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This display was conceived as part of my research into 

artists’ interventions in the museum.  In conducting my 

research it has become apparent that one of the obstacles has 

been finding documentation.  Because the projects are 

temporary, ephemera and documentation become the only visual 

sources left through which to study museum interventions.   

 

Postcards, catalogues, leaflets and other material have been 

gathered here to give an overview to the type of material made 

to accompany and document interventions.  Most of the material 

does not feature installation shots; the specificity of the 

site and placement are one of the most important factors in 

the creation of meaning of the intervention, and it is often 

the most overlooked.   

 

Sophie Calle’s Appointment is beautifully captured in the 

catalogue of the same name; the individual works are shown in 

colour and then in situ in black and white with accompanying 

text.  Calle’s labels were printed on pink cards and 

interspersed within the existing display, contrasting with the 

traditional and instructive labels of the Freud Museum.  The 

interpretative labelling function of the project thus became 

as important as the objects.  In her essay, Museums of 

anthropology or museums as anthropology? Susan Pearce states 

that: 

 

The most intimate link between the object and the curator 

is the label, especially the handwritten label, which 

will remain physically tied to the piece as long as they 

both may live, and which bears the individual, and easily 

recognized, mark of its creator.
i
 

 

Labelling is important to Grayson Perry’s exhibition Tomb of 

the Unknown Crafstman.  His narrative and commentary runs 

alongside the museum curators’ labels, both of which are 

documented in the catalogue.  The catalogue does not show the 

installation.  Instead it juxtaposes Perry’s objects with 

those of the museum, altering scales and playing with the 

formal similarities between the objects.  Even the postcards 

show the work out of context with the works photographed in a 

commercial fashion on a black background.  

 

Aside from formal catalogues, documentation also takes the 

form of leaflets, which are sometimes the only source left 

after an intervention has been removed;  Suture was 

beautifully documented in leaflet form, with an interview 

between the artists and Lisa Le Feuvre;  otherwise this 
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exhibition has slipped into obscurity.  Even a Google search 

delivers scant results.   

 

Another example of this atrophy is Collected, a series of 

projects intitated by The Photographer’s Gallery and curated 

by Neil Cummings.  The leaflet is all that is left; most of 

the projects were not documented and plans for a book never 

materialised.   

 

However, Susan Hiller makes great use of a book format in 

which to document her intervention at the Freud Museum.  

Titled After the Freud Museum her book is ‘a place where an 

artist works’
ii
.  A postcard of the entire installation at the 

Freud Museum shows the boxes in a vitrine as they were 

originally positioned.  

 

The artist’s intervention is frequently used as a method of 

reflexivity and critique of the institutions in which they are 

made.  Alexander Alberro’s anthology of Institutional Critique 

surveys Fred Wilson’s Mining the Museum, a display using the 

objects of the Maryland Historical Society and reconfiguring 

them in a way that exposed the institutional racism of the 

museum.  The catalogue which documented the exhibition by Lisa 

Corrin is one of the most comprehensive;  it contains detailed 

lists of the objects, photographs of the installation and cut-

out pages which superimpose different objects to highlight 

their meanings.  It also contains the audience evalution forms 

which provide a great insight into the reception of the 

project.  

 

This display is not intended to be complete or absolute, but 

to give a picture of projects which otherwise may disappear 

and highlighting the temporality of the intervention in the 

museum.  

 

Text and display by Daisy McMullan (MA Curating 2011-12) 
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