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ABSTRACT 

 

Queer artists have engaged archives throughout modern and contemporary American art, 

but art historical discourse of their work has centered the writing of Jacques Derrida and 

Michel Foucault to theorize these spaces without considering archival scholarship. This 

text takes up Gabriel Martinez’s Archive series as a case study to critique archival 

selection theory and better understand how prejudice has affected the preservation of 

queer folx’s collections. Martinez’s series is situated amongst other Western artworks 

that center archival records and queer themes throughout the last century. This section 

places his artwork in dialogue with other artists for whom the archive is the subject of 

their artwork. The artworks detailed exemplify the multiplicity of ways that queer folx 

critique and interpret the histories preserved in these institutions. 

 Following this survey of art is an analysis of how archival records are selected for 

preservation and the inherent subjectivity of this task. Pedagogical writing on archival 

selection by Frank Boles, Richard Cox, and James O’Toole are consulted to better 

understand how archivists working in the field are taught to handle this type of work. 

Most of their writing is focused on traditional archives and fails to articulate the 

challenges facing counterarchives, spaces formed to compensate for the erasure of queer 

persons in traditional institutions. This review of archival scholarship ends with a critique 

of how queer counterarchives have fallen short of their inclusive aims. 

The final section of this text is dedicated to a close study of Martinez’s Archive 

series. His photographs document the Harry R. Eberlin photograph collection and the 

John J. Wilcox, Jr. Archives in Philadelphia. The historical context of the Eberlin  
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collection and the founding of its host repository are presented in conjunction with 

Archive series because Martinez’s compositions are inseparable from these histories. 

Philadelphia queer culture in the 1970s and 1980s is revealed through the retelling of 

these histories and by examining who was visualized in the images themselves. These 

images of bars and events simultaneously reveal the gender and racial disparity of 

patronage within these spaces and exemplify long-standing tensions in the city’s queer 

spaces. Lastly, this text posits a practice called “pseudo-processing” where artists 

document and preserve facsimiles of archival records to question the divisions of archival 

labor from that of an artist performing comparable tasks.  
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CHAPTER 1 

INTRODUCTION 

 
Archives are the subject of artwork and art historical scholarship, but how does archival 

discourse dictate what materials are accessible for study? Gabriel Martinez manipulates 

and reproduces archival records in his Archive series in a manner that demands critical 

analysis of the narratives preserved in archival collections, the pedagogy that informed 

the selection and preservation of them, the opportunities present in art that engages 

archival institutions, and more broadly, the relationship of archival and art historical 

scholarship. Previous archival scholarship has troubled the subject of erasure, but not 

through a queer1 lens nor has it been in dialogue with art history. This text will consult 

research in the archival realm as well as the art historical record to situate Martinez’s 

work within a history of artwork that engages archives, their repositories, and queer 

themes. Artists and scholars often frame these spaces as intangible entities that make 

archival labor invisible. What this point of view fails to recognize is the number of daily 

decisions that archivists must make.  

Archival scholarship has examined the theories informing selection of materials, 

but it has seldom been considered within the context of art exhibition, art historical 

research, or artistic practice. With Out of the Closet, Into the Archives Amy L. Stone and 

Jaime Cantrell take the conventions of archival theory to task by critiquing the 

shortcomings of antiquated and medicalized subject headings mandated by the Library of 

Congress, the obscure language that has been used to describe queerness in libraries and  

                                                
1 “Queer” is used throughout my writing as an umbrella term that includes all non-heterosexual 

sexualities within the LGBTQIA+ community, but does not assume the people referred to identify this way. 
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archives, as well as the lack of accessibility to these spaces for trans*2 folx3. Apart from 

the aforementioned book, dominant archival scholarship has generalized the impacts of 

such failings on marginalized communities regardless of ability, age, class, gender, 

sexuality, religion, etc. I intend my original contribution to be a critique of current 

archival scholarship and pedagogy for the ways in which queer folx have been excluded 

from traditional archives and to comment on the subsequent impacts of this oversight on 

art historical research and public memory. I will not linger on the lapses of explicitly 

queer records in archival collections because this falls into the realm of a queer 

pessimism. Instead, I will highlight the proactive intervention of artists, like Martinez, 

who use archival materials in their artwork to increase the visibility, accessibility, and 

preservation of said materials. 

I first began thinking about this research when I visited the exhibition A More 

Perfect Union? Power, Sex and Race in the Representation of Couples at the Woodmere 

Museum. This is where I saw Gabriel Martinez’s Archive series of photographs. I had 

been a volunteer at the John J. Wilcox, Jr. Archives (JJWJA) for about a year and 

recognized the name when I read the wall text. The next time I volunteered there, I 

inquired about the Harry R. Eberlin collection, the images featured in Martinez’s Archive,  

  
                                                

2 Trans* is inclusive of whoever identifies as such and does not exclude nonbinary, two-spirit, 
gender non-conforming, nor agender folx. The expansive nature of the word “trans*” was employed by 
Kris Grey and Jennie Klein in an inclusive way similar to my use of the word “queer.” A(nne) Finn Enke 
wrote, “It is possible that the asterisk in Trans* functions as a truncation symbol the way that putting an 
asterisk after a word or fragment works in many library search systems. The tension here is that we cannot 
be claiming to signal literally all possible things that could follow Trans-:...” Kris Grey and Jennie Klein, 
“Trans*feminism: Fragmenting and Re-reading the History of Art Through a Trans* Perspective,” in 
Otherwise: Imagining Queer Feminist Art Histories, edited by Amelia Jones and Erin Silver, 320-330 
(Manchester: Manchester University Press, 2016), 320. 

 
3 “Folx” is a gender-inclusive term for referring to a collective group of persons that is not limited 

to the gender binary. Its use is similar to the term “Latinx.” 
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and began to study them further. I soon met with Martinez to discuss our mutual interest 

in preserving and exhibiting queer history to younger generations of queer folx. Upon my 

first studio visit, I noticed his frequent turn to archival material as a point of reference for 

his artwork. This manifested in Archive series as the documentation of photographs from 

an archive. In another, he reproduced gay bar advertisements and erotic illustrations from 

archival collections in a playful series of drawings called Untitled. His installation 

Perpetual Care referenced personal ads taken from gay newspapers that were wrapped in 

denim and sanded down to reveal the text below—a reference to a tradition of the 1970s 

and 1980s where gay men would sand down their jeans in order to emphasize their 

genitals. I found his use of archival records as a medium to be a curious one.  

When Martinez photographed the Eberlin collection, the records were not yet 

organized nor described, in fact they were curled and in need of conservation to inhibit 

further aging. Yet today, the collection is in the final steps of organization and 

description, and I have been digitizing the collection hopes that they will be uploaded to 

the JJWJA’s digital collections. I believe that Martinez’s artwork, specifically his Archive 

series, offers a prime opportunity for a case study of a physical collection that was 

pseudo-processed and subsequently made accessible as a work of art that has been shown 

in spaces like the Woodmere. Visitors who saw Archive in the museum gained access to 

these photographs before they were conserved and organized for research in the archive 

itself. I began to wonder about the collections that have been lost with time given the 

precarity facing small organizations like JJWJA who preserve their collections amid 

diverse socio-economic barriers.  
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My research has focused heavily on archival theory to better understand why 

archivists preserve the records of some individuals over others. I have looked to authors 

like Frank Boles, Richard J. Cox, and James O’Toole for these purposes. Amy L. Stone 

and Jaime Cantrell assembled an anthology referenced throughout this text that troubled 

the intricacies of preserving the collective memory of queer folx. They called into 

question the way “counterarchives or community based archives” affect public memory 

in the queer community.4 The term “counterarchives,” rather than “community based 

archives,” will be used continuously throughout my writing to avoid the assumption that 

the full extent of any community can be documented in an institution. I will frame JJWJA 

as a counterarchive to distinguish it from a traditional archive, like a university archive, 

the archive of a company, or a state archive. This language emphasizes the specificities 

that must be considered when analyzing the archives of marginalized communities. 

The theories surrounding archival selection and the history of professional 

training of archivists has been vital for me to understand how institutional biases have 

hidden and excluded queer narratives from their repositories. There is a persistent shroud 

of uncertainty or coded language about how queer sexuality is catalogued in larger 

libraries and archives that is perpetuated by inconsistent and antiquated cataloging 

standards. Cataloging has suppressed queer histories to varying degrees just as social 

injustices inhibit marginalized communities outside the archive. It comes as no surprise 

that there is a lack of diversity represented in queer archives when it comes to trans* folx 

and people of color. This is readily apparent in the Eberlin photographs collection. What I  

                                                
4 Amy L. Stone and Jaime Cantrell, “Introduction: Something Queer at the Archive,” in Out of the 

Closet, Into the Archives, edited by Amy L. Stone and Jaime Cantrell, 1-22 (Albany: State University of 
New York Press, 2015), 7. 
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want to better understand is: how has archival instruction informed the selection of the 

records that are then made available for researchers to critique in their scholarship? 

Chapter 2 will examine the relationship of archives and art history in the twentieth 

and twenty-first centuries to outline ways in which artists have engaged with archival 

content and queer subject matter. Gabriel Martinez’s focus on archival records as the 

subject of his artwork is not an isolated event. This chapter will provide context of 

artwork similar to Martinez’s that have already received scholarly attention, such as 

Hannah Höch’s Album (1933), Andy Warhol’s Time Capsule (1973-1974), Zoe 

Leonard’s The Fae Richards Photo Archives (1993-1996), fierce pussy’s Let’s Face It 

We’re All Queer (2009), and MOTHA’s Consciousness Razing (2018-2019).  

Chapter 3 will review archival selection theory to understand how collections 

enter an archive. This process is inherently subjective and selection practices have 

historically underserved marginalized communities in traditional archive spaces. 

Archives that specialize in queer records often exist outside of the predominant 

repositories across the United States and I will detail why these spaces are best defined as 

counterarchives. This section will showcase the archival theory through a queer lens that 

considers contemporary queer theory regarding archives.  

I will examine Martinez’s Archive series more closely in chapter 4 with a brief 

visual analysis to outline the use of archival materials and queer themes throughout the 

work. His series is inseparable from the Harry R. Eberlin photograph collection stored at 

JJWJA. The Eberlin collection visualizes Philadelphia’s queer community from the 

1970s through the 1980s and exemplifies some of the socio-economic tensions that 

continue to plague the city today. The final chapter will also trouble Martinez as an active  
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agent of what I call “pseudo-processing” because it does not assume the archival standard 

of processing. Instead, it is another means of increasing access to archival records that in 

the case of Martinez’s Archive meets the technical definition of “archival processing” and 

in my opinion offers the potential for future symbiotic relationships between artists and 

archives. 
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CHAPTER 2 

THE ARCHIVE IN ART HISTORY 

 
Artists have engaged in institutional critique and explored the archives throughout the 

twentieth century. Queer artists have shown a similar interest that has gained momentum 

in the twenty-first century. Scholars on the subject have noted a particular trend among 

contemporary queer artists who employ historic materials as the subject of their artwork. 

Greg Youmans posited that the “new queer archival impulse” mines inspiration from the 

collective and utopian projects of 1970s feminism to reimagine a more racially and 

gender inclusive society. This drive juxtaposes the past with the power dynamics of the 

present to best inform a future model of equity for all persons.5 Youmans’ articulation of 

this fact, however true it may be, fails to reflect upon the diverse ways in which artists 

have implemented archival materials to trouble queer subjectivity in the twentieth and 

twenty-first centuries.  

It goes without saying that artwork of this nature is not homogenous. The moniker 

“queer" is an inherently fluid term that evades any one meaning and provides the 

identifying individual the agency to define the term for themselves. Similarly, artwork 

featuring archival records and queer subject matter manifests in a multiplicity of forms, 

media, scopes, intents, etc. This chapter surveys the various ways that artists have utilized 

archives to tackle queer themes in art. This survey will review existing art historical 

discourse in order to situate Gabriel Martinez among his artistic contemporaries. 

 
                                                

5 Greg Youmans, “Elsa Gidlow’s Garden: Plants, Archives, and Queer History,” in Out of the 
Closet, Into the Archives, edited by Amy L.Stone and Jaime Cantrell, 99-123 (Albany: State University of 
New York Press, 2015), 105. 
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Defining the Archive 

Contemporary art historical scholarship has been fascinated with archives and their role 

in history making. Jacques Derrida and Michel Foucault stand today as the forefathers of 

the most prominent theories on archives in art. Renowned writer Michel Foucault 

analyzed archives for “The Historical a priori and the Archive” in his book L'archéologie 

du savoir published in 1969, later translated to English as The Archaeology of 

Knowledge. He understood that archives possess a system of rules for organizing the 

multiplicity of statements they contain and that it is impossible to exhaustively describe 

society as a whole. Instead, their stories emerge in fragments. Foucault calls research in 

archives “archaeology” because when researchers find something that was “already-said” 

in the past, they must contextualize it among other pieces of that history, and are left to 

question why it exists today.6 His critique of archives is grounded in a physical space 

with rules that guide the operations within them, although he is more inclined to explore 

the implications of these decisions rather than expound upon the guidelines themselves. 

Jacques Derrida’s Archive Fever - A Freudian Impression is widely cited in 

critical theory focused on archives. His description of the archive is framed as a Freud-

inspired “psychoanalytic archive” of memory. Derrida used the term “archivology” to 

describe an interdisciplinary study of archives that centered psychoanalysis and the 

economy of memory. He contextualized the science of archives as a theory of 

institutionalization that inscribes archival records in history by simply preserving the 

materials on their shelves—as if to say, “This object has been preserved for the future,  

           
                                                

6 Michel Foucault, “The Historical a priori and the Archive,” in The Archive (London: 
Whitechapel Gallery Ventures Limited; Cambridge, MA: The MIT Press, 2006), 29. 
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therefore it is important.” Derrida went on to assert that the archivist’s control over 

what’s deemed significant is a form of political authority that perpetuates the power 

imbalance of those whose records are thought to be worthy of preservation and the 

erasure of those who are not.7  

Archive Fever put distance between critical discourse on archives and the 

operations of these institutions in favor of discussing how archives preserve 

transgenerational trauma and the intangible remnants of history. I do not deny the 

importance of Derrida’s text for archival scholarship. In fact, Archive Fever laid the 

foundation for Ann Cvetkovich’s writing on memory and trauma that are vital for other 

chapters of my research. Still, the term “archive” has grown ambiguous as a direct result 

of the distance Derrida created in Archive Fever so that the term can signify anything 

from an artist’s body of work to a stockpile of ideas. 

