keep the internal
spaces of his cabinets empty, the process of revelation is guided by imagination and
possibility.

Stewart

describes

“containment”,

actual

and

metaphorical,

as

characterised by “exteriority and interiority, of surface and depth, of covering and
exposure, of taking apart and putting together” (37). This descriptive mode of
visualising an object of containment highlights the significance of Hall‟s endeavours
to address the audience through translations of what is seen and what is to be
revealed. It becomes clear through these writings of Bachelard, Stewart, Stafford and
Terpak that it is the act of the gesture which allows for revelation on entering the
space internalised by the form of an object. This is a deeply subjective mode of
experience and imagination. By engaging a sensory awareness which relies on the real
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or perceived act of gesture Hall creates a dynamic tension through which we perceive
an object as a tangible encounter.
Gesture

as

an

interactive

characteristic is fundamental to the
cabinet because it contains enclosed
spaces which are dissected by the
drawer,

door

and

shelf.

The

questioning of contained spaces is a
repeated

theme

explorations

and

in
he

Hall‟s

consistently

engages the viewers of his work to
question assumed definitions and
boundaries of inside and outside and
the negotiations that blur such distinct
boundaries. Hall states that he is
Fig. 38. China Bones

“drawn to the cabinet as a form”
because of its ability to transcribe a
multitude of interacting layers and surfaces (Hall Leo Schofield interview 14.02.06).
The capacity to transcend such layers and surfaces is a direct consequence of the
gestural aspects of the cabinet. Hall‟s cabinets are created within a multi-lingual
topography of surfaces as seen in China Bones (2005). Firstly Hall constructs the
external shell which consists of the cabinets carcass and drawer fronts, then there is a
secondary surface which lies below a transparent layer of glass into which Hall
impresses an array of objects and texts, and finally an internal space, enclosed behind
the decorated drawer fronts. Elenora Court describes his cabinets as composite
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structures whereby the drawer fronts act firstly as functional surfaces on which to
attach handles and labels and secondly as individual “display cases” (The Maker:
Patrick Hall).
For Hall the cabinet, with its enclosure of internal spaces, reflects and
functions as a space which embodies self, describing it as “a space for personal
examination and introspection‟. This concept of the “subject object” is a critical facet
of Hall‟s cabinetry pieces for in employing a subjective framework through which to
conceptualise and read his artworks Hall directly engages the viewer to, as Burman
states, draw “on feelings and memories” in a way that allows the reconsideration of
individual meaning (59). Bachelard further describes these objects of containment as
“evident witnesses” to our “our need for
secrecy” (78, 81). Hall‟s cabinetry pieces evoke
these qualities and themes and as such engage a
visual navigation that allows the viewer to if not
enter their inner space then at least embrace the
imaginative qualities of such interiors.
Of this Hall is poignantly conscious of
the significance of his subjective materials and
the biographical manner of his work.

The

cabinet and its enclosed space “a private, as

Fig. 39. China Bones, (Detail)

opposed to a public space references these
preoccupations. A place of “whispering doubts,
not shouting uncertainties.” (Hall Personal Interview 30.06.07) These notions of
intimate, internal and quietened spaces are contained within the structure of the
cabinet through its intent to close away behind a façade of drawer fronts and hinged
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doors all that may be contained. Cabinets belong, as Bachelard illustrated to a gamut
of hollow furnishings which “like us, through us and for us… have a quality of
intimacy” (78). The cabinet is as Bachelard pens and Hall creates an invitation to
contain and as such reflect what is most intimate in our own memories and stories.
Hall‟s cabinets induce what Kavanagh describes as a “dream space” whereby
“narratives that promote, provoke and recall the personal” proliferate (2). The viewer
is charged with the task of translating themselves into the position of the collector,
curator and cataloguer. It is this “process of remembering” which Kavanagh
concludes is “a defining part of the self” (5).
Stewart locates the cabinet as belonging to the realm of enclosed spaces. She
identifies the most prominent function of these contained sites as always creating:
“a tension or dialectic between inside and outside, between private and public
property, between the space of the subject and the space of the social. Trespass,
contamination, and the erasure of materiality are
the threats presented to the enclosed world.” (68)
In the work of Hall the cabinet remains
sealed from the viewer, the drawer closed and the
internal excised from our knowing. Figure 40
illustrates his piece entitled Stack exhibited in the
National Sculpture Prize in 2005. Closed for the
duration of the show and with the accompanying
catalogue supplying only the image shown in fig.
41 the viewer remained ignorant of the cabinet‟s
particular disclosures. This issue of a dynamic and
functional object perceived only as a static and

Fig. 40. Stack, (Detail)
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inert form raises a number of considerations when encountering Hall‟s cabinets, and

Fig. 41 Stack

Fig. 42. Stack, (opening)

invariably we perceive them as securely sealed objects (Hall Personal Interview
30.06.07). However, the cabinet necessitates movement and physical intervention to
be fully understood and articulated. They are forms to enter, to investigate and
examine, they are objects which possess, surfaces below surfaces. Bachelard argued
“that there will always be more things in a closed, than in an open box” and that “it is
always more enriching to imagine than to experience” (88). In remaining closed the
cabinet allows the viewer to conjure up recollections of our own intimate and
enclosed objects. The other aspect raised by experiencing the cabinet as a static form
in the work of Hall is the ingenious and complex array of methods and mechanisms
he employs to uncover and open the drawers. Fig 41 and 42 illustrate the cabinet
unfolded showing the arrangements of concealment Hall invests in the internal drawer
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spaces.

These

measures

incorporated into the action of
unpacking the cabinet afford a
preciousness to the secured internal
spaces Hall affords his cabinets.
Having

discussed

the

internal and external spaces of the
cabinet and their attributes it is
important to also address instances
whereby the artist negates these
boundaries. In Things He Once
Was Hall punctures the division of
the internal and external surfaces
opening a series of contradictory
dialogues on the sanctity usually

Fig. 43. Things He Once Was, (Detail)

afforded the secured spaces. As he
himself is quick to identify, this breaching of the cabinet‟s internal space allows for a
vivid suggestion of “things inside the spaces of the cabinet” (Patrick Hall Art Forum
05.03.04). In doing so he displaces the viewer‟s expectation and invites us to wonder
at this glimpsed internal site for it represents the essential beginning and ultimate end
to the narrative.
The cabinet, Things He Once Was, clearly illustrates the way in which Hall
employs text as a structural methodology to emphasise the imagery of his works. The
textual repetition mimics the rhythm of his visual theme and enforces specific
narratives of railways, trains, journeys and transitions. As Cochrane writes the railway
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track snakes across the cabinets façade looping over itself on a “convoluted journey”
(Cochrane Patrick Hall 46). The elaborate path of the track is as Hall himself states,
reflective of childhood “toy train sets” and there is a visual simplicity to the form of
the tracks that echoes this notion of toys and games (Patrick Hall Art Forum
05.03.04). However, as with many of Hall‟s works, the beguiling simplicity and
intimacy of his imagery expresses complex “universal themes” (Patrick Hall
designingfutures 1). Hall employs the cabinet as “a powerful metaphor for exploring
the personal” and the narratives he produces, as Cochrane writes, question and
comment on “how we gauge our lives” and “how we provide a chronicle” of our
achievements and experiences (Patrick Hall 46).
In Things He Once Was Hall explores a chronology of encounters and
narratives which proffer an acknowledgement of familiar lifetime narratives and
encounters, constructing a catalogue of the ordinary and
extraordinary. These themes are explored textually and
visually fabricating a multi-lingual transaction between
artist, object and viewer. Hall explains that the track
embellishing the blackened background of the drawer faces
are constructed by fixing “rows of old matches” to the
surface. The glass panels covering the drawer fronts are then
“engraved over the top with the repeated phrase “things he
once…”. As we can see from fig. 44 the artist proffers a
series of sentences that construct a litany of experiences,
senses, memories and moments; “things he once found,
things he once treasured, things he once endured (Patrick
Fig. 44. Things He
Once Was, (Detail)

