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There is, in fact, no such Chinese say-
ing, but Kennedy made a prescient point 
with it anyway.  Fifty years later those 
words still ring true. The 2017-2018 year 
promises to be an interesting one in-
deed - both in my shop and in the world 
in general. We are everywhere still 
wrestling with issues of equality and 
diversity, exploring and pushing the en-
velope of technological advances, and 
struggling to work within the confines of 
economic constraints. But, just as in the 
past, we are generating creative solu-
tions and innovations.

One such creative tactic is crowd-
funding. Through the widespread and 
egalitarian use of social media, crowd-
funding has become ubiquitous for ini-
tiatives as diverse as financing under-in-
sured individuals’ medical treatments, 
entrepreneurial business ventures, 
writing sabbaticals, musicians’ tours, 
and K-12 enrichment programs – this 
list is infinite.   

Lacking appropriated monies for part-
time staff led me to seek crowdfunding 
for one of my research positions. In late 
August 2017, I launched an IndieGoGo 
campaign, Fund North Carolina’s Photo 
History Detective, to raise money for 
a year’s salary through our support 
foundation, the Friends of the Archives 
(FOA). $1,900 was raised in the first 
three days! Since then the progress has 
been much slower, as is the norm; how-
ever, my colleagues and I were amazed 

as each day a little more money arrived 
from both known friends and complete 
strangers. Our campaign ran for 60 
days and concluded October 16, 2017.  
We just reached our goal of $9,000!!!  
Coming down the stretch one local busi-
ness owner, who is a fan of my shop, 
made a very substantial contribution or 
we would not have made it.  And so, it 
was that through a combination of luck 
and robust outreach via traditional and 
social media methods, this experiment 
succeeded and can pave the way for 
future FOA fundraisers benefitting the 
State Archives of North Carolina.  

We are likely all facing interesting times 
to varying degrees in our workplaces. 
Let’s take this opportunity to harness 
the creative energies born of these 
dangerous and uncertain times to think 
critically and find ways to successfully 
navigate.  Let’s share our triumphs and 
failures with our colleagues so that we 
might learn from each other and collec-
tively progress and continue doing good 
work.

I look forward to sharing lessons 
learned with our crowdfunding venture 
as soon as we have fully processed the 
experience!

Until next time…

▪ Kim Andersen 
Audiovisual Materials Unit, Special  
Collections Section State Archives of  
North Carolina

Interesting Times = 
Interesting Solutions
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In his 1966 South Africa “Ripple of Hope” speech, Robert 
Kennedy made this statement: 

There is a Chinese curse which says, “May he live in interesting times.” Like it or 
not we live in interesting times. They are times of danger and uncertainty; but they 
are also more open to the creative energy of men than any other time in history.

https://igg.me/at/LjWbbRSApwE/x/2129990
https://igg.me/at/LjWbbRSApwE/x/2129990
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Dear Members,

Welcome to the Fall/Winter  
2017 issue of Views. Welcome to 
the Fall/Winter 2017 issue of Views. 
Following on the heels of this year’s 
Annual Meeting, centering on the 
theme “alike/different” and includ-
ing The Liberated Archive Forum, I 
know diversity and inclusion is on 
the minds of many archivists and 
librarians more than ever. Applying 
these important considerations 
to visual materials is a unique 
opportunity to broaden historical 
understanding of past and current 
events (see the Spring/Summer 2017 
issue). Our feature article this issue 
provides insightful analysis of the 
subjectivity and selectivity of photo-
graphic archives. Acknowledging the 
increasing discourse on inclusivity 
in the archival record and a shift 
toward community archiving, the 
author’s topic is particularly timely. 
The parallels she draws between the 
development of photography and of 
archives is a poignant one for those 
with whom rests the responsibility of 
preserving the visual record.

I’m extremely pleased to present the 
first feature article by a SAA student 
member, reworked from her graduate 
course writing. The full article will be 
presented in two parts, the second 
of which will also incorporate consid-
erations from another similar paper. 
Part One, in this issue, sets the stage 
for how we think of the photographic 
archival record today - what is includ-
ed and what is missing. Part Two, 
in the forthcoming Spring/Summer 
2018 issue, will focus on the future 
of the photographic archive as an 
agent of change: to bring voice to the 
underrepresented and marginalized.

My hope is that as VM Section mem-
bers we can continue the conversa-
tion, whether it’s through letters to 
the editor here in Views, comments 
on social media platforms, or for-
mally or informally in person. I also 
hope that other students and young 
professionals alike will consider how 
they, too, can lend their important 
“views” to the professional dialogue 
through submissions to Views.

Winter is so often the time we focus 
inward, tie up loose ends, and plan 
for the future. The VM Section is no 
different. You may notice a ‘Save the 
Date” in In Focus - the annual Mid-
winter Meeting will take place once 
again in early 2018 as an opportunity 
to get down to the business at hand. 
All VM Section members are encour-
aged to join the Steering Committee 
and help prepare bylaws updates; 
assess progress towards and drafting 
additions to long-range plans; plan 
for conference; and discuss potential 
educational offerings and outreach. 
Be sure to watch the listserv and the 
Section Facebook page in the coming 
months for further details.

I hope you enjoy the issue.

▪ Deborah Rice, Editor 
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http://saavms.org/views-archive/
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NEWS & NOTES

in focus

William Henry Fox Talbot and 
the Promise of Photography, 
the largest U.S. exhibition of 
Talbot’s photography in the 
last 15 years, November 18, 
2017 - February 11, 2018 at 
the Carnegie Museum of Art, 
Pittsburgh.

rescuedfilm

Watch Ken Burn’s new documentary, The Vietnam War? 
Further examine the use of photographs, artworks, and 
films in the New York Historical Society Museum & Li-
brary’s exhibit The Vietnam War 1945-1975. Online or in 
person through April 22, 2018. 

Don’t miss the major retro-
spective Walker Evans, now 
through January 7, 2018 at 
the San Francisco Museum 
of Modern Art.

Archival Spaces: Memory, 
Images, History Blog

Save the Date: 
VM Section MidWinter  
March 16-17, 2018

Six free Photographic Process 
Identification Webinars; Image 
Permanence Institute Series 
through February 2018.

catch

read

learn

follow

07
18JA

N

Be a Citizen Archivist! 

A 3-day conference on the  
archaeology & future of  
photography. Explore the  
practice, profession, scholar-
ship, preservation and access 
to photography’s history, 
present day expression and 
projected opportunities and 
challenges for the future. 

PhotoHistory/PhotoFuture Conference: 

April 20-22, 2018
Rochester, NY.