My analysis is focused on art that grapples with physical collections and archival 

repositories. Speaking about archives as an idea or incorporeal entity contributes to the 

invisibility of archival labor, much like the erasure of emotional labor and domestic 

work. This also ignores the professional practices of an archivist and the bureaucratic, 

financial, and spatial determinants that inform the preservation of archival records on a 

daily basis. To start, the term “archive” must be defined. Encyclopedia Universalis stated 

that, “archives are constituted by the set of documents that result from the activity of an 

institution or of a physical or moral person.”8 The Encyclopedia Britannica wrote: 

                                                
7 Jacques Derrida, Archive Fever - A Freudian Impression (Chicago: University of Chicago Press, 

1996). 
 
8 Paul Ricoeur, “Archives, Documents, Traces,” in The Archive (London: Whitechapel Gallery 

Ventures Limited; Cambridge, MA: The MIT Press, 2006), 66. 
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...The term archives designates the organized body of records produced or 
received by a public, semi-public, institutional, business or private entity in 
the transaction of its affairs and preserved by it, its successors or authorized 
repository through extension of its original meaning as the repository for 
such materials.9  
 

A contemporary definition of the term issued by the International Council on Archives in 

2010, adapted by UNESCO in 2011, stated that: 

 
Archives record decisions, actions and memories. Archives are a unique and 
irreplaceable heritage passed from one generation to another… They are 
authoritative sources of information… [that] play an essential role in the 
development of societies by safeguarding and contributing to individual and 
community memory. Open access to archives enriches our knowledge of 
human society, promotes democracy, protects citizens’ rights and enhances 
the quality of life.10 
 

The overarching principles of these definitions state that archives are a space where 

documents or records are organized, that the repository is related to an entity or 

institution, and that the space serves as a site for preservation. There is a constant 

physicality and tangible nature to these descriptions that cannot be overlooked. In 

accordance with this sentiment, all of the artworks scrutinized here are related to an 

archives space or collection in some way. 

I want to briefly comment on some recent exhibitions and relevant writing in art 

history. Curator Okwui Enwezor organized a substantial art show called Archive Fever: 

Uses of the Document in Contemporary Art at the International Center of Photography in 

2008. Enwezor noted in the catalog that the traditional notion of an archive was a dark,  

 

                                                
9 Ricoeur, “Archives, Documents, Traces,” 66. 
 
10 Aaron H. Devor And Lara Wilson, “Putting Trans* History on the Shelves: The Transgender 

Archives at the University of Victoria, Canada,” in Out of the Closet, Into the Archives, edited by Amy 
L.Stone and Jaime Cantrell, 255-267 (Albany: State University of New York Press, 2015), 255. 
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musty, unchanging space for storing historic artifacts. He was interested in showcasing 

the artist as an active agent in the development of memory and the archive as a location 

for remembering.11 This show was focused on art that interacted with archives in some 

way. Enwezor’s writing in the catalog provided insight into ways artists have undertaken 

archival records in the contemporary moment. Archive Fever featured some queer work, 

but by-and-large the various ways in which queer artists have interacted with archives has 

not been scrutinized sufficiently.  

Art historian Alphesh Kantilal Patel studies queerness, race, and transnationalism. 

He questioned how archives “shape and reshape” art history as a discipline.12 Meanwhile 

in the same anthology, A.L. Steiner outlined how the field of art history has been slower 

than other humanities to adopt queer and feminist topics since the 1980s—this might also 

explain why archives in queer art has not been fully broached.13 Even when queer 

subjectivity has been studied in art history it does not guarantee that it will be inclusive of 

femmes and women, let alone queer people of color of all genders, given the art world’s 

“investment in masculinist-identified securities” and the issues of “nepotism, cronyism, 

[and] alliances” in the community which is saturated with wealthy white cis14 men.15  

                                                
11 Okwui Enwezor, Archive Fever - Uses of the Document in Contemporary Art (New York, N.Y.: 

International Center of Photography; Göttingen: Steidl Publishers, 2008), 11-47. 
 
12 Alpesh Kantilal Patel, “Thinking Archivally: Curating WOMEN我們,” in Otherwise: Imagining 

Queer Feminist Art Histories, edited by Amelia Jones and Erin Silver, 256-275 (Manchester: Manchester 
University Press, 2016), 256. 

 
13 Amelia Jones in dialogue with Cheri Gaulke, A.L. Steiner and Terry Wolverton, “Dyke Talk, or 

‘Political Lesbianism’ and Queer Feminist Art (History),” in Otherwise: Imagining Queer Feminist Art 
Histories, edited by Amelia Jones and Erin Silver, 160-174 (Manchester: Manchester University Press, 
2016), 164. 

 
14 Cis, an abbreviation of cisgender, is someone whose gender matches their sex assigned at birth. 
 
15 Jones, “Dyke Talk,” 164. 
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Tirza True Latimer also affirmed that there is a trend of twenty-first century queer artists 

who gravitate toward the historical record for inspiration.16 

 
Intersections of Art, Archives, and Queerness 

Rather than belabor what is or isn’t queer or archival, it is more beneficial to present 

artworks troubling queer subjectivity and archival media in dialogue with one another. 

This research is not exclusive to contemporary artists and extends to queer artworks as far 

back as Hannah Höch’s Album (1933). Sometimes called Media Scrap Book or 

Sammelalbum, Höch’s collaged photographs of flora, animals, and humanity cut from 

German magazines and newspapers that were organized in an archival manner.17 Certain 

pages feature an overt eroticism where photographs of nude women were arranged so that 

they gaze at and gesture toward one another across the pages in a manner that suggests a 

homoerotic sensibility. The photographs themselves are not sexualized, but the way Höch 

laid out Album transformed them into erotic compositions.  

She once said, “I collect everything that seems of value or might eventually be 

needed—doesn’t everybody?”18 She either saw these collages as important or saw them 

as ahead of her time. Regardless, Höch saw the value in indexing the images included in 

Album. Her practice of preservation is a common theme throughout contemporary art so 

it is worth acknowledging that the ensuing artwork does not exist in a vacuum. Although  

 
                                                

16 Tirza True Latimer, “Improper Objects: Performing Queer/Feminist Art/History,” in Otherwise: 
Imagining Queer Feminist Art Histories, edited by Amelia Jones and Erin Silver, 93-109 (Manchester: 
Manchester University Press, 2016), 101. 

 
17 Benjamin H. D. Buchloh, “Gerhard Richter’s Atlas: the Anomic Archive,” in The Archive 

(London: Whitechapel Gallery Ventures Limited; Cambridge, MA: The MIT Press, 2006), 86. 
 
18 Hannah Höch, Hannah Höch: Album (Ostfildern: Hatje Cantz, 2004), 1. 
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Album is within the scope of this text, it demands an exhaustive vetting for its racist and 

xenophobic depictions of people of color. I will not elaborate further because there has 

been sufficient scholarship written about Höch’s career that better serve her oeuvre.19 

Another example of an artist preserving objects for future study is Andy Warhol’s 

Time Capsules (1974-1987) where he selected and boxed up Post-Fordist artifacts from 

his daily life for future study and analysis. He habitually kept a box by his desk that he 

called a Time Capsule “in progress” until he requested an assistant tape it shut and date 

the exterior surface to complete the object. These boxes were largely unknown prior to 

1987 and gained greater scrutiny following their transfer to the archives at the then newly 

founded Andy Warhol Museum in 1994. They were supposed to encapsulate the zeitgeist 

of the moment when they were packaged and were intended for subsequent generations 

to observe. Today they endure as biographical and historical insights into Warhol’s life 

and the communities he circulated in.20  

Trevor Fairbrother wrote about his collecting that, “This ‘stuff’ both constitutes a 

travelogue about Warhol’s contributions to an uproarious chapter in the history of art and 

sheds light on his private life as [a] gay man.”21 Much like any collection of personal 

papers there is a certain extent of the creator’s life that we are able to glean from it.  

       

                                                
19 See Hannah Höch: Album, compiled by the artist, for a reproduction of Album and commentary 

specific to this collage project from scholars of her artwork. For more general insights into Höch’s career 
and other artworks, look to: Maud Lavin, Cut with the kitchen knife: the Weimar photomontages of Hannah 
Höch (New Haven: Yale University Press, 1993); and Dawn Ades, Emily Butler, and Daniel F. Herrmann, 
Hannah Höch (New York: Prestel, 2014). 

 
20 Andy Warhol, Andy Warhol’s Time Capsule 21 (Cologne: Dumont Literatur und Kunst Verlag, 

2003), 11-15. 
 
21 Trevor Fairbrother, “Picture Portraits: Miss Warhol Knows What the Client Wants,”in Andy 
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Perhaps the contents of his Time Capsules are a facade or maybe they are genuine. 

Jessica Beck asserted that these boxes of ephemera created a false sense of intimacy with 

Warhol through his recording of the unremarkable aspects of his life.22 Viewers gain 

insight into his personal belongings, detritus, and mundane junk that was boxed up by the 

artist for you, the viewer. Warhol’s projected persona was controlled and manicured to 

his own liking so the veracity of the artist’s projected character is questionable. 

Regardless of the intent behind their making, Time Capsules are a robust collection of 

various materials. Researchers can sift through the, “569 standard-sized cardboard boxes, 

40 filing cabinet drawers, and a large steamer trunk,” of materials Warhol preserved at 

the Andy Warhol Museum in Pittsburgh.23 Interested parties need only apply to research 

at the museum due to high demands, limiting the accessibility to this collection, but this 

practice is not uncommon when visiting archives for research. The grandiosity of Time 

Capsules collection generated an allure that anyone could handle artifacts from the 

artist’s life perhaps that is part of their appeal. 

Artists like Höch and Warhol obscured their sexuality by means of semi-legible 

markers within their artwork, not unlike Fred Wilson’s An Invisible Life: A View into the 

World of a 120-Year-Old Man (1993). For this exhibition, Wilson occupied the historic 

Haas-Lillienthal House in San Francisco to illuminate the life of inhabitant Baldwin 

Antinous Stein with subtle nods toward his closeted sexuality, like a red tie or homoerotic 

artwork, but this fact was never explicitly addressed. The painted lady building in Nob  
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Hill suggested that the inhabitant was an upper-middle-class African American 

homosexual living “an invisible life” that was only understood through the details like 

portraits of queer authors James Baldwin and Gertrude Stein, or of the emperor Hadrian’s 

lover, Antinous.24 Not only are they iconic queer figures, but they also served as the 

inspiration for the name of Wilson’s fictional character, Baldwin Antinous Stein. Wilson 

told me in an interview, “If you know, you would know what this was about,” in regard 

to Stein’s queerness. The artist’s interest in the coded and obscured nature of queer 

sexualities in twentieth-century history is a common theme throughout the early artworks 

reviewed in this text. 

Docents led visitors on a tour of An Invisible Life beginning on the first floor 

living room where a man’s voice whispered, “Am I alone? Is it only me? Is there no one 

else?” The second floor featured photographs and sculptures of sailors, athletes, and men 

of assorted backgrounds. Perhaps the most obvious nod toward homosexuality in the 

installation was a closet that would sporadically reveal a pair of eyes gazing back at 

viewers from inside the closet.25 The docents were a vital part of disseminating Stein’s 

life story, even if they were not explicit about his sexuality. In his usual fashion, Wilson 

led a tour of his own unbeknownst to the audience. This project was aimed at critiquing 

the ways in which objects are organized and described in an archive and in turn the ways 

that they alter our understanding of history. More broadly, he tackled issues of queer  
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erasure in traditionally conservative space like a historical society. He did this because 

these spaces often shied away from acknowledging race and queer identity out of fear of 

backlash from religious and conservative groups. He elaborated, “I don’t want to be 

creating the narrative. I want the narrative to come from [the host institution]. It’s a 

narrative that they’re not dealing with…”26 

Stein’s fictional life and sexuality was revealed at the end of the exhibition so that 

visitors were left to carry the weight of the “secret” that was previously withheld from 

them. Do viewers perpetuate the homophobic erasure of the subject’s complex identity or 

do they go on to question representations of queerness and race in the museum in the 

future?27 An Invisible Life was recreated in 1996 for the Three Rivers Arts Festival in 

Pittsburgh at the local Knights of Columbus, a Catholic fraternal service organization, in 

an act of ironic cynicism regarding the Catholic Church’s view of homosexuality. Both 

iterations of the project critiqued the audiences’ passivity and their blind acceptance of a 

museum’s authority.28 

 The imagined queer person in Wilson’s An Invisible Life has been likened by 

Jennifer González to the fictional character in Cheryl Dunye’s The Watermelon Woman 

(1996).29 The film is a mockumentary that traces the filmmaker’s research into the 

fictional queer Hollywood “mammy” named Fae Richards. Her existence was evidenced  
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by Zoe Leonard’s deceiving arsenal of “historic” photographs that visualized the actor’s 

life, better known as The Fae Richards Photo Archive (1993-1996).30 Catherine Lord 

called The Watermelon Woman a Dunyementary that, “is a hybrid of narrative, 

documentary, comedy, and autobiography.” The protagonist is Dunye as herself living in 

Philadelphia and working at a video rental store where she has access to a plethora of 

early Hollywood films. In her desperate search for the subject of her next film, Dunye 

stumbles across the work of “the Watermelon Woman.” The Watermelon Woman was her 

first feature film and received $30,500 from the NEA. The federal funding led to  

Congressional debate over the film’s depiction of lesbian sex between an interracial 

couple.31 

Her investigations into the actor’s real name takes Dunye to a parody of the Free 

Library of Philadelphia that turns up nothing but a patronizing white man telling her the 

little information she already knew. It was not until she interviewed her mother about 

“the Watermelon Woman” that Dunye learned Fae Richards’ true name. She also had 

difficulty researching at space modelled after the Lesbian Herstory Archives (LHA), 

called the Center for Lesbian Information and Technology (CLIT), where she is faced 

with arguably the most overt disrespect of queer women of color when the archivist 

dumps multiple boxes of materials on the table with little respect for their physical 

integrity.32 The racial prejudices of historic preservation that inhibited her research  
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became most apparent when she was only able to find information about Richards’ white 

lover Martha Page. Dunye’s satire of how white men take up space and undermine the 

histories of queer women of color in archives and libraries expands upon Wilson’s 

contemporaneous critiques of race and sexuality in conservative historic institutions. The 

lighthearted nature of this Dunyementary eased discussions of inequality on the basis of 

gender, race, and sexuality and was a unique departure from the shortcomings of Höch’s 

and Warhol’s earlier artworks. 