Hall Art Forum 05.03.04). Hall jolts us from the inertia of
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passive viewing and engages us with narratives that transcribe individual histories,
experiences and perceptions. The text engraved upon the inner surface of the glass
and running the length of the track functions as a mantra transcribing itself to the
viewer: “things he once…” becomes “things I once…‟. By engaging this transference
of subjectivities it is our own memories, recollections and histories that become
revealed. This interchangeable textual reference between object, artist and viewer
imbues Hall‟s cabinets with an intimate mode of communication that runs throughout
his works.
Things He Once Was offers this negotiation of layers and surfaces
encapsulated in the structure of a cabinet using a variety of methods. Hall penetrates
the spaces of the cabinet contravening the traditional boundaries of external surfaces
and internal confines. Originating inside the cabinet the track that decorates the face
of the cabinet fluidly slips from within the illuminated mouth of a tunnel. Emitting an
ominous orange red glow the tunnel perforates the cabinet‟s façade in the top left
hand drawer. At the end of the meandering track the path abruptly terminates at a
second tunnel. The text ends with the engraved words “things he once was” the final
word suspended in the mouth of this secondary tunnel. Directly below this tunnel a
narrow ravine extends beyond the depth of the drawer fronts and plummets the
vertical length of the cabinet (Patrick Hall Art Forum 05.03.04). In this narrow
diorama a model train is concertinaed, and the buckled and jack-knifed position of the
carriages balanced upon the toppled locomotive suggests a sudden and violent
descent.
Themes of transition are familiar attributes of Hall‟s cabinets and characterise
the dynamic modes with which he narrates intangible discourses concerned with
memory, perception and experience. As Burman argues, memory is a fundamental
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construct of subjectivity and it is through “life histories” that we gauge “what has
been forgotten in cultural memory”. Hall‟s work transcribes a vivid visualisation and
negotiation of these individual histories. Throughout Hall‟s cabinetry pieces he
engages the viewer in a dialogue which attends to an externalised expression of
emotive thoughts and actions. In doing so the viewer cannot help but reference their
own subjective histories and narratives which are constructed from the intangible
experience of the everyday moment and perception.

2.5 Organising Narratives
Introduction
This section is concerned with examining
Hall‟s classification methodologies and identifying
how he uses labels and text as a means of ordering
traces of memory, text and encounter. As Hall himself
states his cabinets are “about trying to catalogue what
we feel and what we do” (Patrick Hall Art Forum
05.03.04).

Poetic and intangible Classifications
Classification is a textual facet of Hall‟s work
and is regularly narrated by the label whether attached
to individual objects or etched into the form of the
cabinet. The label within the work of Fiona Hall,

Fig. 45. Typeface, (Detail)

Patrick Hall and myself allows the viewer to “make
sense of… and order” the objects placed into the collection (Hall Personal Interview
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30.06.07). It identifies the narratives the artist embodies in specific objects and
suggests a methodology for retrieving and attaching the viewer‟s own stories,
encounters and experiences. In Typeface Hall‟s labels are composed of two
descriptive terms which are then suspended from fragmented photographs sourced
from the artists family and friends as well as celebrity images. The coupling of the
images and the labels was a random process and as such the artist was toying with the
concept that the written label is always significant and meaningful.
The structure of the cabinet in Hall‟s practice engages a medium through
which the viewer can decipher their own meaning. The cabinets as Hall writes are
about
“how we shuffle language and symbol to form blocks of pattern, how we stack
shades of opinion, one on another, how we lay facts and fictions side by side, how
we order, rank and classify the views of others that allows us to find space – a little
void to calibrate our own experience, a place to put our own thoughts” (Amor 50).
Hall continually addresses concepts of “storage and classification in his works
and employs the object to narrate the traces of “who we are and what we do”
(Cochrane Patrick Hall 30). As with my creative work this illustrates a concern for
what would be otherwise lost or forgotten. It articulates a concern for objects which
are otherwise useless, redundant and ultimately overlooked. The systematic
classification of objects renders them significant once again. This articulation brings
such objects to attention and re-engages lost narratives and histories (Cochrane
Patrick Hall 42).
In Hall‟s work, labels and classification methodologies engage
objective frameworks through which to distance the artist from personal narratives
and instead allow the viewer to translate their own subjective narratives. It is
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Fig. 46. Of Broken Pieces

ultimately a practice employed by the artist to examine and articulate intimate stories
and intangible memories through the lens of a third person. In essence it excises the
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individual from the artwork so as to engage the viewers in their own intimate
dialogues.
The employment of written labels on Hall‟s cabinets permits him to transcribe
coherently intimate narratives which resonate in the viewers‟ common experience.
The following analysis of Hall‟s cabinet Of Broken Pieces (2004) identifies these
characteristics and offers particular examples of how he classifies through poetic
labelling practices.
Of Broken Pieces measures 145 x 100 x 55cm and the cabinet‟s carcass holds
twenty drawers each of which is faced with a fragmented record and systematically
labelled. These labels could be read literally as narrative structures to which we take
to signify either the actual contents of the drawers or take as a textual map with which
to guide eventual use of the cabinet or as poetic narratives through which our
perception of objects, recollections and concepts of classification are questioned and
blurred. As Linda Fergusen, Carolyn Madulich and Louise Ravelli discuss, in
Meanings and Messages. Language guidelines for Museum exhibitions, the viewer or
owner of the collection turns to the label “expecting to discover what the object or
image is that they are looking at” in the case of the museum as they explain the reader
then expects to be cited relevant information (17). Hall employs the label as an
emotive inventory in an attempt to organise and classify the elusive, sensitive and
personal. Hall‟s array of labels on this piece stimulate a complex catalogue of
narratives and discourses, the list of contents itself proffers a strange and improbable
array of contents including:
Of Language & Broken Pieces
Of Keepsakes & Evidence
Of Objects & Vague Rooms
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Of Bruises & Lost Causes
Of Collections & Scattered Thoughts
Of Little Victories & Empty Promises
The labels of this catalogue record chronicles of memory, encounter,
experience, loss and perception. Hall‟s methodology of labelling inscribes these

Fig. 47. Of Broken Pieces, (Details)

intangible narratives into the concrete realms of the cabinet. Hall‟s methodologies are
ultimately concerned with dividing, sorting and containing the subjective.
The records that Hall patiently deconstructs are reconstituted onto the
yellowed backings of the drawer fronts so that each of the fragments are slightly
offset. The contradiction of the dark records against the coloured backgrounds, the
spacing between the excised fragments and the unique characteristic of each drawer
front evokes associations with the curved lines and distinct “whorls and lines”
patterning our fingertips (Soanes fingerprint). These patterns function as “a distinctive
identifying characteristic” and are therefore an attribute through which individuals
can be classified and identified. By employing the fingerprint as a classification for
identifying the individual drawers, Hall employs it as a trace for recording evidence
of presence. The fingerprint as a visual reference to this piece is endorsed amid the
small textual narratives that appear engraved on the inside façade of the glass
enclosing the drawers:
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“Her things lay in a homeless disorder on the floor – refugees flung from their
proper places. Her furniture had greyed & there, revealed by forensic frost, on a
once spotless surface was a tiny topography, a map the size of a stranger’s touch.
(Hall Personal Interview 30.06.07)
Hall‟s poetic prose visually evokes the trace of a fingerprint as “a tiny
topography‟, a trace of human presence. In this instance Hall evokes the fingerprint as
a distinctive mark raised by the forensic examination of a domestic site. The presence
of such a trace within the familiar surroundings of a home authenticates a dual
trespass; initially by an intruder who left the mark and secondly by the investigators
who examine the scene despoiling the intimate environment with a powdery coating
that marks their subsequent intrusion. These delicate narratives touch on the tangible
and intangible facets that Hall embeds and contains within his cabinets, the silence of
lost words, solitude, loneliness, music, emptiness, shadows, routines of comfort, love,
recollection, and memory (Hall Personal Interview 30.06.07). These facets of human
experience and perception pervade Hall‟s narratives both visually and textually. Hall
himself explains that he “grapples with the sentimental” and remarks however that
“the human experience is sentimental and is full of those moments” and that therefore
they “shouldn‟t be shied from” (Patrick Hall Art Forum 05.03.04).

