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Now in its tenth year, InterAccess’ Emerging Artists 
Exhibition acts as a forum for displaying the work of 
recent graduates who are working within the broad and 
varied field of new media.  At the beginning of their 
careers, these artists are developing their artistic practice 
through the exploration of diverse mediums.  Curating 
such a show poses specific challenges, especially when you 
are an emerging curator like myself: how do I communi-
cate something coherent out of submissions that are 
unlikely to have anything in common beyond possibly the 
age and experience of their makers?  Do I impose order 
and make connections on the basis of only very loose 
commonalities for the sake of creating an immediately 
obvious rationale?  Such an approach is problematic 
because it effectively negates the incredible variety of 
pursuits being explored by emerging artists, which is 
precisely why shows like InterAccess’ Emerging Artist 
exhibition are so necessary.  I chose to embrace the 
variety.

Originating in sixteenth and seventeenth Europe, the 
Wunderkammer, Kunstkammer, Kuriositäten-Kabinett or 
Raritäten-Kammer, displayed and exhibited newly 
discovered objects, artifacts and works of art.  They are 
now regarded as proto-museums and have gone on to 
form the basis of some of the world’s most renowned 
collections, including the British Museum, St. Petersburg’s 
Museum of Anthropology and Ethnography and the 
Teylers Museum in Haarlem.  In some instances the site 
of display was an entire room or chamber and, in others, 
it was indeed a transportable cabinet.  Speaking in 1565 
and describing the Wunderkammer he was stocking, 
Samuel Quicheberg explained that his would be a 
‘theatre’ of ‘artificial and miraculous things’.i  Indeed, the 
objective of the Wunderkammer was to generate curiosity 
and intellectual debate by presenting items whose 
categorical boundaries had yet to be clearly delineated.  
They introduced the viewer to objects that were diverse, 
mysterious, undefined, and most importantly, new and 
exciting.

It is worth considering these proto-museums within their 
original context of the early-modern period and at the 
beginnings of the Enlightenment.  The conceptual basis of 
the Wunderkammer was closely linked to the epistemo-
logical theory of tabula rasa, or blank slate, which argued 
against any sort of in-built mental capacity and, 

correspondingly, advocated that knowledge came only 
from direct lived experience.  Drawing on this theory, the 
Wunderkammer became a site for expanding one’s 
knowledge and cognitive capabilities through direct 
engagement with the new and unknown. 

Although such an assembly could initially appear odd and 
disjointed, the collection contained within a Wunderkam-
mer was imbued with a sense of cohesion and purpose, 
precisely because of the disparate nature of the pieces on 
display.  The method of collection and presentation was 
‘quintessentially one of connection-in-difference’.ii   It is 
this concept that informs the theme of this year’s Emerg-
ing Artist exhibition, KUNSTKAMMER/WUNDERK-
AMMER, which I believe is both an application and a 
manifestation of the ethos of the Wunderkammer.  As a 
whole, the show presents new works by new artists.  The 
works are all highly accessible, playful and hold the 
attention of the media art aficionado as well as those 
skeptical of the genre’s techno-centric reputation.  Beyond 
this, each piece chosen for the exhibition plays on a 
person’s natural curious instinct.  Through often simple 
mechanisms, each piece demands the viewer engage with 
what lies beyond the work’s initial appearance to find its 
sense of wonder.  Just like the historic Wunderkammern, 
this show and the new work it presents, implores the 
viewer to act as a force of intervention, actively discover-
ing and forming connections between the pieces on 
display.iii  Furthermore, such a process is a demonstration 
of the connection-in-difference, and thus learning-
through-experience, theory that informed the original 
purpose of the Wunderkammer.

Philippe Blanchard’s work addresses the role of the 
moving image in our cultural lives, with a particular focus 
on animation.  Blanchard contends that the depth of the 
human fascination – even obsession – with the moving 
image has rendered it a ubiquitous presence in our daily 
lives. Consequently, in his work he seeks to contest the  



now mundane nature of the moving image by re-
contextualizing, de-familiarizing and re-invigorating it.  
This approach, which actively transforms pop cultural 
imagery into artwork, has been described in other 
writings on Blanchard's work as a display of ‘fan 
fiction’.iv   In Cave Rave (2009), Blanchard effects this 
transformation by employing the simple mechanisms of a 
basic black and white mural and the Mac OSX (10.2 
Jaguar) default screensaver, ‘Flurry’.  The custom-painted 
mural draws on the visual cues of pre-historic cave 
paintings, as conceived through the lens of popular 
culture’s imaginings of such societies.  The piece is a clear  

and deliberate juxtaposition of technology and fire, the 
most basic and natural of human fascinations.  It depicts 
a scene of ritual worship, the focus of which is an ethereal 
display of natural force and energy.  The result is a 
multi-sensory animated installation that is intensely 
eye-catching and captivating, even hypnotic.  The viewer 
finds themselves in a mirror maze of sorts, engulfed in a 
ritual similar to the one they are watching. The viewer's 
fascination with the moving image and technology is 
reflected back on to them, creating a layered interaction 
and interplay between perception and experience. 