The interracial lesbian couple Dunye created was featured frequently throughout 

The Fae Richards Photo Archives by Zoe Leonard. This misleading archive was created 

as a visual ethnography of an imagined queer black woman’s life who was never 

provided the agency to exist in the same capacity of her white counterparts who were 

preserved and highlighted in archives. To use the words of Enwezor, artwork like 

Leonard’s used, “images as materials of cultural transaction” to pinpoint the gaps in 

representation of marginalized folx in the historic record. Her photo cache is 

representative of lost and forgotten stories. Leonard worked in collaboration with Dunye 

to stage the seventy-eight images and they wrote typed captions for each image to affirm 

their importance and validity.33 The attention to detail in this series, from the various 

printing techniques employed to the artificial wear of the photo objects, stand out because 

it fools the viewer into believing that Richards could have been a real person. Elisabeth 

Lebovici noted the specificity of printing processes used to suggest an aged quality to the 

photographs and gave the faux-archive credibility. This left viewers to question the  
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sexual and racial politics as it manifests in discrimination and erasure rather than detest 

the collection’s integrity.34 

Throughout The Watermelon Woman, Dunye sought to memorialize Fae Richards 

and to shed light on this otherwise overlooked woman. Leonard and Dunye staged their 

archive as evidence of the countless queer women of color who have been ignored across 

all cultural sectors. Scholars have likened this photo archive to Leonard’s installation 

Strange Fruit (1992-1997) created in honor of her dear friend and artist David 

Wojnarowicz who died of complications related to AIDS in 1992. This is because both 

paid tribute to and honored someone’s legacy. In fact, the aforementioned artworks by 

Höch, Warhol, Wilson, Dunye, and Leonard memorialize a person who had been lost due 

to ignorance and bigotry, whether said person was fictional or not. 

There are other examples of queer artworks that pay homage to people such as the 

exhibition AIDS: A LIVING ARCHIVE by Jean Carlomusto and Jane Rossett at The 

Museum of the City of New York in 2001. It was a multimedia installation of votive 

candles dedicated to AIDS activists that were set against a projection screen altar. A brief 

video portrait of the activist would play when a button in front of the candle was pressed 

while a recording “Let There Be Light” was sung a cappella. The archive Carlomusto 

and Rossett assembled included video of activists and preserved their presence in AIDS 

activism for future generations. Ann Cvetkovich contextualized artworks like these as 

trauma archives that used, “archival material in a way that doesn’t simply overwhelm or  
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numb the observer.” 35 A similar exhibition titled Fever in the Archive: AIDS Activist 

Video specifically referenced the Royal S. Marks Collection of AIDS Activist Videotapes 

that were made public for their exhibition at the Guggenheim Museum in 2000. The show 

included eight video programs covering “collective action, safe sex, drug use, women and 

AIDS, and organizing in communities of color.” Responses to Fever in the Archive were 

mixed. Douglas Crimp and Alex Juhasz spoke with a sense of ambivalence because it 

brought up the loss they experienced and put them back in that headspace.36 These AIDS-

related memorials found power in the preservation of their stories in an archive. They 

either made use of the resources available in them or augmented them to include activist 

legacies who were otherwise absent. 

Cruising the Archive: Queer Art and Culture in Los Angeles, 1945-1980 at ONE 

National Gay & Lesbian Archives from 2011-2012 was not a memorial but it was one of 

the most significant exhibitions in recent history that directly addressed the topics of my 

research. It was organized by David Frantz and Mia Locks and featured artworks from 

ONE Archives at the University of Southern California primarily from Los Angeles 

artists between 1945 and 1980 to showcase foundational moments in LGBTQIA+ 

history.37 There has already been plenty of attention given to this show, including ample 

critiques of ONE Archives for how it disproportionately preserves materials from gay 

white cis men. Perhaps the exhibition visualized this unfortunate reality inadvertently.  
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Ann Cvetkovich is best known for her writing on affective history in An Archive 

of Feelings and wrote an essay included in the exhibition catalog where she claimed that 

the suppression of queer history in archives served as the catalyst for a Derrida-inspired 

“archive fever.” This fever instilled in artists a critically regarding the collections that 

inform public history and the variety of atypical materials that reflect queer existence.38 

She, “[discussed] a number of relatively young lesbian and queer artists who are likewise 

‘delving into the archives with a passion for activism and utopian dreams that predate 

them’—among these are Onya Hogan-Finley, Allyson Mitchell, and Ulrike Müller.”39 

Exploring these topics is not new, but there has been a revitalized interest and forceful 

momentum behind young queer artists to centralize archives as the subject of their 

artwork, even if this was beyond the purview of Cruising the Archive. 

Artist Catherine Lord was involved in Cruising the Archive and commented that 

the closed stacks of ONE Archives felt like a barrier because it limited the public’s access 

to the materials. Her series Lecture was on display for the show where she photographed 

and reproduced two hundred dedication pages selected from the books in ONE’s 

repository. Lord paired photographs of book covers and their dedications as an intimate 

exchange reflective of the labor of writing a book and the love behind their inscriptions. 

The dedications themselves are irrevocable because they are duplicated with each edition  
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of the text and committed again to readers. She preferred photos to scans of them because 

they convey the volume of the typeface and the book cover texture.40 

Lord made it a point to emphasize that while researching this series she noted a 

dominance of men and the erasure of lesbians in the archive, something common in queer 

archives.41 Her writing on Lecture encapsulated her interest in the archive best: 

 
Gray acid-free boxes on metal shelves in climate-controlled vaults lift my 
spirits. I am a fool for the miscellaneous, restricted, and in process. To 
indulge my fetishes, I have put on white gloves. I photograph paper. I 
photograph in all sorts of archives, any archive will do, but I prefer 
impossible archives, specialized archives, endangered archives, archives 
only I recognize as archives, among them queer archives. I photograph the 
bulletin boards of the archivists who organize paper. I go to extremes. On 
the desktop of my computer there are folders labeled list, limbs, check 
marks, erasures, mistakes, colors, sums, and rot.42 
 

Lord obsessed over the physical archive and the work of the archivist just as much as the 

romanticism of a book’s dedication page. She went on to write, “After all, a queer library 

is as much a matter of desire as it is a paper, as much a matter of fantasy as it is of 

shelving. Labels are charged. Meanings change.”43 In this way, Lord returned to the 

physical archive and reproduced materials from it in her photography to maintain their 

legacy in perpetuity.  
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Ulrike Müller famously turned to the archive where she obtained the catalogued 

inventory of LHA’s t-shirt collections. This itemized catalog was the nascent step for her 

expansive project that asked artists to create artworks from the record descriptions of the 

t-shirts in an act of semiotic play. For Cvetkovich the archive served as a point of 

departure for an assortment of lesbian representations in visual form outside the confines 

of traditional documentation.44 A performance version of Herstory Inventory included 

Emma Hedditch, Nancy Brooks Brody, Zoe Leonard, MPA, and Müller where they read 

the archival descriptions aloud to one another in an improvised call and response. The 

artwork created from the inventory puts distance between the viewer and the archive, but 

Müller questions if that distance is toward or from the archive.45 Latimer understood 

Herstory Inventory as a project that invited artists to visualize designs they could not see 

in “a framework for non-reproductive cultural reproduction.”46 Müller’s project does not 

replicate the archival content it sourced because the women who participated generated 

artwork unique to their interpretations of them. Therefore they are “non-reproductive” 

because they are not direct reproductions of the archival records. 

LHA has served as an epicenter for many queer women to examine materials 

relevant to their experiences. fierce pussy curated materials from the LHA for the show 

Mining the Archive (2009), perhaps a callback to Fred Wilson’s intervention into the 

Maryland Historical Society titled Mining the Museum. Mining the Archive included  
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items like t-shirts, buttons, pulp novels, and other ephemera from the LHA collections. 

The group utilized “the archives as a site of public culture” by hosting salons from 2009 

to 2010 with performers, writers, and artists for events and discussions among audience 

members. A growing trend exemplified in this installation is the notion of the archive as a 

forum for dialogue about history. For Allyson Mitchell’s A Girl’s Journey Into the Well 

of Forbidden Knowledge (2010) she made wallpaper from drawings of the books on the 

shelves of the LHA reading room. The design displayed the spines of assorted titles from 

independent print culture of lesbian feminist circles.47 In doing so, Mitchell drew 

attention to the authors and book titles rather than the contents within them. Her decision 

ultimately created a massive list for viewers to explore and read outside the archive, or 

even for them to add to their personal libraries. 

Returning to ONE Archives, Onya Hogan-Finlay opened her MFA thesis at USC 

in March 2011 with materials from ONE, titled My Taste in Men. It was a commentary on 

predominance of gay male eroticism in the archive in order to highlight the lack of 

lesbian visibility in this space.48 For My Taste in Men, the artist worked from the 

predominantly white gay male focus of ONE Archives’ art collection and decided to 

draw attention to the glaring absences in the collection by showcasing the stereotypical 

erotic imagery that often floods queer archives. Hogan-Finlay included vitrines with 

lesbian publications, archival video interviews with lesbian activists like Donna Smith 

and Lisa Ben, as well as wallpaper detailing the life of Reed Erickson, a transgender 

benefactor to ONE Inc., as a nod to the limited representations of lesbianism from the  
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collections.49 Jack Halberstam wrote that Hogan-Finlay made sense of the lack of women 

and transgender lives in ONE Archives by refusing to fill in the gaps on their shelves for 

her installation. She featured ample homoerotic artworks to emphasize the fact that an 

archive of women’s bodies does not exist in the same capacity. However, Halberstam 

noted that the archive is cursed with the unavoidable inability to satisfy what every patron 

desires to see in its shelves.50 In recognition of this reality, an alternative model for 

preserving materials from queer folx is essential. 

Then there is A. L. Steiner’s Angry. Articulate. Inevitable. (2010), an archive of 

sex as a radical means of political practice catered toward queer women in order to shift 

perceptions of sex away from a biological imperative. The expansive collage of 

photographs visualized bare bodies of all types in public and private sex acts to create an 

inclusive representation of sex.51 Steiner’s accumulation of sexually charged images into 

an archive of bodies resonated with the frequency of erotic materials in queer institutions 

that are no strangers to pornography, erotic artwork, and assorted explorations of 

sexuality and gender of an explicit nature. What is unique here is the inclusivity of the 

archive that Steiner has visualized and the diversity reflected in the photographs. 

The most contemporary intersection of art, archives, and queerness included in 

this survey is the Museum of Transgender Hirstory & Art (MOTHA). MOTHA was 

described in Art & Queer Culture as an archival project to preserve transgender visual  
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culture in a critique of the institutions that have made trans* experience invisible. The 

museum is not fixed in any one location and is perpetually under construction, according 

to executive director Chris E. Vargas.52 For their Trans Hirstory in 99 Objects (2015), 

Vargas described it as a “visual, material, and theoretical exploration of objects that hold 

significance in narrating the history of transgender communities, as well as a creative and 

critical engagement with existing LGBTQ archives.” These hirstorical artifacts and artist-

commissioned objects fill the voids left by those that do not survive today. MOTHA’s 

series of exhibitions embraced these absences in recognition of gaps found in archival 

collections, especially with respect to trans* lives.53 Trans Hirstory in 99 Objects was 

modelled after the Smithsonian books A History of the World in 100 Objects and 

American History in 101 Objects, from 2012 and 2013 respectively. As the exhibition 

traveled the objects included changed. They typically related to major events in 

transgender history adapted to that particular environment.54  

MOTHA’s most recent exhibition was Consciousness Razing at the New Museum 

from 2018-2019 in advance of the fiftieth anniversary of the Stonewall Riots. The show 

examined how the National Park dedicated in Stonewall’s name, Christopher Park, is 

remembered today by commissioning queer artists to suggest monuments. Alongside the 

artist’s monuments were “artifacts” from the Stonewall Riots with symbolic objects not 

originally from 1969. These included a stiletto from Miss Major Griffin-Gracy, a veteran  
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of the Stonewall Riots, loose change, bottles, a shot glass, a brick, dog shit, and a copy of 

the New York Daily News—their reporting on the events erased the presence of the 

trans* folx behind the riots in favor of the story led by white gays who were energized to 

riot after Judy Garland’s recent death.55 The originality of the objects is not nearly as 

impactful as their symbolic importance as fragments from the legacy of the Stonewall 

Riots due in part to the lack of ephemera and documentation of these events in existence 

today. Instead of invoking a physical repository, Consciousness Razing manifested the 

lure and personal anecdotes of the Stonewall Riots with these generic, non-specific 

materials as a jumping off point to tell these stories to a broader audience. 