2.6 Conclusion
Throughout this chapter I have discussed the collection and composition of
objects within Hall‟s cabinets, identifying how these contained structures frame his
narrative constructs and form an interactive methodology of negotiation by the
viewer. As introduced in chapter one I have continued to focus on idiosyncratic
systems of classification and object comprehension as a process of knowledge

Cochrane 92
construct and subjective articulation. In relation to this I have also introduced the
concept of the object as a trace signifying fragmented stories related to memory,
recollection and encounter for the artist and subsequent viewer. By offering visual
analyses of specific works I have positioned his work in relation to Wunderkammern
and „cabinets of curiosity‟ and outlined the concepts, themes and practices which I
will continue to examine in the following chapter focused on the work of Fiona Hall.
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The Trace
Chapter 4
4.1 Introduction
The exhibition, Wonder: The Collection, The Cabinet, The Container & The
Trace, is a culmination of my practical work undertaken during my Doctoral
programme, and held in the Faculty of Creative Arts in October 2008. I have worked
in a range of materials and media and the exhibition is made up of several pieces
which encompass installation, photography and sculptural work.
The exhibition shares the title of my exegesis and illustrates the close
alignment between my theoretical research and my practical methodologies and
conclusions. As such the work entails a close relationship to themes and examinations
which articulate concepts which have remained critical throughout my programme.
These include the articulation of concepts such as, collection, containment,
codification (both textual and visual), memory, classification and object.
The notion of wonder is reiterated throughout my examinations and
observations. It appears in relation to a variety of themes; site, origin, materiality,
systems, containment and the articulation of a subjective construction. These
ruminations on wonder have culminated in my observation that it is through
examining systems and processes of containment that the critical narratives of my artmaking process have distilled and developed into representations of traces of
memory, methodologies of classification and the curiosity of the object, collected and
contained.
I am drawn to objects that recall private lives in the landscape and the stories
of others as much as the self. These are complex and multi-layered objects that exist
as projections of our own truths, understandings and experiences. They reveal both of
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the artist and viewer an autobiographical narrative that is infused by the perfume of
history.

4.2 Intangible Containment
Introduction
Throughout my visual and theoretical research and examinations, concepts
and processes of containment are a constant source of significance. These concepts
are embodied physically as boxes, drawers and bottles, and textually as systems of
classification and cataloguing. This section examines two bodies of work exhibited in
Wonder: The Collection, The Cabinet, The Container & The Trace which address
these concerns. The first of these investigations will examine the work Curious
Expressions Impossible Wonders (2007) in regards to dichotomies between historical
and contemporary collections, particularly in regards to practices of containment as
both a physical and textual narration of the collection. The second series of work Go.
Move. Shift. (2008) is examined in reference to articulations of containment
concerned with transience, display and translation of objects within a domestic
collection.

Curious Expressions & Impossible Wonders
The work Curious Expressions & Impossible Wonders directly acknowledges
the traditional collections of historical Wunderkammern and „cabinets of curiosity‟,
employing significant methodologies and systems relevant to processes of
containment. This work exploits the label as textual boundary and questions the
negotiation of the contained object through restricted dimensions. Initially the concept
for this piece was based on the wondrous inventories I had encountered when
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researching the historical collections of the Wunderkammern and „cabinets of
curiosity‟.

Fig. 81. Curious Expressions & Impossible Wonders

Curious Expressions & Impossible Wonders measures 1250 x 354 x 261 mm
comprising ten separate sections each housing nine drawers constructed from birch
plywood. These sections are stacked vertically into two towers and exhibited side by
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side. The concept of the work was concerned with illustrating the dichotomy between
historical and contemporary methodologies of collection and containment in
conjunction with an examination of the plausibility of archival process within such
collections.
The contradictions between traditional and contemporary collections are
aesthetically reflected through the partitioning of the structure and the contradictory
treatments of the two halves which compose the body of the work. The wood used to
construct the left column was stained mahogany and sealed with two fine coats of
shellac before being fastened with blue cut tacks. These materials were intentionally
utilised for their traditional associations with cabinetry employed for housing
collections. In contrast the wood used in the right column was sealed with a clear
varnish and constructed using stainless steel nails; I chose these minimalist aesthetics
as a reference to sterilised and streamlined concepts of contemporary collection
practices.
The second characteristic employed to articulate the contradictory narratives
between historical and contemporary collections were engraved plates used to
individually label the drawer fronts. Visually these plates further reflect the disparity
between the collections in both material and format; brass to the left etched with a
calligraphy script and steel to the right with a type set text. As well as extending the
visual disparity between the two halves of this work these labels negotiate pre- and
post-Linnean systems of classification and narrate concepts of the plausible and
farcical concerning the contents of the collection.
The names appearing on the left half of the work are collated from examining
historical engravings and inventories originating from Wunderkammern and „cabinets
of curiosity‟. These forty-five drawers are individually labelled using common names
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and forming an inventory which narrates a disparate array of specimens and objects.
The labels appearing on the right corresponded in position to these common names
and proffer the correct taxonomical terms. This allows negotiations between familiar
and unfamiliar methodologies of identification. Viewers are invited to actively engage
with the construction and extension of knowledge through these correspondences.

Fig. 82. Curious Expressions & Impossible Wonders, (Detail)

The labels also comment on the plausibility of the traditional collections and
the catalogue of specimens they contained. The duel methodology of this questioning
is concerned initially with artefacts which were traditionally collected under a
fantastical guise, as in the case of the “Unicorn Horn” whereby the corresponding
taxonomical name is that of the animal Mondon monoceros or Narwhal.
Time, as Impey explains, played a major role in the composition of knowledge
and classification of particular objects. The domain of the collection was in a state of
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flux; objects “migrated” between classifications and, as new connections were made,
knowledge evolved. This is particularly evident in the case of narwhal horns, which
until the seventeenth century were hunted by Vikings and sold as Unicorn horns, to
beguile collectors who were insatiable in their consumption of such specimens (Impey
et al 3). As Smith and Findlen describe the unicorn horn and the griffin‟s claw were
“entirely natural” sourced in the first instance from a narwhal and in the second
originating from either a “bison‟s or ox‟s horn”. These wondrous and marvellous
artefacts were as the authors describe simply an “act of reinterpretation” that allows
“the imaginary” to translate the real (Smith et al 308). Putnam adheres to this concept
of the transformation from real to imaginary stating that such “mythical creatures”
were invented during the seventeenth century solely to provide collectors with
“physical specimens” to grace their luxurious cabinets (Putnam 75). These objects of
wonder could only be conceived through their essential materiality their acute
tangibility made them unquestioningly real and yet their occurrence shifted preconceived notions, beliefs and learning. Objects that incur feelings of wonder
naturally assert their existence through their sensory expressions and yet they created
and still create intense feelings of uncertainty in how to approach, read and classify
them. Objects that possess characteristics of wonder naturally encroach on our
perceptions by visually detailing a narrative we have yet to contextualise. For an
object to entice wonder the alteration of perceptions is fundamental for they redefine
our sense of the world.
The second aspect concerned with illustrating fictional characteristics of the
traditional collections is reflected in the relationship between the contents listed and
the size restraints of the cabinet‟s drawers. Each individual drawer measures 70 x 111
x 250 mm and the correlation between these enclosed spaces and the contents
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tendered by the labels is one which demands an almost total suspension of belief. By
making the internal spaces of the drawer impossible to access and employing the
authoritative addition of the label I engage an uncertainty between viewer and
collection. Within the collection it is the collector who holds authority over the
objects dictating modes of display, classification and viewer access. The drawer as an
object of gesture is severed from the viewer and the text becomes the only negotiation
with objects whether real or imagined. As the constructor of this collection I retain
control of the unknown within the enclosed spaces.
In negotiating systems of containment concerned with structure and text,
Curious Expressions & Impossible Wonders enables a dialogue of uncertainty and
infallibility that encapsulates the intriguing collections of the Wunderkammern and
„cabinets of curiosity‟. The employment of containment is a methodology of control,
articulation and identification.

Go. Move. Shift.
The second body of work to be examined in reference to methodologies and
narratives of containment is entitled Go. Move. Shift.. This series explores the notion

Fig. 83. Go. Move. Shift., (Process Work)

Fig. 84. Go. Move. Shift., (Process Work)

of transient collections and site as a recontextualisation of object and narrative. The
series Go. Move. Shift. is composed of three framed works each measuring 300 x 300
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mm. These works are produced on sections of corrugated cardboard excised from
moving boxes. They are then overlain with a pattern of gold gilding. Each subsequent
section of cardboard was selected for an increasing arrangement of traces which
illustrated more complex histories.

Fig. 85. Go. Move. Shift.

The first card used is taken from the most recently acquired box and has only
been commissioned once. This limited functional history is indicated by an almost
pristine surface, the only evidence of use is a slight scuff extending from the top right
hand edge.
The second section of card used in the series Go. Shift. Move. bears fragments
of tape and has a small amount of text. In contrast the final piece in the series bears
multiple layers of different tape, numerous superseded content labels, and various
tears and folds. These traces of use all evidence the card as having been excised from
a box which has been re-used on
several

occasions.