Help NARA  
describe photos.

https://cmoa.org/exhibition/talbot/
http://vietnamwar.nyhistory.org
https://www.sfmoma.org/exhibition/walker-evans
https://www.sfmoma.org/exhibition/walker-evans
https://www.imagepermanenceinstitute.org/process-id-webinars
https://www.imagepermanenceinstitute.org/process-id-webinars
https://www.instagram.com/rescuedfilm/
https://www.rit.edu/twc/photohistoryconference/
https://www.rit.edu/twc/photohistoryconference/
https://www.cinema.ucla.edu/blogs/archival-spaces
https://www.archives.gov/citizen-archivist/missions
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As the photography archivist at the 
Austin History Center (a position I 
held until recently) I handled a lot 
of family collections. One of the 
first donations that I received when 
I started a few years ago was an 
adorable portrait of three little kids 
riding the back of a goat cart with a 
sign on it reading “Austin BlueBonnet 
1931.” I had no idea what this might 
have been from--a parade or festival 
maybe? I kept a copy of the photo on 
my desk because I loved it so much 
but didn’t think about it too much 
more. Over the years, though, I came 
across other similar photos: a pho-
to of two kids in a cart found in the 
Becker Family papers; three Darneel 
family children pictured in a goat 
cart marked “1924”; an image of a 
boy named Harrell McFarland in what 
looks to be the same 1924 goat cart; 
and a photo of that same 1924 cart 

again with three children in it, found 
in the Bickler Family Papers. 

My interest was piqued so I began 
Googling. As best as I could deter-
mine these were not from a special 
occasion or other event but taken 
by itinerant photographers. Itiner-
ant photographers, common in the 
early 20th century, offered cheaper 
portraits than a studio photographer 
and sometimes captured more candid 
scenes. These traveling photogra-
phers ventured from town to town 
taking unplanned photos. Some spe-
cialized in documenting businesses, 
some took “man on the street” pho-
tos, some set up temporary portrait 
booths at fairs, and others, apparent-
ly, specialized in goat cart portraits. 

Using goat carts, it seemed, was a sly 
business model. Goats were in fact 
sometimes used to pull small wagons 

(sometimes called billy carts), but 
these photographers used the goats 
more for their cute factor than their 
strength. As the photographer trav-
eled through town with their goat and 
its cart, the goat would attract the 
attention of neighborhood children 
who would pose for pictures with it. 
Then the photographer would easily 
sell these adorable portraits to the 
parents. The carts often had a plaque 
with the name of the town on it, or 
maybe the year, making the photos 
into a precious keepsake. 

Goat cart photos are not unique to 
Austin or even Texas. Apparently 
itinerant photographers all across the 
country as well as in parts of Europe 
and in Australia also plied the trade 
in the 1920s and 1930s. As time went 
on, owning a camera became more 
affordable and having photos devel-
oped became easier, and itinerant 
photographers lost their market and 
the profession died out.

My research and conclusions mainly 
came from internet searches which 
brought up some Flickr collections, 
a few digitized archival items, and 
various blog posts (you can see mine 
for the Austin History Center here). 
My research hit wall, though, as itin-
erant photography in general doesn’t 
seem to be well studied, and goat-
carts even less well described. I am 
curious though if any other archivists 
know more about this fun footnote in 
photographic history?

pixels

CUTE LITTLE KIDS: GOAT CART PHOTOGRAPHS
by Nicole Davis  |  Photography & Media Archivist, Austin History Center

Fred, Louise and Max Werkenthin at 303 15th Street
PICA 37071, Austin History Center, Austin Public Library

http://library.austintexas.gov/blog-entry/cute-little-kids-goat-cart-photographs-387992
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William Osgood Field (1904-1994) is 
generally regarded as the father of 
modern glaciology in North America. 
His work in northern regions from the 
1920s through 1950s advanced sci-
entific knowledge about glaciers, and 
contributed to current understanding 
about global climate change. Most of 
Field’s career was with the American 
Geographical Society, where he was 
head of the exploration and research 
department for over two decades until 

his retirement in 1969. Throughout 
his life of travel and exploration, Field 
carried a camera at all times, and 
captured thousands of still images as 
well as hundreds of motion picture 
films. While many of his films cen-
tered on his scientific work, he was 
also fascinated by individuals and 
their everyday life. Field was an ac-
complished filmmaker with an eye for 
the beauty of landscapes, wilderness, 
and northern towns and people. 

Thanks to a grant from the National 
Film Preservation Foundation (NFPF), 
the Alaska Film Archives at University 
of Alaska Fairbanks (UAF) has recent-
ly preserved a 1935 Field film. The 
11-minute film, Alaska ‘35, documents 
the work of newly arriving Matanuska 
Colony farmers in Alaska. These farm-
ers and their families had relocated 
from the Midwest to the Matanuska 
Valley near Palmer, Alaska, as part 
of a New Deal resettlement plan. The 
colony was settled by about 200 fami-
lies seeking relief from the hardships 
of the Great Depression. Field’s film 
contains scenes of Alaska Railroad 

by Angela Schmidt  |  Film Archivist, Alaska Film Archives-University of Alaska Fairbanks

WILLIAM O. FIELD FILMS: 
PRESERVING A SCIENTIST’S VIEW 
OF NORTHERN COMMUNITIES

[top] Explorers and scientists hiking 
on a glacier in Southeast Alaska, 1926. 
William O. Field Papers, AAF-21001 (still 
image from film), Alaska Film Archives, 
University of Alaska Fairbanks. 

[left] Matanuska Valley Colony farmer 
pumping water, 1935. William O. Field 
Papers, AAF-21002 (still image from 
film), Alaska Film Archives, University  
of Alaska Fairbanks. 
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steam engines, farmers and their 
families at work and play, colonists 
building and moving into homes, and 
farm machinery ranging from horse 
drawn wagons to Caterpillar tractors 
and threshing machines. 

The Alaska and Polar Regions Collec-
tions & Archives (APRCA) at UAF holds 
the William O. Field Papers, gifted 
by Field in 1993. The 350 cubic feet 
of material covers glacier observa-
tions throughout the world as well as 
aspects of Field’s life, such as his time 
as a student at Harvard University and 
his service in the U.S. Army during 
World War II. The collection includes 
more than 50,000 feet of 35mm and 
16mm films. The Alaska Film Archives, 
a unit of APRCA, is organizing and 
cataloging these films, with the aim 
of making them widely known and 
accessible to the public. Select films 
are undergoing high definition digi-
tal preservation scanning as funding 
allows. 