It is readily apparent at this point that the employment of archives and their 

records to grapple with queer subjectivity is not unique to any one artist. Each has their 

own perspective or critique that they wish to highlight, but at their core there is a 

reverence for and affirmation of archives as an authority in history making. Issues 

regarding inclusivity of all genders and races within archival collections, the erasure of 

queer voices, and a focus on artifacts that tell an array of stories are common themes 

throughout this survey. 
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CHAPTER 3 

CRITIQUING THE COUNTERARCHIVE 

 
Archival processing is an inherently subjective process where archivists select, organize, 

and describe materials that exclude certain voices in favor of preserving others. Erasure 

of marginalized voices in these spaces has necessitated the creation of specialized 

archives dedicated to maintaining the legacies of their respective communities—an 

initiative that asserts the humanity and existence of said group in society. Nevertheless, 

contemporary queer subject archives lack the comprehensive narratives that we hope 

would be documented and preserved. This chapter will not entail a visual analysis of 

Gabriel Martinez’s Archive series nor the Harry R. Eberlin photograph collection, but 

instead will focus on archival theory and practice as a location in need of critique from a 

queer art historical perspective. While the lack of queer visibility in archives is not 

limited to selection it is my focus because it is a tangible act that determines what is 

preserved in the archive. Studying the practice of selection in general acts as an 

alternative to the specificity of collections review. These tasks, along with cataloging and 

organization practices, inadvertently perpetuate oversights of queer narratives in 

scholarly research. This is not a dig at scholarship, but instead recognizes the fact that 

researchers cannot study something that is not preserved in an archive. 

In their book Understanding archives and manuscripts James O’Toole and 

Richard J. Cox highlighted an important misconception, “the public’s perception of 

archives is that they save everything forever, and this often produces amazement or even  
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protest when it is discovered that they are in fact selective.”56 The claim that archives are 

selective comes as no surprise from a pragmatic standpoint in that it is impossible to save 

everything. The reality is that most people will not have the experience of depositing 

their personal collections into a repository, but the idea that the legacy of a historically 

significant person is preserved in a space like an archive tends to be presupposed 

practice. Cox elaborated on common misperceptions of archives in his No Innocent 

Deposits: Forming Archives by Rethinking Appraisal, “Some contend that society has 

invested in archives, just as in their museums, as cultural entities. This view fails to 

acknowledge, however, that society does not really understand archives or archivists.”57 

It is clear that scholars have addressed the disparity in what archives are thought to do 

from what work archivists are tasked with on a daily basis.  

To this end, the archivist serves as an intermediate level of obstruction that can 

inhibit and filter what records are prioritized, processed, and made available to the public. 

Archivists undoubtedly act with the best of intentions more often than not, but personal 

prejudices plague any process that involves evaluation. These considerations are only 

complicated further when you consider the sheer volume of materials that archivists must 

describe and organize. O’Toole and Cox echoed these concerns when they wrote, 

“...there are now a vastly greater number of sources for the creation of records than ever 

before, and, at the same time, less definable grounds for making choices about whose  
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records are ‘worthy’ of preservation and whose are not.”58 Archivists have grappled with 

these effectual decisions and developed best practices for them as a result. 

The archival field has responded to these challenges with sets of core values and 

codes of ethics to guide archivists in their work. The American Library Association 

(ALA) and the Society of American Archivists (SAA) are organizational bodies who 

have defined widely accepted sets of values and ethics. ALA defines the core values of 

the library profession, a field in which archives are inextricably linked, as: access, 

confidentiality/privacy, democracy, diversity, education and lifelong learning, intellectual 

freedom, preservation, the public good, professionalism, service, and social 

responsibility.59 SAA states the archivist’s core values as: access and use, accountability, 

advocacy, diversity, history and memory, preservation, professionalism, responsible 

custody, selection, service, and social responsibility.60 The overarching facets of the two 

include: access, diversity, preservation, professionalism, service, and social responsibility 

as core values. If these are the guiding principles that archivists are trained to work by, 

then these pillars must be upheld for all persons equally regardless of their identity. 

The SAA’s code of ethics was posited as a means of maintaining the public’s trust 

in archival institutions. Following these principles ensures that archivists remain self-

aware and act “with the highest standard of professional conduct.” To do so, archivists 

must: collaborate with their colleagues when defining institutional missions and  
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collecting policies; assert professional judgment across the many roles of an archivist and 

to consult their peers and communities of interest when making these determinations; 

affirm the authenticity of archival records in their care and limit any distortion of the 

original objects; ensure the security and protection of collections; to “minimize 

restrictions and maximize ease of access”; uphold privacy sanctioned by law and the 

interests of the institution's stakeholders with respect to their public and private lives; and 

avoid conflicts of interest or taking advantage of their access to archival materials.61 

However ideal this code of ethics may sound, the Director of the Digital Transgender 

Archive K.J. Rawson stressed that these policies are impossible to fulfill and that the 

language used in them often implies “that only degrees of compliance are expected or 

even possible.”62 Making these determinations is no easy task when considering the 

many values and ethics archivists are told to hold true, but these standards start to 

highlight how these determinations are made at a superficial level.  

Archival instruction has informed best practices for practitioners and the resulting 

pedagogy must be troubled further. Selection relies upon some sort of value judgement 

whether or not the item is important with respect to the institution's mission, the projected 

costs to preserve the object itself, the space to house it, and the ongoing maintenance 

costs in the long-term. Beyond an object's accession into a repository, you must take into 

account that accessioned materials are then prioritized for conservation, organization, 

description, and storage.63 This leaves room for numerous opportunities for a records to  
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be discarded or marked as less a priority than another object or collection. It is naive to 

assume that prejudice plays little to no role in these choices because societal bias against 

marginalized communities is pervasive in every aspect of culture. 

 
Defining the Counterarchive 

The inclusion and rejection of records is typical of all archival spaces, but not all archives 

are homogenous. Queer archives, as they are discussed here, more closely resemble what 

authors Amy L. Stone and Jaime Cantrell call “counterarchives or community based 

archives.”64 Agatha Beins articulated that a community archive intentionally preserves 

the collections of “an intentionally self-identified group” that are “all created or collected 

and held within the community.”65 Realistically speaking, how is a community “self-

defined,” by whom and for what ends? The employment of this language is slippery, for 

lack of a better term, so these thematic repositories will be referred to as counterarchives. 

My hesitation to claim the term “community archive” also stems from a 

conversation between Che Gossett and Juliana Huxtable featured in the book Trap Door: 

Trans Cultural Production and the Politics of Visibility where they troubled the existence 

of a trans* community. Huxtable felt as though said “community” was rather ambiguous, 

undefined, and dismissive of the tensions she experienced when socializing with different 

generations of trans* folx. The pair identified the term “trans community” as a neo-liberal 

moniker that gets thrown about as a symbol of visibility when in reality it operates  
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covertly as a form of surveillance. More often than not, this visibility translates as 

violence for trans* folx in the transphobic, white supremacist culture of the United 

States.66 All of these factors suggest to me that it is best to frame a “community archive” 

as an honorific rather than it be a self-assigned label. By doing so, there is a degree of 

accountability for archives to engage with their communities and be guided by their 

input.67 

It is important to differentiate counterarchives from traditional archives because 

the former was born out of the oversights of the latter and each is buried with its own set 

of issues. Traditional archives are repositories for businesses, colleges and universities, 

government bodies, and museums that reflect what most people think of when they hear 

the word “archive”—a reading room where patrons can request materials that are 

retrieved behind closed stacks and made available for review under specific rules. These 

types of institutions serve as a foil to the counterarchives focused on here. 

Stone and Cantrell’s co-edited book Out of the Closet, Into the Archives surveyed 

a wide range of archival research projects, theories and practices that troubled the roles of 

class, gender, race, and sexuality in the archival field. An overarching theme throughout 

the text was the inherent subjectivity of the archival profession at every step of the 

preservation process. They argued that historic precedents have erased and obscured 

queer voices in archival spaces, even within counterarchives. Their analysis was  
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bolstered by the claim that marginalization has inhibited the presence of queer collections 

in prominent archives and necessitated the creation of counterarchives.68 These differ 

from traditional archives, defined earlier, but as the authors warn, these institutions are 

not immune to the biases of collecting materials from predominantly “white, middle-class 

or upper-class gay men, and visible queer life that is organized into activism, bars, or 

social clubs.”69 Their considerations of class, gender, and race in terms of the agency 

afforded certain folx to be visibly queer in public must be centered in discussions of 

counterarchives to avoid the continued erasure of femmes, trans* folx, queer people of 

color, and women within queer themed institutions. 

Counterarchives have been studied by scholars across various academic fields. 

Enwezor Okwui labeled the scandalous photos of tortured and abused prisoners in Abu 

Ghraib as a “counter-archive,” “to [the] bureaucratically generated amnesia about the Iraq 

War,” but he did not elaborate on this term further.70 While the counterarchive Enwezor 

proposed is not a physical repository like my focus here, the way he contextualized the 

photographs served a similar purpose. The Abu Ghraib photos depicted the inhumane 

treatment of Iraqi prisoners at the hands of U.S. soldiers and revealed a counterpoint to 

the overlooked horrors perpetrated during the Iraq War. My framing of counterarchives 

functions similarly in that they act to fill in the gaps of queer history that have been 

ignored by dominant historical narratives. Charles Merewhether conceived of a “counter-

monument or counter-archive” in a similar fashion where they function as a “re- 
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collection of that which has been silenced and buried.”71 His notion of the counterarchive 

as a recollection of something that has been suppressed resonated more closely with my 

framing of these alternative spaces.  

Film historian and theorist Paula Amad wrote Counter-Archive to trouble film 

archives as separate from those storing text-based materials because they challenge the 

“positivist archive’s sacred myths of order, exhaustiveness, and objective neutrality.”72 

Amad’s research honed in on Albert Kahn’s Archives de la Planète as a film archive that 

defied archival collecting in the late nineteenth and early twentieth centuries to 

emphasize that film, unlike photography, allowed for a reimagining of history and a 

reorganizing of visual information from “its positivist warehousing of daily life,” due to 

the mechanical nature of the medium.73 But is there truly a separation between motion 

pictures and photography? Chapter one illustrated that photography is capable of shifting 

the way we interpret history through a seemingly direct representation of human life, so I 

fail to see why we must maintain this separation of what film and photography are 

capable of in a counterarchive. 

History as a practice is piecemeal and lapses in coverage are sadly all too 

common. As Michel Foucault asserted, the archive of society cannot be described 

exhaustively and the collections they’re composed of emerge in fragments.74 The  
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disjointed nature of archives is seemingly unavoidable, but the gaps that exist within 

them reflect the societal prejudices that necessitated the creation of counterarchives in the 

first place. For example, these biases often manifest in the omission of people of color, 

queer women, trans* folx, and queers in traditional archive spaces.75 Even when 

traditional archives preserve records of queer life, this information is often obscured or 

hidden among intellectualized jargon. Craig Loftin best articulated this obfuscation when 

he wrote: 

 
Because LGBT history has only recently emerged as a legitimate academic 
field, and because homosexuality has historically been associated with 
shame, scandal, and prurience, most archives have not cataloged their 
sources in a manner that highlights or makes readily accessible LGBT 
aspects of a person’s life. Thus, even when references to same-sex 
attractions, affairs, and relationships can be found in historical sources, such 
references are scattered, institutionally unnoted, and difficult to recover.76  
 

Queer narratives have been suppressed in traditional archives as Loftin pointed out. 

However, comparable oversights plague queer counterarchives in that they often favor 

gay white cis men. 

For all of these reasons, Queer counterarchives are of particular interest to my 

research. As such, the conversation must be grounded in the history of these spaces as 

they have existed in the United States throughout the twentieth century. During the 

McCarthy era of the 1950s there were purges of queer faculty and staff from their 

colleges, universities, and government institutions if they researched subject matter that  
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raised suspicions of their sexuality and personal lives. Without access to traditional 

archival resources, many queer historians established their own repositories. James 

Kepner founded the first queer archive in the U.S. in the 1970s that has since grown into 

the ONE National Gay & Lesbian Archives today and was absorbed by the University of 

Southern California Libraries in 2010.77 Kepner began collecting queer materials in 1942 

and joined the Mattachine Society, a homophile organization, after moving to Los 

Angeles. He went on to establish the Western Gay archives in 1971, later renamed the 

International Gay & Lesbian Archives.78 Preserving queer materials in archives began to 

emerge in large cities across the nation throughout the 1970s in a comparable fashion 

alongside emerging civil rights organizing during this period, according to Elise 

Chenier.79 All this to say that counterarchives that collect queer content are relatively 

green when compared to traditional archives. 

I have pinpointed archival selection as the crux of analysis in this text because the 

lack of queer records in traditional archives has led to the subsequent erasure of these 

histories in scholarship at large. Rather than dwell on these gaps, I thought it beneficial to 

take archival practice to task in order to better understand how records are ingested into 

an archive. This process can happen in a few different ways, but John Anderies, Director 

of the John J. Wilcox, Jr. Archives in Philadelphia, highlighted the two primary means of 

acquiring records: the passive approach of evaluating donations for their relevance to  

 
                                                

77 Loftin, “Secrets in Boxes,” 52. 
 
78 ONE National Gay and Lesbian Archives, "History," accessed July 1, 2019, 

https://one.usc.edu/about/history. 
 
79 Elise Chenier (presentation, Who Tells Your Story? An LGBTQ Community Archives Forum, 

Philadelphia, PA, March 13, 2019). 



                                                   39 
repository or the direct method where an archivist seeks out and targets specific 

collections they would like to see preserved in an archive.80 The entry of materials into an 

archive space is perhaps the most literal aspect of archival selection but my 

understanding of this task extends to the prioritization of certain records for description, 

organization, and preservation in advance of others. Archival records face varying 

degrees of scrutiny at each step of making them available to the public and there is a 

glaring subjectivity driving these processes that must be considered for how it reflects the 

implicit bias of the archivist and the institution as a whole. Adversity when selecting 

records is not a fault of any individual, rather a reality of archival selection as a process 

and therefore the principles of this practice inform where misjudgments may occur. Ilya 

Kabakov warned that: 

 
It is possible when a person honestly doesn’t know which of these papers is 
important and which is not, why one principle of selection is better than another, 
and what distinguishes a pile of necessary papers from a pile of garbage.81 
 

In other words, even though the archival profession has outlined best practices for tasks 

like archival selection, it is not always clear or simple to execute them efficiently. Some 

critics of archives, like subREAL’s claim that “archives do not carry ethical 

characteristics; they are in that sense amoral” unlike the monuments, museums, theaters, 

and libraries.82 I believe it is a misplaced assumption to assert that any institution can be  
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amoral or neutral for that matter! subREAL posited that the morality is imposed by the 

patrons who access the archival records, not the archivist themselves. Not only is this 

statement ignorant of the subjectivity in any sort of decision making, it contributes to the 

perpetuation of archival labor as invisible—a logic that has plagued scholarship on 

archives in the art history field as discussed in chapter one. In short, selection of what 

materials are kept is a moral choice, but perhaps this is truer of traditional archives. 