The

individual

segments of card were then overlaid
with a series of patterns rendered in
gold leaf. These overlays are referenced
from patterns previously existing in my

Fig. 86. Go. Move. Shift., (Detail)

current domestic landscape and narrate
a history prior to my habitation. Such patterns bear testament to previous occupiers
and their individual tastes, choices and imaginings. I experimented with a number of

Cochrane 137
patterns indigenous to my current residence, including drawer and shelf liners,
bathroom tiles, linoleum and blinds. These patterns were scanned, enlarged and
printed. Fig. 84 is one of the scans taken from the laundry door blind and shows the
paisley pattern I eventually transferred and gilded onto the card.
The initial concept of this work was concerned with finding a means of
representing the transient nature of my lifestyle. Throughout my life moving house
has been such a frequent occurrence that the boxes I have collected for the process are

Fig. 87. Go. Move. Shift., (Detail)

an integral part of my possessions. Some of these boxes have been re-used six or
seven times and are only replaced when no amount of packaging tape can hold
together their splitting seams or frayed corners. Having moved more regularly than I
have had birthdays these boxes and particularly the amended content labels record
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individual moves and archive the changing inventories of my possessions. The title
for the series is an extension of the transient nature of my residencies and comes from
a folk song written by Ewan MacColl (1915 – 1989). Titled the Moving On Song
(1964) it is written in regards to travellers and is poignant for me because of the
relation to being moved on.
“Born in the middle of the afternoon,
In a horsedrawn carriage on the old A5
The big twelve wheeler shook my bed,
You can't stay here the policeman said,

You'd better get born in some place else,
Move along, get along, move along, get along,
Go, Move, Shift.” (Ewan MacColl)
For this piece the idea of containment is reflected in the notion of containing
one‟s belongings within an intimate domestic space which itself contains the shadows
of absent occupants, coupled with the restless existence of tenancy and the continual
search and reconfiguration of one‟s boxed belongings into realms dictated by the
decisions of others.

4.3 Hill End: Traces of Memory
Introduction
This section examines a number of practical investigations which resulted
from two fieldwork trips to Hill End and Tambaroora in 2005 and 2007. It is evident
from these bodies of work that my negotiation of site is drawn directly from
methodologies of collection. I will introduce the works Untitled (Ensnare) (2006) and
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Weathering Echoes on a Scarred Landscape (2005) and discuss these briefly, then
address the two series of works Citing The Landscape (2006) and Collecting Site
(2007). By proffering a visual analysis of these works in conjunction with discussions
relating to their practical methodologies I will outline critical characteristics of my
art-making processes. My interaction with site is always articulated through extensive
photographic archives, the collection of artefacts and specimens. These collections are
then narrated though the catalogue and the inventory. This section will conclude with
concepts relating to future bodies of work which indicate my continuing negotiations
with this landscape.

Presence and Absence: Indicated Narratives
The initial fieldtrip to Hill End and Tambaroora was conceptualised as an
opportunity to document the landscape through visual material including photographs
and sketches as well the collection of specimens which I could employ to narrate
specific sites. Eventually this collection and the subsequent cataloguing bore two
completed bodies of work; Untitled (Ensnare) and Citing The Landscape.
In conjunction with these completed bodies of work is the incomplete series.
To begin this examination of the work produced in conjunction with the collection
and cataloguing from this first exploration I will briefly discuss Weathering Echoes
on a Scarred Landscape and Untitled (Ensnare). The work Weathering Echoes on a
Scarred Landscape remains incomplete but is important to note in the context of my
numerous engagements with this landscape. The work was a response to the many
photographs I had taken at Hill End‟s two cemeteries1. I was intrigued by the variety
of materials, structures, and objects employed to mark the individual gravesites. In
1

Both cemeteries are located beyond the town perimeter; the first is located North of town, on the
Mudgee Rd and the second on the Tambaroora Rd.
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particular I was curious about the visual qualities associated with these materials as
they weathered and deteriorated.

Fig. 88. Tambaroora General Cemetery
Fig. 89. Tambaroora General Cemetery
Fig. 90. Tambaroora Catholic Cemetery
Fig. 91. Tambaroora Catholic Cemetery

The painting was conceptualised from a photograph depicting an intricately
patterned wrought iron fence which enclosed a particular grave. I reproduced the
pattern onto a large canvas, 1606 x 1606 mm, and using liquid latex masked the
pattern. Then the background was painted with “Metal Effects: Iron Paint”, this is an

Fig. 92. Tambaroora General Cemetery

Fig. 93. Weathering Echoes on a Scarred Landscape, (Detail)

acrylic paint with a high concentration of iron, and by then applying “Metal Effects:
Rust Activator” the process of corrosion was almost instantaneous and will continue
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to deteriorate indefinitely. Once the paint was dry on the background the latex was
removed leaving the original pattern as a negative space.
In reversing the positive and negative qualities in the depiction of the object, I
wanted to highlight concepts of presence and absence in relation to individual
narratives. This body of work was an immediate response to the fieldwork and
remains unresolved. However the concept of marking presence and absence as a
narrative in the landscape became the starting point for another body of work entitled
Citing The Landscape.
I will briefly discuss the second work Untitled (Ensnare) which was initiated
after the 2005 trip. This netted work was constructed from a series of photographs
taken at night along the Tambaroora Rd2. This particular site has always evoked a

Fig. 94. Untitled (Ensnare), (Detail)

sense of fear in me and these images were taken to try and negotiate this emotion

2

See appendix 3.1 and 3.2 for photographs.
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response. The work was the first in a series of netted investigations that I discuss in
detail in section 4.4. The series comprises five individual pieces and was constructed
using silk thread in shades of white, olive, and brown hues. The dimensions of these
are variable; with each distinctly different from the others. The series was exhibited
suspended from the ceiling and the fine material qualities of the thread allowed the
pieces to move with the surrounding airflows. The installation and spot lighting of
these pieces was designed to encapsulate the dislocated and disembodied tree trucks
portrayed in the original photographs. Untitled (Ensnare) was a successful body of
work unlike the incomplete piece Weathering Echoes on a Scarred Landscape. In
contrast to Citing the Landscape and Collecting Site, these two pieces have been
singular in their concepts and investigations and their completion has either been
suspended indefinitely or the initial concept has been comprehended

Citing The Landscape
The initial work Citing The Landscape grew from a desire to return to Hill
End, a site that had been familiar to me as a child and young adolescent. In 2006 on a
weeklong trip I returned to the area with the intention of creating a cartography that
was anchored in memory and recollection. Offsetting this subjective examination of
the landscape was the inclusion of specimens collected from specific positions in each
of the separate areas. I was aware that even though this was a landscape that I was
extremely familiar with it had been over a decade since I had last seen it. The sites I
chose to focus on were those I was most familiar with, the places that had formed part
of every inventory on my stays there as a child. These included Kissing Point
Lookout, Bald Hill, Golden Gully, Tambaroora fossicking grounds, the Bald Hill

Cochrane 143
Mine Walking Track, the Hill End General Cemetery3, the Hill End Catholic
Cemetery4 and the Museum5. Throughout the week I regularly visited these sites,
collecting an array of natural samples and continuing to augment a personal
photographic archive.

Fig. 95. Citing The Landscape, (Detail)

Many months after returning from this fieldtrip the concept for Citing the
Landscape took form. The initial idea of referencing a site through tangible objects
took shape and the concept of familiar landscapes was referenced through the
objective structure of the topographical map and its dissecting gridlines. In citing
specific sites through tangible collections I am attesting to my presence in the
landscape.
3

Also known as Tambaroora General Cemetery.
Also known as Tambaroora Catholic Cemetery.
5
The Museum is combined with the Hill End Visitor Centre and is managed by The National Parks and
Wildlife Service.
4

Cochrane 144
Citing the landscape is a body of work comprising four wooden boxes that are
capped with glass panes. The boxes themselves were designed to be as streamlined as
possible, with simple joints and without any hardware showing on the external
surfaces. Each box measures 250 x 250 x 150 mm and is stained mahogany in
reference to traditional notions of museum fixtures and private cabinetry. In
continuing the simple composition of the boxes the lids themselves are not affixed,
instead resting on the edges. Within the boxes themselves are positioned an array of
small glass bottles which contain a variety of specimens and natural artefacts from the
Hill End sites. The bottles contain stone, earth, and floral specimens and create a
palette which identifies the Hill End which is so familiar to me.