Field’s early 35mm films, includ-
ing Alaska ’35, contain exceptional 
recordings of life during Alaska’s 
territorial days. Originally shot on 
flammable nitrate film stock, the black 
& white/silent films were copied to 
35mm acetate “safety” film in about 
1970. Forty-five years later, some of 
these films remain in remarkably good 
condition, while others are suffering 
various stages of decomposition. In 
order to curb or halt any further de-
composition, all films are now stored 
in a dedicated film vault, maintained 
at temperature and humidity levels 
that meet ISO (International Organiza-
tion for Standardization) recommen-
dations that are ideal for film storage.

DVD copies of Alaska ’35 are available for checkout worldwide through UAF’s Elmer E. Rasmuson Library. Clips from 
Alaska ’35 and other Field films can be viewed through a playlist on the Alaska Film Archives YouTube Channel. 

[above] Matanuska Valley Colony family, 1935. William O. Field Papers, AAF-21002  
(still image from film), Alaska Film Archives, University of Alaska Fairbanks. 

[below] Matanuska Valley Colony farmers, 1935. William O. Field Papers, AAF-21002 
(still image from film), Alaska Film Archives, University of Alaska Fairbanks.

pixels

https://www.youtube.com/playlist?list=PL6CTSbjiglPrV5fADeuMIAQorkaZOmWFp
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As Archivist for the Cambridge Histori-
cal Commission, one of my favorite 
categories of ephemera – and a  
collection that we often use in our 
social media – is advertising imag-
es of Cambridge businesses. The 
Commission is primarily a regulatory 
organization, acting as the City of 
Cambridge’s historic preservation 
agency. In addition to these regulato-
ry responsibilities, the Commission 
also possesses a strong and varied 

collection of photographs, family and 
corporate papers, maps and architec-
tural plans, and ephemera related to 
the history of Cambridge. 

Researchers at the Commission often 
seek out old photographs, maps, 
or house plans of their homes or 
neighborhoods, and while these are 
extremely helpful and necessary for 
filling in historical gaps, our collec-
tion of advertising images paints 

a timeline of Cambridge’s evolving 
industries, innovation and business-
es over the years in a way that is both 
informative, beautiful, and humorous. 
In this essay I’d like to give readers 
a brief look at some of the wonderful 
advertising images in our collection. 

Most of our full color advertising 
images are found in our Cambridge 
Ephemera Collection and Postcards 
and Stereographs Collection, both 

by Emily Gonzalez  |  Archivist, Cambridge Historical Commission, Cambridge, MA

Anthropomorphic Pigs and Squirrel Nut Zippers
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amassed by the Commission’s execu-
tive director, Charles Sullivan. One of 
my all-time favorites is a promotional 
image for the J.P. Squire Company’s 
meat packing plant [top left]. Squire, 
most successful between the 1870s 

and 1920s, once employed the 
largest number of people in East 
Cambridge, mostly new immi-
grants. Their ad’s slightly creepy 
image of a prize Squire’s pig, 
staring at you with its anthropo-
morphic expression, certainly 
grabs your attention. 

A more “standard” 19th-century 
advertisement is featured on 
a postcard from the Kennedy 
Biscuit Company in Cambridge, 
which later became the National 
Biscuit Company – known today 
as NABISCO [top right]. These 
types of advertising images 
are fairly common in both our 
postcard collection and our city 
directories. They typically fea-
ture an impressive Cambridge 
factory, sometimes with a per-
son or worker in the foreground. 
The soft colors in this postcard 
make the factory setting seem 
somewhat dreamy – appropriate 
for a postcard you might send to 

someone from out of town - compared 
to a less colorful, though still very 
detailed, ad for the American Rubber 
Company from a city directory [left]. 

As you move further along in the 
directories into the 1880s and 1890s, 
you can chart the expansion of certain 
industries and the changing trans-
portation scene in Cambridge based 
on the advertising illustrations. One 
image from 1897 [above] advertises 
both stables and bicycles, while a 
print from the 1880s employs a  
technical drawing to advertise new 
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stoves [top left]. Later ads, like the 
one for the Barta Press from a 1923 
directory, take on design features 
of the time: The snappy, bold print 
of the press office building and the 
blocky text showcases the rise of 
automobiles in the United States 
[bottom left]. 

At the turn the century, directories 
became populated with slightly 
more humorous, kitschy advertising 
images. A 1906 ad for the Lewan-
dos laundry depicts a cat washing 
and drying little chicks – like the 
Squire’s pig, a slightly disturbing 
and strange caricature, with an  

interesting visual strategy to  
generate business [bottom right]. 

The Squirrel Brand candy and nut 
company in Cambridge was also 
known for its charmingly odd ad-
vertisements. Squirrel Brand was a 
successful part of the huge candy 
factory boom in Cambridge, churn-
ing out popular candies like Squirrel 
Nut Zippers and Butter Chews. They  
specialized in more creative adver-
tisements that appealed to younger 
audiences as well, like a die cut 
from the 1930s or 40s [page 8]. 
While many of the advertisements 
from 19th century Cambridge  
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directories reflected the rapid indus-
trial boom in Cambridge, showcasing 
technological advances and busi-
nesses, by the 20th century, many  
of the advertisements we see take 
on a more jovial theme in presenting 
their businesses, as in a New  
England Confectionery Company  
ad from 1944 [above].

By the 1960s and 1970s, advertise-
ments for Cambridge businesses 
tended to move towards a more  
innovative, straightforward and  
modern look. A 1963 Polaroid ad 
shows off the new camera’s functions 
by displaying the camera photos  
in two of three vertically arranged 
circles, reflecting the influence of  
Pop Art [middle]. A local steel  
company ad from the same year  
also exhibited some of the design 
trends of the day, using a minimal-
ist style and geometric shapes to 
present their products – rolled steel 
[top right]. The geometric shapes and 
groovy minimalism of both ads very 
much reflect their time, in the same 
way that Cambridge companies in the 

19th century eagerly showed  
off the details and mechanisms  
of their furnaces and stoves  
in carefully illustrated adver-
tisements. These ads also cre-
atively presented the innova-
tions  happening in Cambridge 
at the time: for example, the 
original Polaroid Corporation 
was founded in Cambridge, 
Massachusetts, by Edwin Land 
in 1937, with significant devel-
opments in the 1960s. 