 
Archival Pedagogy 

The selection of materials for preservation in an archive for future use has lasting impacts 

on the historic record. I turn to a quote of Tirza True Latimer featured in the book 

Otherwise: Imagining Queer Feminist Art Histories to examine this idea further. She 

wrote that, “[m]ore than a repository of objects or texts, the archive is the very process of 

selecting, ordering, and preserving the past—in short, of making history.”83 I 

wholeheartedly agree with Latimer’s claim. The archive itself is a storehouse for 

materials that have been determined to be historically significant enough for preservation, 

marking the first step of the complicated process of writing history that is then continued 

by the historian, scholar, etc., who analyzes and contextualizes said history with their 

research. However, the archive dictates what visitors to these spaces believe is available 

for study. This is integral to my critique because how can a history exist if there is not a 

record of it? More importantly, does a lack of materials visualizing a particular narrative  
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from the past mean that they never existed? Archival selection is therefore a prominent 

factor in the historicization process. 

These practices have been discussed in the archives profession, but the history of 

how selection was professionalized is quite recent. I return to O’Toole and Cox who 

directly addressed the increase in appraisal and collection theory in the archives 

profession in the 1980s.84 There is scholarship that predates this, albeit limited. Even 

when selection is discussed, it is framed as a burden for archivists. Views of collecting in 

the 1960s revolved around four types of agencies: private collectors, historical agencies, 

archival agencies that serve governments, businesses or organizations, and agencies that 

combine manuscript-collecting and archival functions.85 Cox wrote that these categories 

held true in 2004, but even this assertion excludes counterarchives focused on in this text. 

Throughout the 1970s, there was little debate over Theodore R. Schellenberg’s 

implementation of a use-value system to select materials for preservation until F. Gerald 

Ham called for a selection method that represented records of human experience, in his 

presidential address of the Society of American Archivists in 1974. Ultimately, Ham’s 

call led to little lasting change at the time. Then in 1977 Maynard Brichford published the 

first appraisal manual in partnership with SAA to outline an approach that was largely 

informed by Schellenberg’s use-value methodology. This text included an appendix of 

selection recommendations based upon record type for archivists to reference.86 The 

general tenor of archival selection prior to 1980 was concerned with use-value in a legal  
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and evidentiary sense. This emphasis tended to limit the scope of archival selection 

scholarship to organizational operations, as opposed to the personal effects and ephemera 

typically found in counterarchives. 

Frank Boles echoed O’Toole’s and Cox’s observation that the 1980s ushered in 

growing interest in archival selection with more articles on the subject but there still was 

no consensus on what constituted “good” practice across the board.87 Cox emphasized 

that the 1980s was a moment where archivists began to rethink selection 

methodologies.88 Along with these new strategies for selection came broader shifts in 

federal policy regarding archives. The Federal Government passed Public Law 98-497, or 

the National Archives and Records Administration Act of 1984, to give the National 

Archives of the United States the legal authority and responsibility as an independent 

agency to preserve records of the country’s organization and operations.89 Prior to this in 

1949, the National Archives was charged to preserve government records as they were 

created in addition to its previous duties. Before the legislation in 1984, the 

organization’s nascent charter from 1934 was to maintain historically significant 

materials and under the guidance of the General Services Administration.90 Having a 

federal agency like this steward records of national importance opened up space to 

scrutinize selection of materials outside of local and regional initiatives. 
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Then in 1986, SAA’s Committee on Goals and Priorities announced its mission, 

“to identify, preserve, and make available for use records of enduring value.” That was a 

simple mandate and served archivists for some time. The relevance of this mission came 

under fire as archivists analyzed their function in the archives, as they developed tools for 

increasing access to their collections, and as they began to trouble what “enduring value” 

truly meant.91 This mission was announced in the late 1980s at a time when courses on 

archival selection began to be taught at universities and colleges more readily. Cox 

asserted that selection was generally downplayed in favor of descriptive and reference 

services from the mindset that selection was too time consuming amid other tasks and 

responsibilities. He went on to explain how entry-level positions and internships in 

archives tended to focus on arrangement and description due to time restrictions and the 

amount of training that tasks like selection require.92 Scholarship has developed to 

trouble selection over the past forty years, but the foundational efforts summarized here 

cannot be overlooked before contemporary methodologies are troubled in full. 

In order to better understand the decisions made during archival selection, I turn 

to readings from archival pedagogy in hopes that this will reveal general principles 

considered by trained professionals. The challenge here is that every institution has its 

own mission just as every human being has their own biases that inform the way they 

deem something important. It is a fool’s errand to assume that all archival selection can 

be reduced to one methodology, therefore I will survey the prominent theory informing 

the work being done on the ground by archivists today. This section of pedagogical  
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research has centered on major texts written by Richard Cox, Frank Boles, and James 

O’Toole, but these authors fail to fully address the concerns of counterarchives. For this 

reason, Ann Cvetkovich will also be consulted to consider atypical records in the archives 

and the preservation of affective history. 

Cox had previously worked at numerous libraries, archives, and historical 

societies, was involved with SAA serving on committees throughout the 1980s, as the 

editor of the American Archivist from 1991 through 1995, and filled the same role for the 

Records & Information Management Journal from 2001 to 2007. He currently teaches at 

the University of Pittsburgh in the School of Information Sciences. His book No Innocent 

Deposits called for archivists to recognize the limitations of what they can do and to 

clearly document their decision making. The lasting impacts of their selections award 

archival objects social currency and historicize them through their preservation. 

Regardless of the best practices that the archival field may suggest, Cox was emphatic 

that archival selection is not conducted as systematically nor as thoroughly as initially 

desired.93 This sentiment recalled Rawson’s criticisms of archival codes of ethics in that 

there are best practices and then there are the complex realities of implementing these 

ideas in day-to-day archival work. Clinging to these mandates often overlooks the sheer 

amount of resources and staffing necessary to coordinate such an effort. 

Instead, Cox suggested that institutions put into place a system for understanding 

the interactions between the organization and its environment, to achieve success through 

employee involvement, and to instate a leader who fosters and empowers others to create  
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strategic change as needed.94 Implementing the institutional atmosphere that he posited is 

no easy feat due to the fact that archives cannot be disentangled from historical, political, 

psychological, and theoretical factors that inform their decision-making—on top of the 

archivist’s own prejudices. His solution for circumventing these pressures called for 

ample documentation of an archivist’s choices so that researchers can best understand 

why particular objects are available in any given repository.  Even further, contemporary 

scholarship on public memory has complicated matters by speaking to a multiplicity of 

agendas and objections amid a shift toward socially conscious preservation.95 The way in 

which Cox articulated this complication made it seem as though a plurality of voices is 

something negative or inhibitive, meanwhile I interpreted these challenges as 

opportunities to better inform future archival practice.  

What Cox and I can both agree upon is that the issue at fault here is not the 

archivist as an individual, but instead the climate of archival selection at the core of 

archival work. He articulated this best when he wrote: 

 
One can question who is being arrogant, but the real issue is that this is the 
environment in which archivists have found themselves forced to labor. The 
struggle with archival appraisal is that people do not want to let things go, 
that they worry about what might have value in the future, and that it is easy 
to be persuaded either to do nothing or to try to do everything in the 
appraising—selecting—acquiring function that is at the heart of the archival 
enterprise.96 
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Cox is important for this text because his contributions highlight the array of professional 

obligations and outside pressures that archivists face at work. The numerous 

responsibilities of archivists are at the heart of why we cannot view the archive as 

impartial nor as a singular entity. This sentiment cannot be stressed enough because it 

grounds this critique in archival labor as opposed to the less tangible “archive” that has 

been overly intellectualized in art historical discourse. 

Then there is Frank Boles who has been the director of Clarke Historical Library 

at Central Michigan University since 1991 and a noted scholar of archival selection for 

the past twenty years. He was selected as a fellow by SAA in 1997, he has served as a 

member of the governing council for SAA, and has lectured on various archival subjects. 

His publication Selecting & Appraising Archives & Manuscripts is part of the Archival 

Fundamentals Series (ASF II) designed as a foundation for modern archival practice and 

theory that provides standards and a consensus on archival work. It is a follow up edition 

to seven volumes of a similar nature from SAA published in the 1990s as companions to 

their subject specific manuals. He asserted that archival collecting, appraisal, 

accessions—i.e. the ingestion of materials into archives— is best described as archival 

selection because as an active verb it puts the onus on the archivist to recognize the 

subjectivity of this process and the subsequent destruction of materials as a result of it.97 

The means of archival selection have varied over time, but they were succinctly 

summarized in Boles’ writing. In brief, the foundational means of archival selection can 

stem from the theories of: Theodore R. Schellenberg (1903-1970) who pushed for a use-

value system to select materials for preservation that persisted throughout the twentieth  
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century; Hilary Jenkinson (1882-1961) an English author who argued for the archivist as 

the passive “keeper” of administrative records; and F. Gerald Ham (b. 1930), the father of 

contemporary archival selection, who called for the comprehensive documentation of 

society in the broadest sense. These are three of the most prominent schools of thought at 

the core of archival selection as it is used today. However, these frameworks have 

adapted to embrace contemporary challenges.  

The new paradigm views records as either active or inactive, a neo-Jenkinson 

perspective focused on administrative archives. This kind of selection calls upon 

archivists to document organizational activity and to effectively work as custodians of 

records. Their attention should be focused on the context and content of the record itself. 

In reality there is no universal principle to follow for selection because archivists select 

for a variety of goals that are often linked to an institutional mission. Then there is the 

Canadian advent of total archives where personal and organizational collections 

representing all aspects of a community are preserved. Total archives stands as a 

variation upon Ham’s comprehensive scope of encapsulating national culture. Another 

type of archival selection comes from Terry Cook, who is noted for developing the 

approach coined macro-appraisal. This is a functional assessment of organizational 

records derived from Schellenberg. It is a hierarchically determined method of review 

that mimics the prejudices of the institution itself. Macro-appraisal is used to deal with a 

large quantity of documentation where the archivist determines the record creator’s role 

within the institution, where the record was created, and how it was made. Essentially the 

function is studied to reveal the context of the record through the functional analysis of  
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an organization, from the top-down, to best understand how an institution operated.98 

Ham’s theory, along with its contemporary offshoot total archives, is the most applicable 

to institutions that operate outside of a purely organizational manner and favor cultural 

emphasis, like counterarchives.  

Boles suggested the following selection criteria: defining the archive’s goals, 

understanding how past decisions were made for existing collections, taking into account 

that all decisions are informed by personal interests and experiences, inventorying the 

number of catalogued collections currently in the repository, considering the incoming 

collection’s size and the dates it covers, recording all the existing information known 

about the collection from the creator or caretaker, prioritizing its processing schedule, 

determining how it will be used and documented, and to periodically update the ways that 

each of these tasks are done. Unfortunately, Boles pointed out that these decisions are 

rarely recorded by archivists given their already cumbersome workloads. He encouraged 

institutions to develop wiring diagrams that list decision points representing a range of 

criteria for selection to ease this ideal way of operating.99 But Boles failed to fully 

address counterarchives. He spoke of them as theme-based archives but favored a 

discussion of traditional institutions instead. 

Another archival theory scholar, James M. O’Toole, must be mentioned here as 

well. He is a religion historian who works at Boston College as a professor and is the 

Clough Millennium Chair in History. He first published Understanding Archives and 

Manuscripts in 1990 and again in 2006 with the aid of Cox who brought attention to  
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considerations of digital technologies in archives. Both O’Toole and Cox are prominent 

figures in the archival realm and some of the few authors explicitly writing on archival 

selection. Understanding Archives and Manuscripts covers a lot of ground including the 

history of archives, public perceptions of them, and how their function has shifted 

overtime in the face of diverse challenges.100 Their modern historical overview of 

archives in the twentieth century is questionable in that it assumes that the addition of 

“new religious, ethnic, and social history archives,” i.e. counterarchives, have resolved 

the issues of a cishet white male monolithic narratives in history by simply existing. As if 

their presence has absolved existing repositories from being held accountable for the 

erasure they continue to foster. O’Toole and Cox highlighted class as a historically 

important factor at the root of implicit biases that have excluded those outside of the 

literate classes, similar to the high costs of internet service and technology today that are 

inhibitive to many lower income households.101 Their writing did not discuss how 

gender, race, and sexuality can factor into these biases which felt like an oversight. 

Understanding Archives and Manuscripts discussed records in terms of their 

“usefulness” which is an inherently subjective moniker and it emphasizes the amount of 

privilege afforded those who determine these value judgements. While they did not 

directly address this issue, O’Toole and Cox noted that archivists share their knowledge 

and values with librarians and museum curators in that they all assert physical and 

intellectual control over records—where they are stored and how they are catalogued  
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respectively.102 In their minds, records exist to be used so they should be organized 

properly and in a timely fashion so they can be made accessible in the future, or to protect 

sensitive information when necessary. This demands that institutions collaborate with the 

archival profession at-large to best preserve history according to established standards. 

Considerations must be made when planning for long-term preservation with 

respect to the costs of technological expenses, personnel budgeting, space 

accommodations, and preservation needs. They theorized the selection process as broken 

into three aspects: identification, appraisal and acquisition, and physical preservation.103 

O’Toole and Cox speak of archival selection the most simply and directly of the three 

books focused on here. While they do exclude many of the realities facing underfunded 

counterarchives, their writing on archival selection is understandably a foundational piece 

of scholarship. 

Contrary to the rather optimistic tone of these authors, the mere existence of 

counterarchives is not where the work ends. Their sustained collecting, preservation, and 

public access to their collections, both physically and digitally, is an ongoing concern that 

persists along with sustaining financial backing, maintaining sufficient storage space, and 

increasing public engagement with their materials. These three books created space for 

my criticisms to push the conversation surrounding archival selection to be inclusive of 

marginalized voices outside of the confines of more traditional archives, like government 

or organizational repositories. Beyond solely mentioning the parameters that necessitated 

the creation of alternative spaces, the subjectivity of the archives profession and the 
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pervasiveness of implicit bias across all aspects of archival labor must be analyzed.  The 

archivist’s partiality and the history of archival selection pedagogy as outlined above 

begs the question, can we expect progress and inclusion when the authoritative voices 

dictating selection are those of highly educated, middle to upper-class, heterosexual, 

white, cis men throughout the twentieth century? 