Reading the grid
Every glass pane is engraved with a four-panelled grid taken as an exact copy
from the topographical map of Hill End (Hill End 8731-1-N). Along the bottom and
right hand side the precise numbers of each dissecting grid line are recorded making it
possible to find an exact location with the map detail provided. I chose to use the four
panelled grid for two reasons; the first being it allowed a clearer composition for
viewers to negotiate the grid referencing system, and more importantly it allowed me
to illustrate ideas of presence and absence and boundaries of the familiar and
unfamiliar. The four sections of map illustrated on these boxes reflect the four sites
from which I had actively collected and bottled natural specimens. Of the four grid
squares engraved on each of the glass lids, only the sections where samples were
collected are engraved with a detailed copy of the topographical map of Hill End. By
only engraving the sections of each map from which I collected samples I narrated the
areas beyond these perimeters as unfamiliar, existing as voids in the available
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information. This renders the cartography of the landscape dislocated and isolated,
articulating my subjective experience of the site. This omission and cauterising of the

Fig. 96. Citing The Landscape, (Detail)

represented maps enforces the concept that my narrative of the landscape is
articulated by the unfamiliar and the unknown. They exist beyond the boundaries of
which my memory navigates the landscape and are excised from negotiations between
the viewer and object.
There are four sites represented in Citing The Landscape including the Bald
Hill Mine Walking Track, Kissing Point Lookout, Kings Reef Mine, and the
Tambaroora fossicking grounds. It was from these sites that I collated an array of
specimens and objects which were bottled and labelled in situ. For each collection I
recorded precise locations through notes and photographs and included details
pertaining to date and time of collection.
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Fig. 97. Citing The Landscape, (Detail)

The bottles used for storing the collected samples were obtained on my first
day from Ted Abbott6 a local tour guide who provides them to school groups and
members of the public who come to learn gold panning techniques. Each one has a
small red sticker on the lids through which he keeps an inventory of his stocks. My
intense interest in the concept of idiosyncratic systems goes beyond those of my own
fashioning and by incorporating these pre-determined numerical codifications I
acknowledge the bottles as being generated from a classification system that existed
prior to my possession. This overlay and adoption of systems in my art-making
processes allows a constant evolution of these methodologies. These personally
meaningless and random numbers became the numerals through which I initially
recorded the individual bottles and their unique contents. Eventually the numerals
were superseded with the addition of labels which identified particular grid references
on the illustrated maps, allowing viewers to re-position objects back into the site. As
such, each contained a specimen and an article which has a specific citation belonging
to the landscape and narrating, through tangible objects, a concept of these sites.

6

Ted Abbott has always been closely aligned in my memories of Hill End as a long term resident of
the area he is always a constant source of information and advice.

Cochrane 147

Fig. 98. Universal Grid Reference

Collecting Site
It was from this first trip that the second body of work Collecting Site was
conceptualised. Returning from the 2006 fieldwork, I had numerous bottled
specimens, sketches and journal entries, hundreds of photographic references and
several shards of coloured glass and three pieces of broken china. These final few
fragments of ceramic and glass, haphazardly collected on the Tambaroora fossicking
fields, began an epic examination and collection of material culture during the return
trip in 2007.
Collecting Site evolved from the concept of collecting an array of debris
which signified occupation or transient human presence, specifically amidst the
fossicking grounds in the Tambaroora area. In my extensive contact with this site I
have always wondered at the dichotomy between the isolation and desolation present
in the landscape coupled to the extensive body of fragmented traces of human
presence and occupation. By the early 1860s the area of Tambaroora supported a
population of approximately two thousand residents. This is difficult to reconcile with
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the current desolate landscape7 (Hill End Travel 1). Throughout Hill End and its
surrounding terrain the history of human habitation and activity is an obvious
presence defining the topography and articulating the landscape. However, my
experience of Hill End is fundamentally subjective.

Fig. 99. panm3_007.jpg
Fig. 100. ldsc68_005.jpg
Fig. 101. jam31_00095.jpg

Initially I was curious to ascertain whether I could find sections of china that
would match the shards I had already collected8. I was also intrigued with the idea of
approaching the collection with a more objective and systemized archaeological
methodology. However, the reality of the landscape and the massive scale of finds
littering the area soon led to a change in my system of collection. The concept of a
small and intensely focused examination became redundant as the methodology of
fossicking became the directive. To fossick as the Macquarie Dictionary states is “to
search unsystematically or in a small way for mineral deposits, usually over ground
previously worked” (Yallop 557). On the fossicking fields of Tambaroora the
landscape has literally been carved, shifted, sorted and transformed since mining
began in 1856. Therefore the original concept of an intense and close quartered
scrutiny was adjusted to become a process which involved scouring on foot the many

7

Today Hill End and it‟s surrounding districts have approximately one hundred full time residents
(Hill End SMH.com.au).
8
None of the fragments of ceramics collected in the second fieldtrip matched any of the finds from the
previous trip.
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ditches, grass tussocks, gravel beds, and gutters that pock-mark the area for articles
which indicated human presence.

Evidence of Habitation: Methodologies of Collecting
Whilst the methodology of my specific investigation was broadened, the
vigour of systematically cataloguing the site orientation of every object collected was
upheld. Every single artefact and specimen was fastidiously processed through
labelling and cataloguing to identify the origin and date of collection. These
specimens included: one hundred and eighteen fragments of ceramics, eighty-five
pieces of metal, one hundred and ninety-one shards of glass and numerous natural
specimens. As with Citing the Landscape, the process of collating information on
specific objects to re-position them into the landscape was meticulous. The entire
exercise of collecting was divided into a number of distinct stages and sites. There
were four separate sites which I examined each were uniquely codified and used to
title each specific article catalogued. These included the fossicking area bordered to
the South and East by McMahon St, to the North and North East by Tambaroora
creek and to the West by the extent of the fossicking grounds.
Objects collected from these sites were coded with the alphabetical and
numerical codes “pan” (panning), and “fsk” (fossicking) and included details
pertaining to the date they were accumulated. The second area of investigation was a
site South West of the fossicking ground and bordered to the North by McMahon St
and the East by Tambaroora Rd. The site was identifiable by a red flowering
japonica;9 the presence of fruit trees and the remnants of a small dam indicating it was
originally a site of occupation. Each object collected from this position was coded

9

The site marked by the japonica and the area surrounding Wisteria Cottage were areas of interest
suggested by a long term resident who was interested in the project.
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Fig. 102. Mud Map

with the letters “ja” in reference to the japonica. The third site of collection was to the
North West and is identifiable as being the area of cleared land between McMahon St
to the South, thick scrub to the West and the creek which forms a natural boundary
from the North West to the South East. This site is in the general vicinity of the
abandoned shack “Wisteria Cottage”. The objects collected from this area are
identifiable by the commencing letters “wc”. Other site referencing codes include
“lds” which indicates the final day of collection, whereby the search of the fossicking
grounds was extended across McMahon St, East along the creek bed, in the general
vicinity of the opposite bank and down the track on the North side of the creek. Each
object also includes the letter “g, m” or “c” indicating the material; glass, metal or
ceramic as well as a number which references the day on which it was collected. The
second part to each object‟s code is the numerical sequence in which the scan was
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taken; therefore an object titled jac1_0002.jpg is identifiable as coming from the
second site, marked by the japonica, of ceramic material, collected on the first day
and being the second scan taken.
This large assemblage of dislocated debris was sorted, catalogued and
individually scanned directly into the computer. It is from these scans that the final
prints were produced.
To scan the objects I constructed a box frame that sat over the flatbed scanner
allowing the objects to be placed directly onto the scanner. By painting all the internal
surfaces of the frame black, I was intent on removing all peripheral information from
the resulting images. The initial aim of these scans was concerned with augmenting
the catalogue of the collection, however, the results were both intriguing and
engaging. Due to the three-dimensionality of the objects, coupled with the black
background, the surface of the objects moves in and out of focus depending on
particular extensions from the scanner‟s bed. From this extensive collection of objects
catalogued and scanned I choose seven of the most evocative images which were
sampled from across all of the collection sites. These seven images were enlarged to
69.5 x 50 C type prints and framed. It was these prints which composed the final body
of work Collecting The Landscape (see appendix 2.1 to 2.5).
The suspension of these artefacts against the black backgrounds coupled with
the enlargement of the pieces allows for an intense scrutiny of their surfaces and a
negotiation of familiar narratives through the identification of these fragments. The
effect of displaying these fragments as greatly enlarged and positioned against a black
backdrop removes them from their original context as traces of debris and positions
them as aesthetic objects through which the viewer can directly experience their
surfaces and stories. I perceive these images, as Daston and Park describe, as objects
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Fig. 103. wcc5_0005.jpg

from historical collections where it was wonder which captured the viewer‟s attention
and then curiosity riveting it (Daston et al 311). This series functions as a material
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narrative through which specific sites in the landscape construct narratives of history,
memory and subjective experience.