The advertisements I’ve  
highlighted here are some  
of my much-loved images from 
our directories and collections;  
it was tough choosing just a  
few. Taken as a whole, these  
images not only chart the rise 
and fall of various industries  
in Cambridge over the years,  
but also beautifully show the 
evolutions in design, color, 
printing technology and popu-
lar taste as these industries and  
our country changed.  
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Racial Types of India, 19th century. © Victoria and Albert Museum, London

by Jessica Tai  |  UCLA LIS Student

12   |  Views • Fall/Winter 2017

EVIDENCE 
NOVEL KIND

OF A



ssavms.org   |  13

B
1839: An Ideal Positivist Tool is Born 
British scientist and inventor William 
Henry Fox Talbot introduced his in-
vention of the calotype process to the 
Royal Society of England in the winter 
of 1839. As a process that captured 
negative images on light-sensitive 
paper exposed in camera, the calo-
type and the subsequent salted paper 
print became the basis for all preva-
lent photographic processes up until 
the pervasiveness of digital photog-
raphy. Talbot was quick to highlight 
photography’s ability to manifest 
direct representations of everyday 
life, dubbing his invention the “pencil 
of nature.” Talbot would often allude 
to the process as nature, “drawing 
her own picture- a peculiar rhetorical 
construct that implies an unmediated 
translation of the natural world into a 
self-generated representation, remov-
ing any notion of authorship.” Talbot 
sought to highlight the mechanical 
nature of the camera to emphasize 

photography’s departure from previ-
ously dominant modes of documenta-
tion, such as observational drawing, 
and in order to shape the perception 
of the photographic medium as 
removed from subjective influence. 
In search of a scientific method to 
capture a directly illustrative and un-
biased depiction of reality, Talbot set 
up the medium as the “ideal positivist 
tool.” 

Through Talbot’s proposal of photog-
raphy as a means to present objective 
evidence, he sought to erase the au-
thorial control that factored into the 
making of an image. At a time when 
the only means in which to present 
scientific evidence was through 
illustration, “photography’s potential 
contributions were seen as twofold: 
as a mechanical replacement for the 
draftsman’s arduous task of manually 
transcribing visual observations,  
and as a corrective for the human 
tendency toward subjective interpre-

tation.” Talbot’s alignment of pho-
tography within a positivist ideology 
was readily accepted, as it presented 
a novel and seemingly indisputable 
way in which to affirm truths or con-
firm testimonies. 

The Archivist as Honest Broker 
In the same era of photography’s in-
vention and burgeoning use, archives 
were still very much aligned with 
positivism. In a positivist notion of 
the archive, “the meanings of words 
like “archives,” “archivist,” “record,” 
and a host of others are simple, 
stable, and uncontested.” Positivism 
stems from the belief that there is an 
objective reality that can be verified 
through empirical evidence. Archives 
were therefore looked upon to house 
that evidence, with archivists taking 
on the role of their impartial custodi-
ans. As Canadian archivist and schol-
ar Terry Cook states, “the archivist is 
seen as neutral, objective, impartial, 
an honest broker between creator 

features

By paralleling positivist conceptualizations of the archive with the foundational aspirations of 19th-cen-
tury photography, we can see how the photographic medium was readily adopted in the pursuit of 
unmediated documentary evidence. This article examines the way in which power, control, and the 
myth of photography as a truth-telling medium has been used to further bury and exclude the voices of 
the marginalized within photographic archives. By drawing attention to the early use of photography in 
police records, this article illustrates how the positivist view of the medium led to the legitimization of 
pseudo-scientific beliefs of anthropometry and quickly established the power of photography to develop 
human typologies and support scientific racism. Within the same time period, photography was used as 
a colonial tool to create documentation of global cultures, asserting itself as a medium capable of exer-
cising power over and delineating the “other.” Taking cues from postmodern theory, both photography 
and archives have since been examined as socially constructed institutions, unable to escape the biases 
of their creators. The emergence of participatory archival practice, most often seen in independent com-
munity archives, allows voices of traditionally underrepresented and misrepresented communities to be 
heard through processes such as description, appraisal and arrangement. By adopting such practices, 
archivists can dismantle white supremacist ideologies that continue to be perpetuated by leaving histor-
ical narratives in place of contemporary and collaborative description.  

https://www.metmuseum.org/pubs/bulletins/1/pdf/3269075.pdf.bannered.pdf
http://nyu.edu/classes/bkg/methods/harris.pdf
http://nyu.edu/classes/bkg/methods/harris.pdf
http://nyu.edu/classes/bkg/methods/harris.pdf
http://nyu.edu/classes/bkg/methods/harris.pdf
http://rdcu.be/xXZE
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and researcher, working…without 
prejudice or afterthought.” Not unlike 
the early photographer, the archivist 
was viewed as impartial and free from 
bias, therefore unencumbered by the 
responsibility of how records were 
viewed, interpreted, or reused. Terry 
Cook and Joan Schwartz note, “ar-
chives (as records and as processes) 
still remain almost “invisible,” an un-
questioned and transparent conduit 
through which researchers approach 
or receive the past.” Therefore, 
similar to the ethos of photographic 
documentation, archives were looked 
upon to provide a portal to the past. 
This invites the questions of: for 
whom were archives created and 

maintained? Whose histories were 
being deemed valuable enough to 
preserve, and subsequently, whose 
histories were excluded? 

Evidence of a Novel Kind 
Photography’s origin is embedded 
within a culture of Eurocentrism and 
social hierarchy. Developed from 
small groups of privileged white 
males who were afforded the oppor-
tunity to be educated in the sciences 
and had the funds to experiment with 
photographic technology, photogra-
phy became positioned as a tool of 
social control. From its conception, 
Talbot was sure to emphasize photog-
raphy’s inherent evidentiary value. In 
1844, he produced the first commer-
cially published book to be illustrated 
with photographs, the Pencil of Na-
ture. In it, Talbot proposed a variety 

of uses for the medium, one of them 
drawing attention to the indexical 
nature of photography, and its subse-
quent value as a tool for legal pros-
ecution. In the book, he presents an 
image of a shelf full of china, stating, 
“Should a thief afterwards purloin 
the treasures- if the mute testimony 
of the picture were to be produced 
against him in court- it would cer-
tainly be evidence of a novel kind.” 
What Talbot’s foundational concep-
tion of photography established was 
the use of the medium as a way in 
which to exercise power. His sce-
nario of the stolen china represents 
a situation in which photography is 
utilized for safeguarding the material 

possession of privileged society. As 
American artist and theorist Allan 
Sekula notes, “bourgeois society 
depends on the systematic defense 
of property relation.” The emergence 
of the photographic medium was thus 
aligned with the needs and priorities 
of the upper class. As a way in which 
to protect and uphold their status, 
photography became a tool in which 
to reinforce the power and privilege of 
those who had access to photograph-
ic technology. 