 
Artifacts of Queerness and the Politics of Their Preservation 

Something that O’Toole and Cox touched on briefly was the topic of objects of symbolic 

and cultural value. They elaborated that these artifacts can serve as the memory of an 

event.104 I will add that “symbolic” remains quite subjective and would vary based on the 

individual who determines what objects are deserving of this title. Regardless, their 

mention of memory resonated with Ann Cvetkovich’s An Archive of Feelings = Trauma, 

Sexuality, and Lesbian Public Cultures. In it she wrote: 

 
My materials emerge out of cultural spaces—including activist groups, 
women’s music festivals, sex toy stores, and performance events—that are 
built around sex, feelings, and trauma. These publics are hard to archive 
because they are lived experiences, and the cultural traces that they leave 
are frequently inadequate to the task of documentation.105 

 
Her emphasis on memory, ephemera, personal collections, and trauma accounted for the 

bulk of materials that counterarchives traditionally store in their repositories. This is 

especially true of “queer” records in an archive. José Esteban Muñoz expanded upon why 

sexuality can remain elusive: 
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Instead of being clearly available as visible evidence, queerness instead has 
existed as innuendo, gossip, fleeting moments, and performances that are 
meant to be interacted with by those within its epistemological sphere—
while evaporating at the touch of those who would eliminate queer 
possibility.106 

 
 Cvetkovich grappled with the intangible nature of trauma in order to articulate a 

“counterpublic” that is otherwise evaded. She relayed that studying trauma illuminated 

how affective history typically falls outside the dominant institutions and politics that 

inform public culture, yet they are simultaneously crucial to the formation of identity. 

The author applied Derrida’s logic for traditional archives to gay and lesbian archives as 

an argument for ephemeral materials and the “magical” records that represent something 

grander than their monetary value. She went on to argue that Derrida sought a history 

understood through the psychic over science thus creating space for the immaterial as 

focused on in An Archive of Feelings. The author singled out lesbian and gay history as 

demanding radical spaces that trouble the best means of chronicling their legacies 

through materials typically excluded from traditional archives. She wondered, how does 

an archive record sexuality and the intimacy of this identity, alongside the homophobia 

that comes with it? It is possible for queer records to be woven into traditional archives 

but Cvetkovich warned that this act walks a fine line between inclusivity and tokenism 

that can endanger queer lives. She went as far to say that queer archives are at the 

crossroads of a critique of traditional archives and an investment in counterarchives, yet 

not fully condemning one or the other.107 Her observations throughout this text directly 

addressed queer subjects, and are foundational to my discussion of counterarchives. 
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She proposed ideal ways in which archives can best tackle these issues presented 

by traditional archives. Her nod to Joan Nestle, founder of the Lesbian Herstory Archives 

(LHA), informed a lesbian feminist perspective that called archives to marry the political 

and cultural realms with the community itself, as opposed to isolating the artifacts of 

these histories within an inaccessible building outside the community, like a traditional 

archive. LHA promotes a climate where archival skills are shared and made accessible to 

all. Doing so destabilizes the elitism within the archivist profession and engages the 

community in shaping the future of their ever changing collections. This specific 

recommendation does introduce the question of personal bias because sentimental value 

varies per individual, a quality the Cvetkovich identified as a decisive factor in selecting 

queer records.108 The author’s warning of personal prejudice does not discredit her call 

for skill-sharing. Rather, this proclamation serves as a precaution to consider when 

inviting community members to participate in archival labor.   

Studying Cvetkovich led me to understand that there are a multiplicity of archival 

selection methods available to make room for every institution’s mission and aims. I 

believe that a continued dialogue in archives with respect to marginality is important for 

improving the function of all institutions. There are ways of engaging a truly inclusive 

community and it is my understanding that access to archival materials is vital for this 

sense of belonging to be possible. A diverse repository like this needs to allow the 

community to hold the institution accountable and have a say in the overall direction of 

the archive itself. I got this impression when I attended the “Who Tells Your Story? An 

LGBTQ Community Archives Forum” held at the William Way LGBT Community  
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Center in Philadelphia. If the public reflected in a counterarchive possess the agency to 

aid in enhancing their collection holdings, the archive also gains insight into what its 

community wants to see showcased on their shelves. This dynamic offers the potential to 

tailor exhibitions and programming around these interests by the very nature of the 

community voicing an interest in any given topic. 

A primary aim of this research has been to outline some of the general approaches 

that inform the work being done on the ground by archivists to understand why there are 

gaps in traditional archives coverage of queer persons and the similar lapses of 

information that plague counterarchives. But even when materials make it into the 

archive, questions regarding public access to records themselves remain. O’Toole and 

Cox raised concern about access to physical records when they questioned privacy 

restrictions and the ethics of these determinations. While some of these concerns were 

valid, they did not consider the safety of queer folx who can be physically harmed when 

their privacy is violated. They went on to support exhibits, public outreach, and advocacy 

efforts as means of increasing access to and knowledge of archival collections.109 The 

common thread here is an interest in access to physical materials and various means of 

increasing their visibility in the public realm moving forward. These specific aims 

provide an end goal, so to speak, once archival selection and processing has been 

completed. 

What is abundantly clear at this point is that there are plenty of rules and best 

practices for archivists to follow when it comes to archival selection. These practices 

inform workers in the field and provide the opportunity to glean how archivists navigate  
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selection at a theoretical level. The reality is that countless variables like staffing and 

storage space, other than the values and ethics they try to maintain, make this process 

much less straightforward. Something that stood out to me as I wrote this chapter is how 

there is a utopian optimism that plagues the policies and procedures that professional 

organizations have published. This mentality has created a vacuum devoid of 

marginalized narratives in these spaces and counterarchives have emerged to upend these 

omissions.  

I turn to Aaron H. Devor’s and Lara Wilson’s “Putting Trans* History on the 

Shelves” to consider the positioning of a queer person’s access to an archives centered on 

a trans* perspective. These authors identified the disconnected nature and inaccessibility 

of academic, university archives, and special collections—each traditional archives in 

their own right— that commonly require photo identification to enter the space. This can 

exclude and make access difficult for folx whose government ID does not reflect their 

gender expression. Similarly, many of these spaces will ask patrons to create accounts 

requiring sensitive personal information that can make a space feel unsafe for trans* 

users. Archivists catalogue all names used by an individual but these practices can evoke 

dead names that trans* folx do not use or respond to and can inhibit an individual's desire 

to donate materials as well. Lastly, Devor and Wilson highlighted the problematic subject 

headings of Library of Congress that still employ terms such as “transvestism” and 

“transsexualism” despite contemporary terminology and criticized the infrequency with 

which they are updated.110 While not elaborated upon further in this text, archives face  
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ongoing challenges of access in the digital age and are much more complex than this 

analysis lets on. 

Ableism, classism, homophobia, racism, sexism, transphobia, and xenophobia are 

only a few of the societal prejudices that have ruled United States culture and history 

since its founding. It should come as no surprise that these adversities are reflected in the 

material history maintained in archives. Counterarchives are no different. How do 

counterarchives laborers adhere to the core values of an archivist—access, diversity, 

preservation, professionalism, service, and social responsibility? Authors like Rawson, 

Stone, and Cantrell spoke to the ways that queer counterarchives have favored white 

cisgender gay men who are typically middle-class or upper class folx. Is this truly diverse 

then? Perhaps the tokenism of a white gay man’s personal papers in a traditional archive 

reads as “diversity” to straight people, but this a blatant failure for a repository that 

claims a queer scope. If gay white cis men are prioritized in a counterarchive then the 

assumed patron of this space would possess similar privileges and agency that most other 

queer folx are not privy to. This raises doubt regarding full access to these materials. 

The final four themes of archival values that need to be considered among 

counterarchives are preservation, professionalism, service, and social responsibility. To 

reiterate Stone and Cantrell, a counterarchive may preserve what traditional archives 

overlook but they still favor hyper-visible forms of queerness “organized into activism, 

bars, or social clubs.”111 Queer folx socialize outside these spaces however. Sometimes 

traces of queer experience are intangible, like Cvetkovich warned, and fail to be 

preserved in full. The professional field has been slow to incorporate queer  
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considerations into broader practices but there are supplementary studies that scratch the 

surface. Service and social responsibility are fulfilled in counterarchives quite like 

professionalism: there is room to grow. In fact, all of the values of an archivist are upheld 

to varying degrees and it would be unjust to suggest otherwise. Yet there are still 

significant gaps in the comprehensiveness of who is represented in counterarchives, just 

as my case study will reveal in chapter four. 

Why is it that counterarchives fall short of the ideal inclusivity we hope would be 

preserved for future generations? In the wake of the fiftieth anniversary of the Stonewall 

Riot, queer folx must take stock of the legacy they carry forward. Stonewall was not the 

result of white gay cis men. History has erased trans* activists like Marsha P. Johnson, 

Miss Major Griffin-Gracy, and Sylvia Rivera from the story of Stonewall. Rendering 

trans* history invisible predates this event like the ignorance of the Compton Cafeteria 

riot in San Francisco, the Cooper Do-nuts riot in Los Angeles, or the Dewey’s Lunch 

Counter sit-ins of Philadelphia that were started by trans* folx like numerous other 

decentralized queer uprising across the United States.112 White gay history has co-opted 

monumental events started by the trans* heroes and all but eliminated their sacrifices 

from the picture. All this begs the question, how can we expect true diversity to be 

reflected in archival collections when QPOC, trans* folx, and queer women face 

disproportionate rates of pay inequity and violence in a society that invalidates their 

existence and devalues their cultures? 
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Herein lies the power in archives. Derrida wrote on this subject that, “Archival 

exclusions are reframed as intentional, pervasive reproductions of social order.”113 The 

lapses in archival collections, including counterarchives, visualize the societal 

stratification of people based upon identity only to sustain the hierarchy even longer. Che 

Gossett once spoke about prisons as archives because they possess the power to seize 

control of bodies and silence their voices. They referred to this action as archival violence 

because it erases marginalized voices.114 Gossett discussed this in some detail at a forum 

in Philadelphia and what struck me was the way that counterarchives execute archival 

violence by failing to preserve an array of queer records. O’Toole and Cox went as far to 

say that the legal ramifications of archival records are used, “to impose control and order, 

reflected in hierarchies of governance and power.”115 The imposition of power in 

archives originates with archival selection and is complicated further with each step of 

processing. 

Counterarchives in particular face unique difficulties as marginalized repositories 

downstream from traditional archives with bigger name recognition and funding. As 

such, they typically rely heavily upon volunteer labor.116 Kevin B. Leonard wrote an 

article troubling volunteers in archives where he identified apprenticeships and 

internships as the primary jargon used for volunteer labor. The bulk of volunteers tend to 

be interns, seniors, and unemployed people. The general tenor of Leonard’s article was  
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critical of the amount of time necessary for training and supervising volunteers. 

Regardless of this orchestration, he saw volunteers as an essential part of archives.117 I 

argue that volunteer labor is doubly important in already underfunded counterarchives. 

Incorporating volunteers into the routine work of these archives presents copious 

opportunities for unprofessional deductions outside the values and ethics of the archives 

profession, or overlooking the mission of the institution. 

Although this chapter expresses criticism of much archival practice, there is 

nothing but admiration and respect for archives and archivists. Counterarchives are 

relatively young in comparison to traditional archives and therefore offer the opportunity 

for growth and improvement in regard to the stories they preserve. Archival selection is 

one of the first sites where things can be improved. In the words of Neal Cummings and 

Marysia Lewandowska, “Archives, like collections, are built within the property of 

multiple authors and previous owners. But unlike the collection, an archive designates a 

territory and not a particular narrative.”118 Their framing makes space for future 

improvements which is vital. Collections can grow to include the fullest extent of the 

audiences they serve and shift the narrative moving forward. For counterarchives that 

preserve queer legacies, this entails their direct engagement with the very stakeholders 

they aim to serve to inform archival selection and the prioritization of records that are 

preserved going forward. 
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CHAPTER 4 

RESUSE OF ARCHIVAL RECORDS: A CASE STUDY OF “ARCHIVE” SERIES 

BY GABRIEL MARTINEZ 

 
Counterarchives are locations where untold history abounds. In a repository like the John 

J. Wilcox, Jr. Archives (JJWJA) in Philadelphia, these narratives reflect the city’s queer 

community. Artistic interventions within counterarchives, like Gabriel Martinez’s 

Archive series, mediate public access to these materials outside of the physical archive 

space. Archive series showcases archival photographs selected from the Harry R. Eberlin 

photograph collection that documented the greater Philadelphia area in the late 1970s and 

early 1980s. The novelty behind the Eberlin images stems from their visualization of 

queer history outside of major United States cities like Los Angeles, New York, and San 

Francisco—locations where scholarship has often focused. The collection itself is special 

because Eberlin became the first staff photographer of Philadelphia Gay News (PGN) in 

the late 1970s. PGN is a longstanding publication that continues to serve the city’s queer 

community fifty years later. Martinez’s reproduction of these archival records introduces 

audiences unfamiliar with the JJWJA to this history and the resources stored within the 

archive itself. This chapter offers a case study of Martinez’s Archive series and the Harry 

R. Eberlin photograph collection in order to trouble what voices have been privileged in 

JJWJA and the subsequent gaps in the historic record that now shape contemporary views 

of the city’s past. 

Archive series presents viewers with an Eberlin photograph held in the artist’s 

cotton gloved hand, set against the archive in background. Martinez overlaid hand-tinted  
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Grafix Dura-Lar film, an archival alternative to acetate, cut precisely to match the 

archival inkjet print of the photo original and affixed it with an archival adhesive strip 

(fig. 1). His photos trick the eye into reading the layered section of the image as a 

separate photograph altogether. The museum glass of the frame limits the reflective 

surface of the Martinez’s print so that the acetate and archival tape are the only glossy 

surfaces in the composition. His attention to detail here fosters the illusion that he taped 

the Eberlin photograph directly onto the surface of the print. The reflective nature of the 

clear substrate mirrors the shine of a gelatin silver print, a quality that evokes the original 

object that has been appropriated in Archive series and preserved in Martinez’s facsimile. 