Returning
As previously mentioned, my second fieldwork grew
from a handful of glass and ceramic fragments collected
incidentally during my first fieldtrip. The aim of my second
excursion was to catalogue and collect evidence of human
habitation and presence through traces of previous material
cultures such as glass, ceramic and metal. It was always my
intention to return each individual object to their original
Fig. 104. ldsiib.jpg

location after cataloguing and processing. This desire to
return to the site also provided me with the opportunity to undergo a fourth
investigation of the site.

During the second excursion

whilst the aim was to collect only artificial objects and
traces, I also collected a handful of natural specimens,
which included; bone shards, a bird‟s nest, feathers and an
unidentified pupa case. It will be these objects through
which I will frame my next investigation and which will
extend my practical interactions with this landscape.
Fig. 105. ldsiibIMG.jpg

While this chapter has focused on processes of
collection within an external landscape the following
section negotiates similar practical methodologies in relation to a domestic site.
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4.4 The Debris of Domesticity
Introduction
As discussed in the previous section I engage the catalogue and the inventory
in a process concerned with articulating a specific site through the object and the
archive. This section examines in detail the works; Things I Know About Your Debris
(2007-8) and Vestiges of Domesticity (2008). I contextualise them within previous
bodies of work which investigate the trace as domestic topography using weaving and
netting as rule based processes. These bodies of work continue to examine the
conceptual and methodological occupation of my work which is concerned with
systematic containment and the imposition of subjective narratives to negotiate site.
The scraps and debris that litter our homes is where I construct the most intriguing
articulations of collection and classification.

Sifting Traces
Things I Know About Your Debris is an installation which examines a
specific domestic landscape through its inherent traces. By imposing a variety of
complex systems and referencing techniques to construct narratives of site, memory,
curiosity and wonder, I articulate the object as an evidential signifier. For many years
I have been intrigued with the occupational debris associated with the domestic
landscape and have completed numerous bodies of work which deal with these as
cartographic collections. Within the familiar domestic site I construct collections
using meticulous examinations and rigorous systematic documentations which are
designed to engage a sense of curiosity of our sites of habitation. Occupational debris
include all the traces shed, splintered, wasted, lost, discarded and misplaced which are
normally viewed as detritus. Things I Know About Your Debris continues my
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Fig. 106. Things I Know About Your Debris, (Detail)

engagement with this cartography of site as a subjective construct informed by
collection and idiosyncratic systems.
Things I Know About Your Debris is a composition of simple methodologies
of collection, complex systems of identification and processes of reference informed
by my subjective wonder and curiosity. Each of the one hundred and forty seven
bottles displayed contains a different individual and unique specimen, artefact,
fragment or shard of domestic debris. They were collected by painstakingly sieving
and dividing the contents of a vacuum bag; each bottle was labelled with a unique
numerical code which correlates in turn with the index book. The bottles are
displayed in order of their material contents; fabric and threads together, insects,
reptiles and cat all under the sub-heading of fauna and so forth.
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Fig. 107. Things I Know About Your Debris, (Detail)

The second part to the installation Things I Know About Your Debris is a
bound book. For every bottle exhibited there is a correlating index page which
identifies the bottle‟s specific index number. This positions it into the objective
categories to which it belongs, such as material, preservation, a brief description,
processes of sieving and other such relevant facts. The index sheets are based on
archaeological templates used to record found artefacts on site. The second part of
each index contained within the book gives a reference. These references range from
the symbolic, the factual, instructional, historical or literary citations. The parameters
for such references could be easily associated with specific objects, the materials they
are constructed from, or colour, or perhaps more obtuse and based on my
idiosyncratic associations. The other contributing factor to these references was that
each one had to be something of which I was previously unaware, thus making the
project as much about collecting knowledge as collecting debris.
The initial phases of Things I Know About Your Debris began in early 2007
in conjunction with the project which led to the development of Collecting Site. I had
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become intrigued with archaeological methodologies of object retrieval and data
cataloguing. Early in 2007, in preparation for processing site in the second fieldtrip to
Hill End, I undertook a number of small exploratory “digs” in the back garden,
separating the finds by containing them in small bottles10. At the same time I had
returned to earlier examinations of domestic debris as Trace11. I had initially aimed to
construct a cartography of the domestic landscape through the objects we shed, lose
and discard. These two separate interests eventually came together as I processed the
contents of a vacuum bag using archaeological techniques of sieving, sorting and
classifying.
Trace (2002) was an installation in which I had systematically divided up my
domestic
packaged

site

and
and

collected,
classified

occupational debris. In addition to
this initial collection I had indexed
each object and allotted particular
subjective narratives in relation to
these traces. In 2007 the practice

was more concerned with debris

Fig. 108. Trace

that had been removed from its
specific context through vacuuming. This dislocation had re-classified the debris
indiscriminately into a collection articulated by the boundaries of the vacuum bag.
Initially the entire contents of the bag were removed and placed upon a large white
10

I had purchased these bottles with impression that I would use them to collect artefacts in the second
Hill End fieldtrip; however, they were employed before this and employed for the initial cataloguing of
the vacuum bags contents.
11
During undergraduate work I had completed two separate bodies of work which examined domestic
debris as traces.
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tray, this allowed me to tease apart the tangled conglomeration of hair and fibre,
taking out a large proportion of the individual articles which I would later bottle.
Large objects immediately apparent were separated during this initial phase, once the
hair was removed12 the remaining debris was passed through a 6mm sieve. The
materials that had passed through and those caught in the sieve were individually
examined in small lots with identifiable objects being removed and individually
bottled. The remaining material was then passed through a 2mm sieve and the
process of sorting repeated13.
Once the sorting process was complete the bottles were given a unique
numerical index code and their contents recorded and cross-referenced to avoid
doubles and overlaps. To document and catalogue each of the bottled specimens and
artefacts I customised an archaeological template used in the field to record finds. I
included information pertaining to material, quantity, descriptions, sources,
preservation, processes of excavation, bottle size and cataloguing information14. My
ongoing intrigue with idiosyncratic systems and the amalgamation of subjective and
objective concepts of identification and classification of objects introduced into
collections led me to include processes of referencing into the templates. This created
a personal narrative within the work, actively engaging me with the collection and the
construction of objects and narratives within the collection. The references included
were initially identified as type and included areas which covered the historic, factual,
and poetic. The inclusion of these references continued my fascination with rulebased methodologies which are prevalent in many of my practices and will be
examined in greater detail in the following analysis of the work Vestiges of
12

The hair and fur removed in the initial stages was sealed in a number of large envelopes and stored
for future projects.
13
The small amount of debris remaining unidentified was sealed a plastic container and stored with the
hair removed.
14
See appendix 4.1 to 4.4 for archaeological template and customized version.
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Domesticity (2007 – 08). The ruling concept in regards to referencing each of these
bottles was that each reference had to be a piece of information that I had previously
been unaware or ignorant of. This narrative of process is central to my art making as it
is through examining the object collated into the collection that knowledge is
extended, clarified and adjusted.

Fig. 109. Things I Know About Your Debris, (Detail)

With all of the templates completed the bottles themselves were re-numbered,
with the artefacts and specimens being re-classified into groups defined by their
objective material qualities: qualities such as flora, fauna, plastic, fabric, glass,
ceramic, paper, metal and other. These sub-groups were then arranged into smaller
categories, for example fauna into insects, reptiles, and mammals and finally ordered
subjectively by colour. This conjunction of objective and subjective systems
continues to focus and articulate my pre-occupation with idiosyncratic methodologies,
particularly in relation to collection and cataloguing with regards to dictating
narratives and illustrating sites. The bottles now fixed in their final order were reassigned index numbers and the finalised catalogue documents printed and bound into
a single tome.
Within the installation Things I Know About Your Debris the book was
displayed on a custom built stainless steel table which faced the shelved bottles. The
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concept of the table, referencing medical and scientific furniture through its material
and design, was chosen to indicate notions
of scrutiny, examination and investigation.
The tabletop measures 605 x 405mm and
was constructed to best display the opened
index and reference book. The dimensions
of the table reflect the presence of my body.
Standing at 1014 mm this measurement is
the exact distance between the floor to my
down turned palms when I stand with my
arms by my side extending at right angles
Fig. 110. Things I Know About Your Debris,
(Detail)

from my elbows. This methodology of
utilising my body as a measurement in the

production of work places an enduring presence of myself into the piece. The
construction of the table incorporates three brace bars positioned at the lower ends of
the legs, this leaves the front of the table open to allow viewers to move into the space
of the table itself.
Within the installation Things I Know About Your Debris the table was
positioned facing the wall mounted shelf and served as a platform from which the
viewer could negotiate the narratives between the individually bottled object and
information and references attached to it. The wall mounted shelf onto which the
bottles were lined measures 5450 mm and is constructed from three separate lengths
of wood. These separate lengths were supported with stainless steel brackets which
also created a correspondence of materials within the installation. The bottle‟s index
numbers were fixed to the front edge of the shelf. These index numbers allowed
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viewers to investigate the contents of the bottles in reference to the book of bound
index sheets and therefore enables a dialogue to form between the viewer and the
installation15.