The Colonial Camera: Photography’s 
Positioning as Tool of Power 
It is easy to delineate how, in the 
foundational aspirations of 19th-cen-
tury photography, the camera was 
readily adapted as an ultimate tool 
in the exercise of colonial power. 
Following the announcement of both 

Talbot’s calotype process and French 
photographer Louis Daguerre’s 
Daguerreotype process, men from 
Europe set off to collect visual doc-
umentation of global cultures. They 
traveled to destinations throughout 
Asia, Africa, India, and the Middle 
East. These men, swayed by the 
promise of the camera as a way to 
capture their subjects, asserted an 
“intrusive colonial gaze,” propelling 
the conception of such populations 
as “other.” What was thought of as an 
essentially positivist practice, akin to 
the collecting of artifacts within cab-
inets of curiosity, was actually laying 
the groundwork for the use of photog-
raphy as a tool to perpetuate white 
supremacist ideologies. Photogra-
phy was therefore established as a 
technology, “controlled by whites; 
able to capture, and at the same time, 
rearrange, the appearance of exotic 
environments and peoples.” Framed 
as empirical studies, the colonizing 
effect of these expeditions were 
masked by the widespread perception 
of photography as a purely objective 
practice. Coupled with the notion of 
the archive as a neutral holder of re-
cords, the placement of these images 
within photographic archives further 
buried the voices of the colonized 
under a façade of objectivity. 

The Camera As Manufacturer:  
Archives and the Creation of the 
Criminal Body 
Similar to photography’s adoption 
by colonial surveyors, the positivist 
view of the medium was leveraged 
by those engaged in anthropometric 
practice to legitimize and support 
scientific racism. The perception of 
the medium as one unfettered from 
the ties of subjectivity was ideal when 
creating representations of racialized 

Positivism stems from the belief that 
there is an objective reality that can be 
verified through empirical evidence.

http://rdcu.be/xX0A
https://www.jstor.org/stable/776511?seq=1#page_scan_tab_contents
https://www.jstor.org/stable/3600818?seq=1#page_scan_tab_contents
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bodies. Philosophy scholar Mariana 
Ortega states, “It is the “realist” 
impulse or the very indexical nature 
of photography as such that worked 
so well in conjunction with the clas-
sificatory and reifying impulses of 
nineteenth-century racial science.” 
Thus, photography readily lent itself 
to those seeking to create hierarchi-
cal classifications of the racialized 
body. Pseudoscientific practices such 
as phrenology that were previously 
dependent on drawings to illustrate 
racial difference could now employ 
photography, a medium revered for 
its ability to represent reality in a 
verifiable, material form. Therefore, 
the ability to delineate the “other” 
was simply a matter of exposing light 
to a silver sensitized photographic 
surface. Cuban-American writer and 
artist Coco Fusco notes that photogra-
phy, “As the most pervasive technolo-
gy of visualization, has served as the 
primary guarantor of race as a visual 
indicator of invisible differences.” 
The photographic image evidenced 
not only what was perceptible to the 
human eye, but gave credence to the 
invisible categorical and classifiable 
differences that scientific racism 
enforced. 

Intimately linked with the concep-
tion of the racialized body was the 
creation of the criminalized body. 
Alphonse Bertillon was a French 
criminologist whose invention of 
the Bertillonage system of criminal 

identification was similarly aided 
through the use of photography. By 
the time Bertillon invented his system 
in 1879, photography was already 
viewed as a “powerfully modern tool 
for scientific observation.” Bertillon 
took advantage of photography’s 
widespread acceptance as an objec-
tive tool of documentation in order to 
devise a controlled method of captur-
ing photographic portraits of accused 
criminals, thus creating a system that 
developed a typology of the criminal 
body. Bertillon’s system was based 
on anthropometry, or the “careful 
measurement of different human 
anatomical features…in order more 
precisely to characterize human racial 
groups.” Aided by positivist theories, 
the system was widely accepted as a 
verified scientific method and adapt-
ed into police precincts in Europe and 
the United States. The utilization of 
this process encouraged the percep-
tion that photographs were able to 
represent verifiable evidence, and 
in doing so, “defined and regulated 
social deviance.” As a consequence, 
racist pseudo-scientific practices 
such as phrenology and physiog-
nomy flourished, operating on the 
notion that photography was capa-
ble of evidencing such typologies. 
Sekula notes, “photography came to 
establish and delimit the terrain of 
the other, to define both the gener-
alized look- the typology- and the 
contingent instance of deviance and 
social pathology.” The photographic 

portrait’s role in the construction 
of the racialized body was further 
cemented, extending the power of 
the camera to further marginalize its 
subjects. Over time, the Bertillonage 
system proved unsustainable and 
was eventually replaced with the fin-
gerprinting system still in use today. 
However, archival scholar Michelle 
Caswell notes that the lingering 
influence of Bertillonage and its 
subsequent effect on the construction 
of the criminal body can be seen in 
the “prevailing culture of surveillance 
and documentation.” Although the 
system is no longer explicitly in use, 
its lasting effect is seen throughout 
police tactics and societal belief in 
the use of photography as verifiable 
evidence. 

The second half of this article will 
unpack post-positivist conceptions 
of both photography and archives 
as socially constructed institutions, 
examining questions such as: How 
do our institutions frame the relics of 
scientific racism? How do archivists 
allow voices of traditionally underrep-
resented and misrepresented com-
munities to be heard through pro-
cesses such as description, appraisal 
and arrangement? How can we adopt 
practices that dismantle white su-
premacist ideologies that continue to 
be perpetuated by leaving historical 
narratives in place of contemporary 
and collaborative description?
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new in print

“In 1967, The Museum of Modern Art presented New Documents, a landmark exhibi-
tion organized by John Szarkowski that brought together a selection of works by three 
photographers whose individual achievements signaled the artistic potential for the 
medium in the 1960s and beyond: Diane Arbus, Lee Friedlander and Garry Winogrand. 

Published in celebration of the 50th anniversary of the exhibition, Arbus Friedlander 
Winogrand features full-page reproductions of the 94 photographs included in the ex-
hibition, along with Szarkowski’s original wall text, press release, installation views and an abundance of archival 
material. Essays by curator Sarah Hermanson Meister and critic Max Kozloff, who originally reviewed the exhibi-
tion for The Nation in 1967, critically situate the exhibition and its reception, and examine its lasting influence on 
the field of photography.”