The crisp nature of the archival object is contrasted by the space occupying the 

background and serves as a reminder of the physicality of the history housed in the 

archival repository.  

The stories preserved in these images have already been lived and seen by 

members of Philadelphia’s queer community, but for young queer folx they remained 

unseen. As such, Archive series made a previously unprocessed archival collection 

known. When Martinez photographed this series the collection was disorganized and 

tough to make sense of. The photos were curling and in need of conservation (fig. 2) and 

were stored in JJWJA, space that is not universally known. While the archival backdrop 

in each photo may not be recognizable at first glance, Martinez aimed to remind 

onlookers that the archive is a resource to better understand queer history and 

Philadelphia-based narratives. The shelved boxes behind each Eberlin photo (fig. 3) may 

not be discernible as specific collections but they are instead symbolic of the vast number 

of materials preserved in the archive. 
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The archive serves as the background for all of Archive series because the 

physical space is near to the artist’s interests. Martinez’s artwork has sourced its imagery 

from archival records, films, and iconic gay locations like Fire Island, New York. Archive 

series marked the start of his ongoing research at the JJWJA in Philadelphia. Before 

exploring Martinez’s series further, the founding of this archive must be detailed and 

have its connection to the William Way LGBT Community Center explained. 

 
History of the John J. Wilcox, Jr. Archives 

The JJWJA is on the third floor of the William Way LGBT Community Center of 

Philadelphia. William Way was incorporated in 1974 as the Gay Community Center of 

Philadelphia (GCCP) and in 1976, found its first home at 326 Kater Street.119 William 

Way’s website refers to the founding institution as “the Gay and Lesbian Community 

Center of Philadelphia” and this has been replicated in books like Love and Resistance: 

Out of the Closet into the Stonewall Era (2019), edited by Jason Baumann. However, 

photos in the Eberlin collection show the founders wearing “GCCP” t-shirts in front of 

“Gay Community Center of Philadelphia” signs, so I will maintain this phrasing.  

Similarly, all references to the Center in The Weekly Philadelphia Gayzette 

identified it as GCCP throughout their reporting on its founding. This four page serial 

publication wrote about the gay and lesbian community in Philadelphia. They published 

multiple articles documenting the early planning of the GCCP in 1974 where they spoke 

to the existence of activism, bars, churches, and coffeeshops as sites of queer socializing, 

but saw each had their own flaws. Bars were noted as dark spaces exclusive to folx who  
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are twenty-one or older and were fixed in cruising culture. Meanwhile coffee shops were 

mostly frequented by young white men. Community members involved in GCCP’s 

founding looked to Boston, New York, and Seattle as examples for building community 

spaces for queers that were open to all ages, classes, genders, and races. With this in 

mind, the founders of the GCCP mandated an educational and cultural institution that 

offered space for consciousness-raising, lectures, discussions, informal classes and skill-

sharing, art exhibitions, film screenings, and most important to this text: a library. These 

efforts required ample volunteer labor to entirely renovate the former horse stable that 

GCCP called its first home and relied upon community donation to fund the project. 

Deana Lang, Coordinator Council member of GCCP, called for women to get involved in 

the development of the Center to foster a truly inclusive space that supported the 

collective goals of lesbianism and feminism.120 

In 1981, GCCP moved to 222 South Camac Street where it remained until 1984. 

After leaving their second space, the Community Center was known as the “Center 

without walls” and held board meetings in William Way’s living room, later renamed 

"Penguin Place: The Community Center Without Walls” in 1985. The library and archive  

were housed in a remote space from 1984 through 1988 in the Community Education 

Center at 3500 Lancaster Avenue before it moved temporarily to a space on Quince 

Street where a portion of the archives were destroyed in a fire. This unfortunate loss 

forced Penguin Place to relocate to 201 South Camac Street where they remained from  
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1990 through 1997.121 John Anderies, Director of the JJWJA, expressed to me that the 

Center had always struggled to engage and serve queer women in the same capacity they 

have for gay men. He explained that the library and the archive were one and the same in 

the early years of GCCP. Materials that are traditionally considered archival records, like 

personal papers, cultural objects, and assorted ephemera, were a part of the library until 

the 1990s. 122 The Center’s transience ceased after they bought a permanent building at 

1315 Spruce Street, where they remain today. This relocation was when they were 

renamed The William Way Lesbian, Gay, Bisexual, and Transgender Community Center 

by their board.123 Dedicated community volunteers helped the archives operate 

throughout the history of JJWJA. In 2015 the archive received funding for archival labor 

for a three-year grant from the William Penn Foundation in anticipation of the expansion 

of the physical archives space. This grant funded the employment of a full-time archivist 

and director, John Anderies, and a curator, Bob Skiba who had been a committed 

volunteer for many years prior to his hiring.124 

A grassroots institution like the one described above lends itself to the 

classification of counterarchive outlined in chapter three. JJWJA served as a site for 

explicitly queer ephemera to be collected and preserved for the community that produced 

it. Their reliance upon volunteer labor and its existence outside of traditional archive 

organizations affirms the counterarchive moniker ascribed here. Furthermore, the mission  
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of JJWJA to, “[document] the rich history of [the Philadelphia] LGBT community,” is a 

sentiment that resonates with the social and cultural skew typically associated with 

counterarchives.125 JJWJA also reflects the implicit biases common within 

counterarchives in that there is a predominance of white gay cis men reflected in the 

collections, but this is not to say that they are not inclusive of a myriad of queer voices. 

The Harry R. Eberlin collection is a prime example of the frequency with which white 

gay cis men are privileged and represented in counterarchives more often than trans* 

folx, queer people of color, and queer women. I posit that these prejudices are due in part 

to archival selection and the subjectivity of this decision-making process. Rather than 

dissect the lack of non-white cis male persons present in the Eberlin collection further, I 

am more so interested in what histories are represented within them and why.  

With this in mind I turn to Craig Loftin who processed a collection of letters from 

readers of ONE Magazine stored in ONE National Gay & Lesbian Archives at the 

University of Southern California Libraries. Loftin revealed that there were a multiplicity 

of queer voices in the 1950s and 1960s that, in Loftin’s eyes, challenged pre-existing 

assumptions that queer experiences during this period were somehow homogenous. 

While these materials are brilliant resources today, they were not preserved without 

sacrifice. The author emphasized this point when he detailed the precarity of James 

Kepner’s career, who is recognized for keeping the first collection of queer materials and 

ephemera in the United States. Loftin framed Kepner’s hardships in life to be 

symptomatic of the lack of funding and recognition of queer research and studies in the  
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late twentieth and early twenty-first centuries.126 These adversities have a ripple effect 

that begin at the individual level and they subsequently limit the number of historic 

records available for archival preservation and eventual research in the future. This 

accounts for some of the gaps in queer scholarship and history that we see today. It will 

become clear in the following pages that prejudice serves as a barrier even within queer 

institutions like JJWJA and the collections they preserve. 

 
The Harry R. Eberlin Photograph Collection and Philadelphia Queer History 

Returning to the Eberlin collection itself, bars appear frequently as locales in his photos, 

just as bars have historically been prominent locations for queer socializing. The trouble 

is that the gay bars documented primarily served white gay cis men as evidenced by 

Eberlin’s images. Photographs of women and queer men of color are seen sporadically 

throughout the boxes, yet trans* folx and queer women of color are rarely seen, if at all. 

Ann Cvetkovich’s An Archive of Feelings articulated that not all histories are easily 

preserved and went on to trouble ways of documenting affective histories, like oral 

histories.127 In a similar vein, José Esteban Muñoz affirmed that representations of 

queerness can remain elusive to non-queer audiences and exist as ephemeral traces of any 

given moment.”128 The Eberlin collection captures some of these queer signifiers, but 

what then happens if the gay bars shown contributed to the erasure of specific queer 

experiences? I argue that this is partly why archives in general can lack the complex  
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narratives of trauma that are less tangible than a physical object. This predicament is 

compounded by the fact that non-white queer folx have not been welcomed into the white 

spaces that are more readily documented under existing collecting policies.  

The collection at the core of this analysis reveals systemic biases within the queer 

community, but the artist behind the camera cannot be excluded from this critique. Harry 

R. Eberlin was a Philadelphia native born in Kensington around 1937 and was raised by a 

single mother. He came out as gay at the age of twelve and took up photography. He was 

noted for documenting queer activism pre-Stonewall before it was “fashionable” to do so.   

He became the first staff photographer for Philadelphia Gay News in 1976, starting the 

same year as the official opening of the city’s queer Community Center. He worked for 

PGN from 1976 until 1982, but his collection includes photos that predate and proceed 

his tenure with them. His images were printed in other Philadelphia queer publications 

like The Gay Alternative and The Weekly Philadelphia Gayzette as well.129 His activity 

with the Gay Media Project in the 1970s coincided with his early photography career. 

This was a group described in the finding aid for the Tommi Avicolli Mecca collection 

as, “organized following the publication of a sensationalistic article in the Philadelphia 

Inquirer called ‘The Gay Revolution in the Cradle of Liberty’ in May 1974.” The Gay 

Media Project acted to counter misrepresentations of gay and lesbian folx in Philadelphia 

media.130 Eberlin’s photograph collection exemplifies his political engagement in 

Philadelphia during the 1970s and 1980s, but includes a variety of additional materials  
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like documentation of the queer nightlife, photographic portrait series, family photos, 

artistic compositions, advertisements, and other ephemera.131  

Gabriel Martinez created his Archive series in 2014 by documenting records from 

the Eberlin collection within the archives space. He rendered the archive with a shallow 

depth of field in the background of each composition as a reminder of the physical 

repository and the vast amount of resources housed within its box-lined shelves. The 

Eberlin collection had only recently been donated to JJWJA in 2013 by Thomas F. Lyon 

when Martinez photographed it. Lyon held the collection after the death of his close 

friend E. Richard DeMatt in 2012, who had been Eberlin’s partner until he passed away 

in 2007. The photographs had yet to be conserved, described, and organized by an 

archivist when Martinez was browsing the cluttered boxes they were housed in at the 

time. The most significant change to Eberlin’s photos since they were featured in Archive 

series is that they were humidified and flattened by the Conservation Center for Art and 

Historic Artifacts in 2015 to reduce the severe curling.132 Today, the collection has been 

described, organized, rehoused in mylar sleeves, and are undergoing digitization to make 

the materials readily accessible. 

The Harry R. Eberlin photograph collection is curious because the photographer 

visualized a rather white-washed male-dominated history of the Philadelphia queer  
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community (fig. 4). Eberlin had the agency to be out as a homosexual and the good 

fortune to work as a photographer for a gay newspaper in the 1970s, which certainly 

aided the preservation of these records over those of a lesser known figure with less 

privilege. It is almost as if the subjective filtering of what was deemed important in the 

historic record is two-fold here. Not only were these photographs considered important 

by proxy of their publication in local queer publications, but they have since garnered 

additional value via their preservation in the archives space. Collections such as this 

visualize a history that can be validated because it has been selected for preservation, but 

this blatantly ignores the records that failed to make it into the physical archive. 

It is challenging to isolate any one reason for the erasure of queer people from 

archival collections. However, the roots of these prejudices can be gleaned from a review 

of the institution's history. The demographics represented by the founders of William 

Way is most apparent in a photo from the Eberlin collection that showcases the white and 

predominantly male identifying figures at the head of the institution. A similar 

demographic dominates the bulk of the collection and exemplifies prejudices that favored 

white muscled cis men within the prominent bars, clubs, shops, and restaurants of 

Philadelphia’s Gayborhood (fig. 5). Why is it that these photographs document 

businesses such as these? Glancing through the folder titles of the collection gives the 

impression that the queer community of the 1970s and 1980s was limited to 

predominantly white spaces to spend money, activist assemblies (fig. 6), and assorted 

beauty competitions or drag performances (fig. 7). Is this truly the history of the 

Philadelphia queer community or an artifact of systemic prejudices? 
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Charles I. Nero traced the physical development of gay ghettos as white spaces in 

his chapter “Why are the Gay Ghettoes [sic] White?” in the Black Queer Studies 

anthology edited by E.  Patrick Johnson and Mae G. Henderson. In it, Nero argued that 

the development of white gay ghettos led to the predominant visibility of a homogenous 

gay life that was centered on middle class white gay cis men.133 This favored white 

middle class communities who possessed the agency to come out with less repercussions 

due to their white privilege than other marginalized queer folx.134 The result is a white-

washed queer history supported by the gentrification of gay ghettos for and by cis white 

gays in communities across the United States. 

For instance, the number of dedicated gay bars in Philadelphia have fluctuated in 

the past fifty years, with fewer gay bars operating in the city today than when Eberlin’s 

photographs were taken. Two Philadelphia queer publications, NewGayLife and The 

Weekly Philadelphia Gayzette, reprinted “A Question of Color?” by Benji of the 5th 

Freedom Collective of New York in the 1970s. The author addressed racism in in the gay 

community and how gay men coded racial prejudice with terms like “type.”135 This is 

significant because it shows that queer media was discussing issues of racism even if the 

community failed to counteract these offenses. During the 1980s, Philly gay bars were 

criticized by people of color and women for the extra scrutiny they faced at 

disproportionate rates in comparison to white men when trying to patronize them. Some  
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of these injustices involved non-white patrons being asked for multiple forms of 

identification to enter a bar or club, whereas white gay men were only asked for one. The 

Coalition on Lesbian-Gay Bar Policies conducted a two-year study of the exclusivity of 

these spaces to better understand how policies could be more inclusive in the future. 