Pauses in the Everyday
The second body of work in the exhibition Wonder: The Collection, The
Cabinet, The Container & The Trace which examines occupational debris as trace of
presence and absence is Vestiges of Domesticity. This work is a series of small wire
netted forms and belongs to an extensive body of work which has continued to
expand throughout my entire doctoral programme. I began exploring woven and
netted forms in early 2005. Through these forms I was exploring concepts of time
based practical explorations, and, more critically as forms and techniques through
which I could dictate rule-based methodologies.

Fig. 111. Untitled (Sleep)

In these investigations I was concerned with employing a practice that could
be extended beyond the confines of the studio and used to describe pauses in the

15

Throughout the period of time this piece was installed it was satisfying to notice that the book was
regularly opened to different pages indicating viewer‟s interaction with the piece. Due to the qualities
of the highly polished stainless steel surface there were always finger prints present. Showing
interaction between object and viewer. This created an interesting dialogue of interaction and traces left
of now absent viewers.
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everyday: Between leaving and arriving, coming and going, awake and asleep. At the
time these works were initiated I was first becoming intrigued by employing arbitrary
rules as a method of dictating concept and practice. As well as time based rules, and
site specific rules I also employed only materials I already had at hand, forcing me to
focus less on decisions based on aesthetics. The first netted piece entitled Untitled
(Sleep) (2005) was begun as a process which I could perform only between the time
between going to bed in the evenings and until it was physically impossible to
continue. The material used is an intense red silk embroidery thread and was chosen
for its soft texture and uniform surface, I used a small glass jar to form the base onto
which I netted and this allowed a consistent arrangement of loops. Each time I
resumed work on the piece a paper label was applied showing the date and time, in
doing so the work began to function as a journal, narrating nights of exhaustion and
insomnia as if the lines were acting like a text and building a tangible record.
For the second netted piece Untitled (Travel) (2005) I used the textual
qualities of the practice as a mode of documenting the extensive time I was spending
in transit16. For this piece I used a
twine string that was constructed
without an underlying frame. This
led to a very sculptural form due to
the coarse nature of the material
coupled with the uneven loops and
Fig. 112. Untitled (Travel)

tensions. The work carried out on
this piece was also tracked using

labels onto which were recorded the locations travelled from as well as the

16

This period of time saw me living in Western Sydney and travelling to Wollongong regularly.
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destination. This information was augmented by the addition of travel times.
Interestingly, as with Untitled (Sleep) whose labels narrated journal characteristics the
fluctuating tensions constructed a tangible record of my internal emotions and evoked
a sense of my presence and physicality. The aim of discussing these earlier examples
of netted forms is to contextualise the rule-based methodologies and the monitoring of
time which is of critical importance to the piece Vestiges of Domesticity.

Trapping The Everyday
The second body of work within the exhibition which deals with occupational
debris is the collection of woven forms entitled Vestiges of Domesticity. This work is
made of several small wire netted baskets which were intentionally woven as traps,
positioned amid and around the domestic site in order to ensnare dust, hair and other
such debris. The aim of this was to create a visual inventory of the crevices, nooks
and crannies into which the vestiges of daily life are blown.
Displayed in the exhibition Wonder: The Collection, The Cabinet, The
Container The Trace were nine of these small netted forms. Of these, three were
constructed from copper wire, three from steel and three from the coated wire. The
wire itself was beading wire and ranged from 16 to 20 gauge. These fine gauges have
a malleability which allowed for incredibly detailed pieces which retained their form
and were able to ensnare a variety of materials amid and within their surfaces.
The particular surface qualities of the three types of wire I employed dictated
the positioning within the domestic landscape itself and became critical to the
aesthetic definitions of the individual forms. The copper wire traps were placed in wet
areas of the house including; bathroom, kitchen and laundry. This was due to the
close proximity and associative qualities of copper piping used in these areas. The
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coated wire traps I associated with electrical cables and these were thus positioned
amongst such conglomerations which are predictably associated with entertainment
systems, televisions and computers. Therefore these were placed in the living room
and under my computer desk and workstation. The final steel traps were placed
directly under low standing furniture and in small gaps between walls and shelves and
drawers.

Fig. 113. Vestiges of Domesticity, (Detail General)
Fig. 114. Vestiges of Domesticity, (Detail Electrical)
Fig. 115. Vestiges of Domesticity, (Detail Electrical)
Fig. 116. Vestiges of Domesticity, (Detail Electrical)
Fig. 117. Vestiges of Domesticity, (Detail Wet)
Fig. 118. Vestiges of Domesticity, (Detail Wet)
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I re-employed rule-based systems which had evolved from my earlier netting
practices examined earlier in this section. These forms were ordered by a number of
such systems. In conjunction with the material qualities dictating where the traps
would eventually be positioned, the pieces had a variety of controlled characteristics
which determined their construction through to exhibition. Each individual form had
to be completed using no more than one entire reel of wire, they had to be completed
in three sittings, they could be of similar form but no two could share specific
dimensions and finally, each one could only be positioned for thirty days. This final
rule meant that the initial forms had been positioned and already removed by the time
the final traps were completed. The employment of rules is another aspect in my use
of idiosyncratic systems which define, characterise and articulate my work. Such
processes and systems form many of the critical narratives that appear throughout my
work and identify my processes of constructing knowledge and practicing.
Vestiges of Domesticity was installed on a small light box which reinforced
narratives concerned with study, examination and scrutiny of the object in my work.
These activating characteristics of my work which engage the viewer in perceiving
and examining the object as trace and fragment are a constant concern throughout my
practices and re-surface throughout my dialogues with the viewer.

4.5 Conclusion
This chapter has individually examined the installations and bodies of work
exhibited in Wonder: The Collection, The Cabinet, The Container & The Trace. In
doing so I have discussed the concepts, themes, processes and materials underlying
my creative practice. The notions raised throughout these articulations reflect the
research I have undertaken and continue to highlight the parallel trajectories of my
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creative and theoretical methodologies. As I have argued throughout this thesis
wonder is identified as an instigation of curiosity and in my art making practice this is
articulated as a response to site, memory and object. Ultimately it is the recodification of these narratives through personal modes of classification and
systematic cataloguing which dictate my examination and treatment of the object as
trace of both self and other.