“This book is for every archivist (or archivist-in-training) who has opened a box or file cab-
inet or otherwise unearthed some carrier of moving image and sound and has wondered 
what to do. You may have not recognized the format, you may have not known if it held vid-
eo or audio, and you may have not known how to describe the item. It’s even possible that 
you did not recognize it as a carrier of moving image and sound. Most archivists encounter 
and most archives contain some form of moving image and sound material. Here’s practical 
guidance on how to preserve and make accessible the moving image and sound record, 
from the most relevant legacy formats to born-digital formats. Gorgeously designed and illustrated.”

“Newly revised histories of photography as recorded via the photobook have added enormously 
to our understanding of the medium’s culture, particularly in places that are often marginalized, 
such as Latin America and Africa. However, until now, only a handful of Chinese books have made 
it onto historians’ short lists. Yet China has a fascinating history of photobook publishing, and 
The Chinese Photobook reveals for the first time the richness and diversity of this heritage. And 
while the collection was inspired initially by Parr’s interest in propaganda books and in finding 

key works of socialist realist photography from the early days of the Communist Party and the Cultural Revolution era, 
the selection of books includes key volumes published as early as 1900, as well as contemporary volumes by emerging 
Chinese photographers.”

HISTORY 

The Chinese Photobook: From the 1900s to the Present
Edited by Martin Parr and WassinkLundgren

RETROSPECTIVE 

Arbus Friedlander Winogrand: New Documents, 1967 
By Sarah Hermanson Meister (Author, Editor) 

PRACTICE 

Moving Image and Sound Collections for Archivists 
By Anthony Cocciolo

PHOTOGRAPHY

FILM AND VIDEO

Hardcover, 160 pages - The Museum of Modern Art - March 2017 - $45. Available from: www.store.moma.org

Soft cover, 224 pages - Society of American Archivists – 2017 - $69.99 (members: $49.99). 
Available from  www.saa.archivistsorg/store

Hardcover, 448 pages – Aperture - September 2016 - $80.00. Available from www.aperture.org/shop

http://store.moma.org/books/books/arbus-friedlander-winogrand-new-documents--1967/955-955.html
https://saa.archivists.org/store/moving-image-and-sound-collections-for-archivists/5698/
https://aperture.org/shop/chinese-photobook-mid-size
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new in print

“A single, monumental mappa mundi (world map), made around 1300 for Hereford Cathedral, 
survives intact from the Middle Ages. As Marcia Kupfer reveals in her arresting new study, this 
celebrated testament to medieval learning has long been profoundly misunderstood. Features 
of the colored and gilded map that baffle modern expectations are typically dismissed as the 
product of careless execution. Kupfer argues that they should rightly be seen as part of the 
map’s encoded commentary on the nature of vision itself. Optical conceits and perspectival 
games formed part of the map’s language of vision, were central to its commission, and shaped 
its display, formal design, and allegorical fabric. These discoveries compel a sweeping revision of the artwork’s 
intellectual and art-historical genealogy, as well as its function and aesthetic significance, shedding new light on the 
impact of scientific discourses in late medieval art.”

“Unique in scope and content, this methods-based text draws on the process of creating 
a digital archive of commemorative tattoos to examine the production and mobilization of 
knowledge across communities, disciplines, and space. Bridging the gap between theory 
and practice, The Tattoo Project offers critical insights and tools for courses focused on 
research methodologies and digital humanities, and provides innovative content for those 
studying the body, visual culture, and commemoration.”   

FINE ART, PRINT & GRAPHIC ARTS

Hardcover, 240 pages - Yale University Press - October 2016 - $85.00. Available from www.yalebooks.yale.edu/

Softcover, 193 pages - Canadian Scholars Press - January 2017 - $59.95. Available from www.canadianscholars.ca

THEORY & ANALYSIS 
Art and Optics in the Hereford Map: An English Mappa Mundi, c. 1300 
By Marcia Kupfer 

CULTURE & THEORY 
The Tattoo Project: Commemorative Tattoos, Visual Culture,  
and the Digital Archive 
Edited by Deborah Davidson

EXHIBITION 

Technologies of the Image: Art in 19th-Century Iran 
Edited by David J. Roxburgh and Mary McWilliams

Hardcover,  192 pages - Harvard Art Museums - August 2017 - $50.00. Available from www.shop.harvardartmuseums.org

An exhibit catalog, this publication offers a way to explore how technologies of  image- 
making intersect with changing social contexts and cultural meanings.

“The diverse and beautiful art of Qajar Iran (1779–1925) has long been understudied and  
underappreciated. This insightful publication reassesses Qajar art, particularly its four  
principal mediums—lacquer, painting and drawing on paper, lithography, and photogra-
phy—and their intertwined development. The Qajar era saw the rise of new technologies 

and the incorporation of mass-produced items imported from Europe, Russia, and India. These cultural changes sparked 
a shift in the Iranian art world, as artists produced printed and photographic images and also used these widely dissem-
inated mediums as sources for their paintings on paper and in lacquer. The book considers Qajar art as the product of a 
rapidly changing art world in which images moved across and between media, highlighting objects that span contexts of 
production and patronage, from royal to sub-royal.”

https://yalebooks.yale.edu/book/9780300220339/art-and-optics-hereford-map
https://www.canadianscholars.ca/books/the-tattoo-project
https://shop.harvardartmuseums.org/collections/frontpage/products/technologies-of-the-image-art-in-19th-century-iran
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time-lapse

While a late July summer’s day pre-
sented itself as the perfect time to 
head out to the beach, bask lazily in 
the sun, or head on out for a summer 
vacation, the “cool kids” of the Visual 
Materials (VM) Section had better 
plans. They toured the photograph 
collection of the Oregon Historical 
Society (OHS) on the fourth day of the 
SAA 2017 Annual Meeting in Portland, 
Oregon. 

The OHS, home to the Rose City’s 
most well-known American history 
museum, graciously allowed a group 
of VM Section members to visit its 
photograph and audio-visual col-
lection at its warehouse located in 
Gresham, Oregon, a small suburb 10 
minutes east of Portland. Matthew 
Cowan, OHS’ Moving Images and 
Photography Archivist, was the VM 
Section’s tour guide, who for one 
hour gladly showed members the 
many varieties of audio-visual mate-
rials the museum owns in its grand 

collection. As successful and careful-
ly-planned as the tour was, logistical-
ly there were some twists and turns 
on the way.

The Section initially made arrange-
ments back in February 2017 to visit 
the Newspace Center for Photogra-
phy, a Portland non-profit organi-
zation specializing in photography. 
Newspace’s exhibit space, photogra-
phy classes, dark room, and library 
were the main amenities that made it 
an appealing venue for members to 
visit. However, plans came to a halt 
when Newspace announced sud-
denly that it was permanently going 
out of business on July 7th, 2017, 
just two weeks before the annual 
conference was to begin. It was a 
race against time as tour planners, 
including Kim Andersen, myself, and 
others, scrambled to come up with a 
new venue.  With quick thinking and 
e-mail call-outs for help, Kim Anders-
en contacted Matthew Cowan at OHS. 