Philippe Blanchard, Cave Rave (2009, still image of installation) 

The multi-perceptual character of Blanchard’ work, is a 
theme picked up in Christina Kostoff’s kinetic installation 
Daydream (2009).  The positioning of these two pieces in 
the gallery space, each facing the other, hints at this 
connection.  The two pieces also complement one another 

in their shared use of quotidian materials, which have 
been placed together to form new relationships and 
meanings.  For Kostoff, this approach seeks to challenge 
the viewer’s perception and understanding of her work 
and, in turn, their own surroundings.  From a distance 
Daydream appears as nothing more than a small grid 
drawn or painted onto the surface of a stark white gallery 
wall.  Perhaps some viewers would feel no need to explore 
the work any farther, happy to see it as an illustration or 
graphic detail.  What Kostoff hopes however, is that the 
viewer would be intrigued by its apparent simplicity and 
actively seek to explore the piece in greater detail.  As 
they approach Daydream it becomes apparent that this 
installation is far more complex than one’s first impres-
sion had previously indicated.  Daydream is an intricate 
kinetic installation that uses machine chains to carve the 
outline of a multi-pane window into the surface of a 
custom made wall.  Kostoff’s piece is an apt embodiment
of the theory behind the Wunderkammer since it is an 
exploration of ‘the dynamic relationship between human 
perception, thinking, and the creation of knowledge’.v   It 
advocates that knowledge can only really come from 
experience and that one’s understanding of these experi-
ences are forever changing and evolving. 

Until recently, Laura Payne has worked primarily in the 
more traditional format of portrait painting.  Payne's 
video sculpture, Can You Tell Me? (2009), signals a 
marked change in her practice, though she continues to 
explore the themes of portraiture present in her past 
work.  Payne is intrigued by historical portraiture and its 
role within art and the public domain.  In particular, she 
is fascinated by the portrait’s perceived capacity for 
truthful and authentic representation, when so often a 
portrait is more a reflection of a specific agenda, whether 
the artist’s, the sitter’s or a combination of the two.  
Payne’s modern day portrait perfectly complements the 
Wunderkammer theme of the exhibition since portraits 
were a common, even obligatory, component of historical Christina Kostoff, Daydream (2009, still image of installation)

 



that make up our sonic environments.  In Cymatic 
Imprints (2010), Legault examines the connection
between transmission and reception by allowing the 
viewer to interact with the panoply of sounds that 
constantly envelope them but which often go unnoticed.  
This multi-sensory installation allows the viewer to see 
and explore the physical nature of sound.  This is 
achieved through the construction and installation of a 
highly responsive system that transforms sound into 
movement.  The viewer interacts with the piece by 
entering into a sonic landscape and meandering through 
it, creating pathways as they go.  In doing so they are 
engaging in a complex set of exchanges between them,  
their surroundings and the structural or technological
components of the installation itself.  Through its visual 
and physical illustration of sound, Legault’s piece is 
constantly presenting something new to the viewer.  The 
installation is in a constant state of adaptation and 
evolution since it responds to every minute change of  

sound, pitch and reverberation that takes place within the 
space in accordance with the movements of the viewer.  
Just like the other artists in the exhibition, Legault is 
exploring what makes up our daily experiences by 
re-presenting them to the viewer in unfamiliar ways, thus 
enabling them to see and form new understandings of 
their everyday surroundings.

As a historian by training, the history, theory and purpose 
behind the Wunderkammer have long been a personal 
interest of mine.  They are a demonstration of the some-
times odd and peculiar conceptions of the natural world, 
global cultures and theories of knowledge that existed in 
early-modern Western society.  Additionally, their 
mandate to display new and unknown objects stresses the 
importance of exercising one’s capacity for rigorous 
intellectual curiosity.  I initially settled upon this theme for 
a variety of practical reasons outlined above but have 
come to see that the theme does far more than simply 
endow a degree of cohesion to an otherwise disparate 
collection of pieces.  The theme itself shares much in 
common with the works it presents, which all start with a 
deceivingly simple and familiar aesthetic that is informed 
by elements of our everyday existences.  This initial 
appearance disguises issues and concerns of far greater 
significance that really challenge us to examine our 
surroundings, whether sonic, digital or natural.  The 
result is that out of five seemingly incongruent parts, a
whole – a self-consciously strange and curious one – has 
been formed.
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Donna Legault, Cymatic Imprints (2010, still image of installation)

ROSIE SPOONER recently moved back to Toronto, 
where she grew up, after eight years in the UK.  She holds 
two MAs, from the University of Glasgow and the 
University of Bristol, where she studied History, focusing 
on transnational cultural studies, oral history and public 
history.  She has worked at the Centre for Contemporary 
Arts (Glasgow) and the Museum of Bristol.  In terms of 
artistic practice – something very new to her – Rosie is 
currently collaborating on a film and audio based project 
that explores memory, family story-telling and identity.

rosie.g.spooner@gmail.com

InterAccess is a registered, charitable artist-run centre that 
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