Cochrane167

Conclusion
This thesis has explored notions of collection, the cabinet, the container and
the trace. In negotiating these facets through the historical collections of the
Wunderkammern and „cabinets of curiosity‟ and the contemporary artists Hall and
Hall I have articulated key themes of my conceptual and creative practices. Through
examining the artist‟s Hall and Hall I have been able to identify characteristics which
articulate concepts and methodologies which are fundamental to my practice and
which illustrate and track a lineage back through to the collections of the
Wunderkammern and „cabinets of curiosity‟. Throughout the individual chapters I
have examined both the collection as a methodology of narrative construct and
idiosyncratic systems as a process of articulating self. I have argued that these are
common characteristics embodied by individual collectors and the contemporary
artists I have analysed.
This study eventuated from my curiosity toward collecting and cataloguing
traces from domestic landscapes. It was this initial interest which developed into
research regarding Wunderkammern and „cabinets of curiosity‟. Through these
collections I have explored the use of personal modes of classification as a means of
narrative construct and a methodology through which to engage dialogues between
collector, collection and viewer. In Hall and Hall‟s work I examined similar modes of
discourse between artist, object and viewer through the composition of objects into
collections.
Throughout my thesis I have continually positioned the notion of wonder as an
integral underlying theme for both viewer and artist. Wonder acts as a motivation for
collectors and invokes curiosity. Wonder underpins negations and examinations of the
objects which were then housed in collections and passed through frames and filters
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of personal classification systems and structures. Wonder in this thesis is not regarded
as a sublime or awe inspiring encounter, instead it is a lure, instigating further
analysis and investigation.
Throughout my thesis I have used a variety of primary source materials,
including pictorial references, interviews and exhibition reviews. I have argued
themes and concerns pertinent to my arts practice following on from this primary
research. This has allowed me to recommended ways of reading and perceiving my
final exhibition Wonder: The Collection, The Cabinet, The container and The Trace.
The exhibition and exegesis reference and record the theoretical and creative journey
that I have traveled over the last four years. I expand and analyse ideas and examples
of the collection, the cabinet, the container, and the trace as significant conceptual and
methodological practices. These practices are connected to personalised idiosyncratic
systems and narrative constructs which lie within contemporary visual arts.
The importance of this thesis is underlined in the current exhibition
Wunderkammer: A Century of Curiosities currently showing at MoMA: The Museum
of Modern Art in New York. This exhibition highlights the continuing fascination of
contemporary visual arts practitioners in responding to themes of articulating the
object through frames of wonder, curiosity and then ultimately the collection. As the
exhibition blurb states, contemporary artists continue to engage with “unusual and
extraordinary objects” as potent illustrations of personal narrative construct (Suzuki).
The parameters of this thesis have been unable to convey all the areas which I
researched and investigated, and after four years of intensive study I have answered
and contextualized many facets of my practice but with each conclusion more
questions are raised. Notions of collections, cabinets, containers and traces remain at
the forefront of my practice enduring as an intriguing field of study and expression.
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Fig. 70. “Fieldwork.”
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Fig. 71. “Understorey.”
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Fig. 72. “Dead in the Water.”
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National Gallery of Victoria, Melbourne
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Fig. 73. “Mourning Chorus, (Detail).”
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Fig. 74. “Mourning Chorus, (Detail).”
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Fig. 75. “Mourning Chorus, (Detail).”
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(Ewington p. 82)
Fig. 78. “Untitled.”
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Fig. 79. “Daphne.”
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Fig. 84. “Go. Move. Shift., (Process Work).”
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Private collection
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Fig. 87. “Go. Move. Shift., (Detail).”
See fig. 85
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See fig. 88
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(2006 – 07)
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Fig. 94. “Untitled (Ensnare), (Detail).”
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Fig. 95. “Citing The Landscape, (Detail).”
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(2006)
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Fig. 96. “Citing The Landscape, (Detail).”
See fig. 95
Fig. 97. “Citing The Landscape, (Detail).”
See fig. 95
Fig. 98. “Universal Grid Reference.”
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Fig. 100. “ldsc68_005.jpg.”
See fig. 99
Fig. 101. “jam31_00095.jpg.”
See fig. 99
Fig. 102. “Mud Map.”
Clare Cochrane
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Fig. 103. “wcc5_0005.jpg.”
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Fig. 105. “ldsiibIMG.jpg.”
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Fig. 106. “Things I Know About Your Debris, (Detail).”
Clare Cochrane
Wonder show 2008-27copy Detail
Things I Know About Your Debris (2007 – 08)
Stainless Steel, recycled pine, glass bottles, book, cork, plastic labels, mixed
Dimensions variable
(Wonder: The Collection, The Cabinet, The Container & The Trace 10 – 25
July 2008)
(Detail)
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Fig. 107. “Things I Know About Your Debris, (Detail).”
See fig. 106
Fig. 108. “Trace, (Detail).”
Clare Cochrane
JSBII trace photo copy
Trace (2002)
Material
Dimensions variable
Collection
(VAPD 2002)
(Detail)
Fig. 109. “Things I Know About Your Debris, (Detail).”
See fig. 106
Fig. 110. “Things I Know About Your Debris, (Detail).”
See fig. 106
Fig. 111. “Untitled (Sleep).”
Clare Cochrane
(2006)
Embroidery thread, labels, cotton thread.
Dimensions variable
VAPD (2006)
(Detail)
Fig. 112. “Untitled (Travel).”
Clare Cochrane
(2006)
Twine
Dimensions variable
(Detail)
Fig. 113. “Vestiges of Domesticity, (Detail General).”
Clare Cochrane
(2007 – 08)
Beading wire: copper, steel and plastic coated
Dimensions variable
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(Wonder: The Collection, The Cabinet, The Container & The Trace 10 – 25
July 2008)
(Detail)
Fig. 114. “Vestiges of Domesticity, (Detail Electrical).”
See fig. 113
Fig. 115. “Vestiges of Domesticity, (Detail Electrical).”
See fig. 113
Fig. 116. “Vestiges of Domesticity, (Detail Electrical).”
See fig. 113
Fig. 117. “Vestiges of Domesticity, (Detail Wet).”
See fig. 113
Fig. 118. “Vestiges of Domesticity, (Detail Wet).”
See fig. 113
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Appendix 1.1
__

Stephanie Amos
The Carney’s Still (2007)
Oil on canvas
120x180cm
“We stared at each other. Mule, it seemed, was cast in lead and draped in falling red
veils. Dread crawled over Mule and sat like a king in all the places of his face…He
frothed. He foamed. His demented eyes egged in their orbits as if they were being
laid. And all the while he goggled horribly, over mah shoulder, at it coming.”
Nick Cave
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Appendix 1.2

Didier Balez
No More Party Time if you are the Bull (2007)
Mixed Media
Dimensions variable
The work I am showing is about the cruelty of bull fighting and the gross reality of
violent death be it animal or human. It is a follow up work from a previous exhibition
where I showed the “fun” side of bull fighting. This is about a very graphic and
different reality.
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Appendix 1.3

Clare Cochrane
Curious Expressions and Impossible Wonders (2007)
Birch plywood, engraved labels
Dimensions
This piece is a response to the traditional cabinets of curiosities and Wunderkammern
into which were placed exotic, rare and wondrous objects which were constructed as
examples of the universe. The different treatments and materials used for constructing
these otherwise identical drawers creates a mirrored reflection of the common names
used for objects within traditional collections and their scientific names on the
alternate side. the labels on the drawers contain names of objects that can be located
in original engravings and prints from the time of these collections. these original
collections were hoarded and coveted to contain all that was know of the universe.
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Appendix 1.4

Catherine Carr
‘What is a Beach?’ (2007)
Digital prints
120 x 80 cm installed
Outside my window is the sea. It is just a glimpse between buildings. But it is there.
Constantly moving and changing. Light dances on the surface of the water. Sand and
rocks are covered then revealed. Patterns are revealed. I am captured and fascinated.
This is a series of digital photographs that encapsulates the many moods and textures
of the sea when it touches the land. These photographs document the intersection
point of land and water.

There are 16 digital photographs in this series. Each digital photograph - 30 x 20 cms.
These are to be displayed as a block of 4 photographs x 4 photographs. Method of
attachment – clear push pins.
Total size of work 120 x 80 cms.
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Appendix 1.5

Diane Epoff
Bundanon Groundmap (2007)
Giclee print on cotton rag paper
70 x 70 cm
“There is no simple Now: every present is nonsynchronous, a mix of different
times”. The past and present exists in parallax (Hal Foster 1963).
The multiplicity of place at Bundanon is reflected in a network of intricately
layered digital photographs, fragments of material culture, systematically
mapped through circumambulation of site. Like an archaeological site, the shape
of a digital image is always shifting as pixels are reinterpreted and
recontextualised to reconstruct what was past, in the present. Wonder catches
the attention, curiosity begs the question: is site/image a fragment, a labyrinth, a
mosaic or a montage?
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Appendix 1.6

Penny Harris
A Laboratory For Sound (2007)
Mixed media
Dimensions variable
This work is a homage to Cavions’ scrap yard and my grandmother. Cavions was a
scrap yard which recycled industrial waste; obsolete machinery from submarines or in
this particular case electrical testing equipment.
My grandmother gave me a piano which I never played but modified to speak to
switches.
I would tell you and myself I do not collect. I just store industrial detrus.
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Appendix 1.7

Juilee Pryor
Summer Roses (2007)
Hand Painted Silver Gelatin Print
500x400mm
I have always been fascinated by toy cameras and alternative photographic
techniques. this image was captured with a tiny Instamatic camera using a cartridge of
black and white film that had expired in 1983. it was then printed on heavy weight
fibre paper that was similarly out of date. the print was then hand-coloured with
translucent oil paint to further enhance the degraded and aged effect of the image.
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Appendix 4.1

Archeological data sheet made available through PROFESSOR Diana Wood Conroy
from the University of Sydney’s PAPHOS Theatre Excavations, CYPRUS, 2006.
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