After explaining our predicament, 
Cowan was more than happy to host 
us, despite the short notice.

Getting to the tour was tricky, but 
all part of the fun! Because the OHS 
warehouse wasn’t near to the Oregon 
Convention Center (OCC) where the 
SAA conference was held, Uber and 
Lyft drivers were used to get mem-
bers to the site in Gresham. On tour 
day, July 26th, a number of members 
including myself met in front of the 
OCC to share rides to the tour site. 
Although unconventional, sharing 
such car rides gave members a 
chance to get to know each other on a 
personal level. I remember sharing an 
Uber ride with three other VM section 
ladies who came from different parts 
of the country!

There were some 20- 25 tour attend-
ees all together upon arrival. One 
of the first highlights that Matthew 
showed us was the museum’s nitrate 

Oregon Historical Society     Photograph Collection
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film vault, which was locked behind 
a heavy metal door. Those who dared 
step inside were first met with a chilly 
waft of cold air, but we got a chance to 
see 35-mm reels of nitrates up close, 
which was truly an amazing experi-
ence for the AV archives enthusiast. 
Although it appeared that most of the 
nitrate films were well preserved, I 
could not help but detect a slight odor 
as I left the vault.

Next, Matthew led the group into the 
audio-visual archives stacks located 
in a dimly lit gigantic room, which 
housed the bulk of the OHS AV col-
lection. We saw aisles upon aisles of 
archival boxes on rows of shelves with 
catalog tags attached to them. Boxes 
contained photographs, glass plates, 
film reels, and many other AV mate-
rials.  For me, it was like walking into 

an AV archive wonderland or a Costco 
warehouse for AV archives. The rows 
of collections were so astounding to 
me. I only wished I had the whole day 
to browse such a place.

Overall, the tour was a great success! 
VM Section members not only got an 
up-close and personal tour of an AV 
archives collection, but were given a 
great opportunity to see, meet, and 
network with other VM members. 
Though it is true that OHS initially was 
not what we planned to tour in Port-
land, the experience all worked out 
beautifully in the end. I cannot wait 
to find out what the VM Section plans 
to tour next year at the 2018 Annual 
Meeting in Washington DC.  

▪  Erin Enos

time-lapse

Images courtesy of Sandra Varry [top row, left to right]:
Nitrate films in the cold storage vault.
Glass lantern slides.
Some of the many types of collection materials housed at the warehouse.
Playback equipment. [also at right].
Matthew Cowan talks to tour attendees.

Oregon Historical Society     Photograph Collection
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Sharon Mizota (SM): Why do you 
feel it is important to increase the 
library’s holdings of visual materials?

Ana Rodriguez (AR): It is important 
for library-focused collections to 
present a varied offering of resources, 
one that includes graphic and visual 
materials. Adding visual resources al-
lows libraries to expand and amplify 
the scholarly value of the institution; 
it creates intellectual avenues that 
respond to students and faculty work-
ing on a multidisciplinary platform. 
Additionally, we live in a highly visual 
world, where demands for immediate 
access to literacy and general infor-
mation, especially in digital format, 
requires results practical and effi-
cient. 

SM: What are some of the acquisi-
tions you are most proud of?

AR: In early May, I secured my first 
acquisition of visual materials with a 
substantial donation from Zoo Miami, 
the largest zoo in the state of Florida. 
This donation is comprised of photo-
graphs, slides, colorful newsletters 
dating back to the early years of the 
zoo, and ephemera. In addition to 
this magnificent gift, I have identified 
other types of graphic material in 
the collection, in the form of textual 
materials (reports and studies) dating 
back to the 1960’s and 1970’s with 
colorful and artsy cover designs. 
Miami is such a vibrant and artistic 
city, and even though these materials 
were published by the government, 
the essence and spirit of the city is 
vividly captured in these publica-
tions. I am also organizing an organic 
poster collection comprised of offset 

posters made to promote Miami-Dade 
County cultural events. 

SM: Do you have a favorite item or 
group of items from the collections? 

AR: Probably among the items in the 
Zoo Miami Collection, it’s the ingenu-
ity behind the covers of newsletters 
dating back to the late 1960s. These 
items tell the story of an era where 
analog or manual typography, illus-
tration, and graphic design where 
instrumental skills in publications.

SM: What are the main ways that 
people access the collections?

AR: Holdings of the South Florida 
Collection are accessible through the 
FIU Green Library catalog.  Half of the 
collection is cataloged following the 
Library of Congress system; the other 
half follows a local cataloging scheme 
that was implemented back when 
the collection was created during 
the 1980s. We are currently in the 
process of converting these holdings 
from local to LC cataloging records.

SM: Who are the primary audiences 
for the collections? Has interest in the 
collection increased with the acqui-
sition of more visual materials? Have 
you changed your outreach strate-
gies?

AR: FIU is part of the state’s uni-
versity system, making it the only 
public university located in the city 
of Miami. Our main focus and target 
audience is FIU students, FIU faculty, 
and the general public. It is my hope 
to progressively acquire and incor-
porate more visual materials in the 
South Florida Collection. Interest will 

by Sharon Mizota 
Visual Materials Cataloging & Access Section Chair

Ana Rodriguez is the South 
Florida Librarian for the Gov-
ernment Resources and Infor-
mation Department (GRID) at 
Florida International University 
(FIU) Green Library in Miami, 
Florida. Managing the South 
Florida Collection is a funda-
mental part of her position. 
Traditionally, the collection de-
velopment focus of the South 
Florida Collection has been on 
acquiring local governmental 
publications, including graphic 
and cartographic materials. 
Since being hired in late Feb-
ruary 2017, Ana has empha-
sized the acquisition of visual 
materials. She brings expertise 
from her work at the Instituto 
de Cultura Puertorriqueña 
(ICP) in Puerto Rico, the Jewish 
Museum of Florida, The Miami 
Herald, and the University of 
Miami Libraries. She is also 
the Senior Co-chair of SAA’s 
Latin American and Caribbean 
Cultural Heritage Archives (LAC-
CHA) section.

All images courtesy of Florida 
International University.

voices from vmcas

https://library.fiu.edu/
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eventually increase once processing and digitization of 
the Zoo Miami Collection is completed, leading the way to 
more visual materials acquisitions.

SM: Are you digitizing the collections? If so, could you 
briefly describe your digitization workflow?

 AR: At this point, Zoo Miami Collection and the Poster 
Collection are the only two on the digitization radar. I 
recently met with one of my colleagues from the library’s 
Digital Collections Center (DCC), to plan a digitization 
strategy and workflow for these two collections.  We do 
not have grant money at the moment that could help us 
hire a scanning technician or assistant to jumpstart scan-
ning, but we are exploring other local ways and methods 
to achieve this step. An internship opportunity, an inde-
pendent-study class, volunteer hours, and work-study are 
some of the activities we can employ to start scanning. 
Regarding descriptive metadata, I have already created 
spreadsheets with descriptors and values equivalent to 
Dublin Core or MODS for most of the textual materials 
(newsletters, documents). I am in the process of writ-
ing guidelines to ensure descriptive consistency of the 
photographs. Here at FIU, digital collections are housed 
in a local repository called dPanther, derived from SOBEK, 
DAMS software engineered by the University of Florida. 

SM: Have you made changes to the library’s cataloging 
practices to accommodate visual materials?

AR: Not yet, but I do have a processing plan to create 
catalog access for the Zoo Miami and Poster Collections. 
The content of the Zoo Miami Collection will follow manu-
script collection processing and organizing. The goal is to 
compose a finding aid that will be published in the catalog 
and our local repository CMS. 

SM: What are some of the challenges you face working 
with visual materials?

AR: From past and present experience, storage space 
is always a critical aspect – lack of, or just inadequate 
space. Second, are preservation initiatives for special-
ized collections that in many cases are not implemented 
widely or simply not considered an integral investment 
and crucial need in libraries. These include hiring of a 
library professional with a preservation background in 
photographs or paper, and usage and implementation of 
adequate archival storage containers (boxes, Mylar photo 
sleeves, palm binders, etc). Third, a budget or an allocat-

ed fund or grant to cover expenditure for storage contain-
ers, software or web architecture platform (DAMS or CMS), 
and hiring additional staff or student workers. Fourth, 
I would say lack of a vision or future plan for collection 
development, to create access, to make a collection grow 
and continuously expand its reach at a local, national and 
international level.  

SM: How did you become interested in visual materials? 

AR: Well, I would say from the time I was pursuing under-
graduate studies at the University of Puerto Rico at May-
aguez (1991-1995). While completing a bachelor’s degree 
in Theory of Art (basically art history), I kept very active 
in school activities dealing with art, ranging from taking 
special courses, attending exhibits in the campus gallery, 
and participating in the school’s art student association. 
From this moment on I developed an affinity to anything 
that was paper-based: printing techniques (woodcuts, lin-
ocuts, and silkscreen in particular), drawings, and black 

voices from vmcas

http://digitalcollections.fiu.edu/dcc/projects
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http://sobekrepository.org/
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& white photo development. Graphic 
design techniques and components 
such as typography, calligraphy, 
and illustration also have a stake in 
my love for the visual arts, and are 
definitely tied to the creative process 
of visual materials. Studying the work 
of master printmakers of Puerto Rico, 
such as Lorenzo Homar, Rafael Tufiño, 
and their work during the DIVEDCO 
years, was, and continues to be, an 
instrumental layer to my interest in 
visual materials. 

Besides my art history academic 
background, I have been working 
for the past 13 years in archives and 
specialized libraries. My working 
experience with visual materials is 
a bit more extensive; while living in 
Puerto Rico, I worked as assistant 
registrar with the art collections 
of the Instituto de Cultura Puertor-
riqueña (ICP), a government agency 
tasked with the preservation and 
dissemination of the island’s cultural 
heritage. During my time at the ICP, 
I worked mainly with their graphic 
prints (including works by Homar, 
Tufiño and DIVEDCO) and painting 
collections – a true Puerto Rican art 
history comprehensive course. After 
moving to Miami in 2004, I worked 
for the Jewish Museum of Florida and 
in the newsroom library of The Miami 
Herald. At the Herald, I amassed a 
great deal of experience working 
with their photographic collections. 
I also have experience working with 
rare photographic resources. I got an 
opportunity to handle and describe 
ambrotypes, albumen prints, cabinet 
cards, and stereographs while work-
ing with the Cuban collections at the 
University of Miami Libraries. In 2013, 
I took a risk. I decided to stop work-
ing full-time to pursue an MA in art 

history at the University of Florida (Go 
Gators!). I went in with the mission of 
conducting in-depth research of Latin 
American printmakers, focusing on 
Mexico and Puerto Rico. As a result, 
I wrote my master’s thesis, Dancing 
Plena with the Bishop, based on one 
linocut print created by Homar for the 
Las Plenas portfolio. 

SM: What are the main differences be-
tween your current position and your 
previous experiences as a registrar 
and in a newsroom library?

AR: I would say my level of confidence 
constitutes a remarkable change 
between the present and the past, 
followed by motivation. Thanks to the 
many job experiences I had previous 
to my hiring as the South Florida 
Librarian, I possess a strong knowl-
edge base in various librarianship 
areas such as digitization, descriptive 
metadata, research, archival work, 
and reference services. My current 
position gives me ample room to 
envision ideas, plans, and strategies 
when dealing with collection devel-
opment efforts and servicing library 
users (students, faculty, and indepen-
dent researchers), and to be creative. 

I also count on the support and trust 
of my fellow department colleagues, 
something that gives me the strength 
and motivation to keep up with my 
responsibilities. Reflecting on my 
prior experiences as a museum reg-
istrar and newsroom archivist, both 
were fantastic opportunities at the 
time, in the sense of providing me 
the experience to work with unique 
materials, but were limited by insti-
tutional constraints and budget cuts. 
Also, back then I was still too green 
in many professional aspects – too 
shy, introverted, and lacking a clear 
direction about expanding my work 
beyond preset duties.  

SM: What are your plans for further 
developing the collections? 

AR: Continue forging professional re-
lationships in and outside the bound-
aries of FIU to increase collection 
development efforts for the South 
Florida Collection; procure active dis-
semination of holdings through the 
catalog, work with faculty, and social 
media; and participate in conference 
presentations to promote scholarly 
and research value of the collection. 

http://www.mapr.org/en/museum/proa/artist/homar-lorenzo
http://www.mapr.org/en/museum/proa/artist/tufino-rafael
http://ufdc.ufl.edu/ufetd/results/?t=ana%20d.%20rodriguez
http://ufdc.ufl.edu/ufetd/results/?t=ana%20d.%20rodriguez
http://www.galeriaexodo.com/artistas/rafael_tufino/rafael_tufino_plenas/rafael_tufino_plenas.html