Their report was published in May 1986: 

 
Our surveys and observations confirm the existence of pervasive racial and 
sexual exclusivity in Greater Philadelphia’s lesbian and gay bars. This 
pattern stems from two sources: a desire on the part of many bar owners to 
create an atmosphere that attracts a specific clientele, and the attitudes and 
assumptions of bar patrons, most of whom select themselves as customers 
of a particular bar or bars.136 
 

They ultimately suggested more frequent training to avoid racism and sexism within 

these queer businesses as a means of improving these systemic offenses. Philadelphia’s 

most recent iteration of racially charged oppression occurred at iCandy—where owner 

Darryl DePiano was recorded using the n-word multiple times—and Woody’s when the 

two nightclubs altered their policies to prohibit folx who wore work boots like 

Timberlands from entering these spaces. These policies were taken to task by the Black 

and Brown Workers Collective, an LGBTQ and racial justice activist group, who drew 

attention to the way that these policies targeted communities of color.137 It is clear that 

racism and sexism in queer spaces is all too common in Philadelphia history and the 

stories of trans* folx and women of color in particular have been buried in the process.  
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The political climate detailed above highlights segregation and tension within the 

Philadelphia queer community. Eberlin’s photographs, as mentioned earlier, affirm that 

many of the popular gay spaces in the city, or at least the ones that received publicity 

from local media sources, were frequented by white gay cis men. A closer look at the 

landscape of gay bars and clubs in Philadelphia during Eberlin’s tenure at PGN reveals 

that the photographer overlooked many of the black gay bars outside of the city center. 

Tyrone Smith, a Philadelphia LGBTQ and AIDS activist, detailed the racial divide in the 

queer community at the “Queer Life in the 1970s and 1980s” event hosted by the 

Philadelphia Museum of Art on March 9th, 2019. He elaborated the black gay bars were 

largely north of Market Street, while white gay spaces were generally south of this road. 

What stood out most about his recollection of Philadelphia during this time was that 

black gay spaces were much more inclusive of all genders, as opposed to the gendered 

divisions that plagued Center City’s gay and lesbian bars.138  

A closer study of the Philadelphia LGBT Mapping Project, a Google map 

denoting culturally significant locations in the Greater Philadelphia area maintained by 

Bob Skiba, Curator of JJWJA, affirmed Smith’s assertion about black queer spaces. 

There were nearly fifteen spaces designated for black queer folx across North and West 

Philadelphia during Eberlin’s tenure despite their limited representation in his 

photographs.139 All to say that despite the lack of photos showcasing black queer spaces,  
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they did exist but systemic racism likely limited the extent to which they were discussed 

and featured within local queer media. 

Why dwell upon these oversights? As Ellen Fernandez-Sacco said in Check your 

baggage: Resisting whiteness in art history, “We must expose the workings of the 

racialized categories that determine who is excluded, underserved, and 

misrepresented.”140 The Eberlin photographs and Martinez’s reproduction of them 

exposes locations where race has historically been policed in Philadelphia. Martinez’s 

rephotographing of this collection does not skirt around the inequitable documentation 

and preservation of a queer history inclusive of people of color, trans* folx, and women. 

His selections from the Eberlin collection showcased gay white cis men (fig. 8) and 

reserved space to display a wider array of gender and racial diversity relative the rest of 

the collection. Rather than perpetuate the predominance of gay white cis men in 

Philadelphia’s queer history or attempt to fill in the gaps of the historic record, Martinez 

parsed out images of the folx who were disproportionately missing from the bulk of 

Eberlin’s photos (fig. 9). The blatant white-washing of the city’s queer history was 

revealed when the few examples of non-white cis men were shown with the rest of the 

series. As Ian Barnard discussed in Queer Race, race and sexuality are not mutually 

exclusive. Barnard called for a form of queer theory that recognizes the intersections of 

class, gender, race, and sexuality in order to break the white racial biases that guided the 

first decade of queer theory.141 Therefore, any discussion of sexuality must address these  
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categories, like the inaccessibility of the gay bars and clubs for non-white cis men 

detailed earlier, in order to understand the queer community to a fuller extent.  

Although the history revealed by the Eberlin collection has its shortcomings, it 

exists today as fodder for assembling a patchworking of Philadelphia queer history. It is 

imperative that collections like this are looked to in queer scholarship because they 

visualize queer experiences outside of the predominant discourse that revolves around 

Los Angeles, New York, and San Francisco. What exactly does this tell us about queer 

existence in the 1970s and 1980s in Philadelphia or about the legacy of Philadelphia Gay 

News? The Eberlin collection exemplifies some of the gender and racial divides that 

persist in the present day politics of the city. PGN visualized a limited demographic of 

queer folx in its early years, evident in the prominence of white male bodies in the 

Eberlin photographs, and gives a false impression of the demographics of the queer 

community when browsing the publication in JJWJA today.  

A deep dive into the four boxes of photographs unearthed costumes and themed 

nights that were insensitive to Indigenous Americans as well as others that played upon 

racial and ethnic stereotypes. Archive series is an abbreviated reproduction of the 

collection that does not obscure the problematic nature of white gay businesses and 

publications. Instead, Martinez has taken a proactive step to uplift images representing a 

more diverse vision of Philadelphia queers alongside white-washed scenes of gay men. 

“Archive (14)” (fig. 9) is an excellent example of this. A group of folx in drag pose for a 

photograph along a staircase and across some sort of stage. It is very likely that some of 

these drag queens would identify under the trans* umbrella today. This cast of queers, 

though dominantly white, is a limited glimpse into the fuller extent of queer folx in  
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Philadelphia even when non-white folx and women were systematically ousted from 

queer spaces. I do not consider this a revisionist effort because Martinez has not shied 

away from the lack of diversity in the collection. His Archive series acts as a platform to 

recalibrate contemporary understandings of Philadelphia’s queer community in the 1970s 

and 1980s so that attention is given to voices other than white gay cis men. 

Why is it that there is a lack of inclusivity in this collection? These photographs 

tend to be centered on bars and clubs in Philadelphia, spaces that have a questionable 

history serving patrons of all genders, races and sexualities. As mentioned in chapter 

three, authors Stone and Cantrell noted that archives often select materials from “visible 

queer life that is organized into activism, bars, or social clubs.”142 The Eberlin collection 

falls into this realm almost perfectly, just as I assume most newspaper coverage would 

tend to do as well. How many of the institutions who were featured in the pages of PGN 

were also financial supporters of the publication and is this in part why the news was 

centered on these businesses? Or is it because these were some of the more open and 

accessible spaces for queer folx with the agency to be out and spending money to do so? 

Regardless of the exact reason for why this is the case, the Eberlin collection focuses on 

spaces for queer folx to congregate, socialize, and escape outside heteronormative 

pressures. This again raises questions of what stories were lost in the lapses of the 

existing record and the queer folx who couldn’t afford to go to the club or were inhibited 

from entering the space in the first place. 

Negligence in the historical record of a community, especially those kept within 

closed networks, are common.  Sometimes vagueness is all we are left with. This harkens  
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back to the assumptions that come with the term “community archive” and re-emphasizes 

why “counterarchives” are a truer term. Historians and scholars must own up to the 

fragmented nature of the past, just as queer folx must be diligent about centering the 

voices of marginalized queers, especially trans* women of color who have been at the 

heart of the gay rights movement from the start, yet they are murdered at alarming rates 

in the U.S. today with little to no recourse. Archivists decipher ambiguity regularly as 

they investigate disorganized personal papers or undated images, and they often employ 

terms such as ephemera, miscellaneous, and unknown to describe parts of a collection 

because how can you describe what is not there? Cvetkovich argued that the employment 

of wording like “miscellaneous” is a form of erasure meant to obscure and obfuscate 

history.143 Meanwhile, Loftin wrote that as he researched at ONE Archives in 2000, 

many materials were “unlabeled, unprocessed, and uncatalogued,” and thus required the 

researcher to be an archivist of some sort.144 How then do we come to understand the 

sparsely demarcated Eberlin collection? The absences in the collection highlight erasure 

of marginalized queer folx, but the institution as a whole is not aimed at perpetuating 

these offenses. This presents one of the predicaments facing counterarchives as they often 

leave the viewer and, or, researcher to uncover the narratives and histories housed in their 

records. Sadly, in the case of the Eberlin collection, the majority of photographs are 

uncaptioned or only have notes from the photographer pertaining to his printing process. 

Information can be gleaned from the physical newspapers also housed at JJWJA but  
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efforts of this nature would require ample time and energy to execute in great detail. Even 

then, many of the images did not make it to print. 

It is exciting to fantasize about what stories could be uncovered from this 

collection, but I also wonder about the multiple folders of unidentified portraits in the 

Eberlin collection. What happens to the stories of these nameless humans? Consequently, 

how do our limited understandings of these images get shaped by the relatively arbitrary 

and assumptive folder titles assigned these records? What assumptions are made as we 

try to categorize and organize information into a digestible fashion? The point to hit 

home here is that the subjective privileges inherent in archival practices such as selection 

and processing impact the existing records and documents available for study. While this 

may seem passive and ordinary, when considering centuries of oppressive classism, 

homophobia, racism, sexism, xenophobia, etc., perpetrated by various offenders, it is 

often overlooked in the archive and requires ongoing criticality of how archives are 

formed and how their collection holdings are enhanced. The archival profession is not 

stagnant on these issues and provides hope for a better way forward.  

JJWJA has committed to an inclusive collecting policy and made a concerted 

effort to improve trans* visibility in its collections and to engage with broader 

communities across all races, genders, and ages in Philadelphia. For instance, they held a 

series of Community Digitization Days where the queer folx were invited to William 

Way to have their personal collections digitized for free and their scans could be added 

into the JJWJA digital collections if the community member wished. Some folx even 

donated their collections for deposit. Efforts like this leave me hopeful for the future of 

counterarchives. As for the past, we have a bountiful array of photographs from artists  
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like Harry R. Eberlin as starting points to cobble together a clearer, truer to life depiction 

of Philadelphia’s queer past. Meanwhile, interventions within archival spaces like 

Martinez’s Archive series keep these histories alive and present them to art communities 

and younger generations of queers. 

 
Pseudo-Processing: the Artist as Archivist 

The printing press created a paradigm shift amid a climate of manuscript production that 

exponentially increased the number of books printed and fostered advances in 

printmaking and graphic arts. Similarly, photography opened up documentary practices 

and means of archival preservation like microfilm, photoduplication, scanning, and even 

three-dimensional renderings in virtual space today. There are now archival technicians 

hired for strictly “digital” roles to perform tasks like scanning, editing, and cataloging of 

manuscripts, photographs, textual documents, oral histories, and assorted ephemera. 

What is it that separates a worker hired by an archives to scan records for preservation 

from that of an artist like Gabriel Martinez photographing archival records? Is an artist’s 

photographic reproduction of something from a repository all that different from the 

technician’s? In this section I will trouble Martinez as an active agent of what I call 

“pseudo-processing,” as a means of increasing access to archival records.  

Martinez’s Archive meets SAA’s technical definition of “archival processing” and 

in my opinion offers the potential for future symbiotic relationships between artists and 

archives to increase access and engagement with their records. They described this as, “1. 

The arrangement, description, and housing of archival materials for storage and use by 

patrons. - 2. Photography · Techniques for processing photographs that are designed to  
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produce very stable, long-lasting images.”145 Martinez selected a fragment of the Eberlin 

photos and arranged them in a chronological naming scheme that assigned an arbitrary 

order to the series and stripped them of any identifying information with each named 

Archive. The name here does not leave the viewer grasping at straws, but instead 

transports the viewer into the perspective of the artist holding each photograph in his 

hand within the physical archive.  

The lack of information in Archive series reflects the unfortunate reality of the 

sparsely labeled Eberlin collection, leaving the viewer and/or researcher to uncover the 

history for themselves. Archivists decipher ambiguity regularly as they investigate 

disorganized personal papers or undated images, and they often employ terms such as 

ephemera, miscellaneous, and unknown to describe parts of a collection. The second 

definition from SAA is framed around photography and the physical printing process to 

ensure archival quality. Martinez’s photographs are archival inkjet prints with archival 

tape and hand-tinted Grafix Dura-Lar film, also an archival media. It would seem to me 

that his use of archival materials to ensure a stable, long-lasting image meets standards 

for a photographer’s version of archival processing.  

Understanding Martinez as inhabiting the intersectional role of the artist as 

archivist, so to speak, calls to mind Julia Bryan-Wilson’s discussion of the “art worker” 

as laborers who blurs the boundaries between art and labor.146 Doesn’t Martinez’s 

pseudo-processing of the Eberlin collection in Archive series obscure these divisions of  
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labor and generate a platform for exhibiting and discussing this particular moment of 

Philadelphia queer history? Beyond qualifying labor here as valid or not, I am focused on 

how technological interventions within archival spaces, be it a digitization effort by 

volunteers or the documentary photography of an artist, can shift general perceptions of 

archival processing by revealing aspects of archival labor. This logic stems from Walter 

Benjamin’s assertion that technology could shift our perceptions of art.147 What if one of 

these shifts involved addressing partnerships between artists and archives? This 

admittedly ignores questions of funding, copyright concerns, and public interest that 

would likely complicate this matter further. 

What truly separates the archival technician capturing microfilm, scanning a 

book, or digitizing a photographic collection, from an artist working in photography? 

While the artist’s documentative record is by no means a supplement for the original, 

perhaps the current limitations of access to archives could be alieviated through 

symbiotic relationships with artists. Okwui Enwezor iterated that “the camera is literally 

an archiving machine,” that can replicate materials infinitely with mechanical and digital 

reproduction.148 In the case of Archive series, Martinez reproduced archival records with 

his digital photographs of these analogue images that are then printed on archival paper to 

satisfy both the digital and mechanical functionality of the camera apparatus as described 

by Enwezor. Is his print then not an artifact of the archiving machine Enwezor outlined?  
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Contemporary queer subject archives lack the comprehensive narratives that we 

hope would be documented and preserved within them. So what if the camera as an 

“archiving machine” can serve to mediate this gap in historical accounting? After all, 

Walter Benjamin believed that the ease and accessibility of the camera presented an 

opportunity for people to seize control of information dissemination.149 Could the same 

not be said of photo-duplicative processes like microfilm and flatbed scanning? These 

technologies have enabled additional layers of preservation that can be shared with a 

wider audiences through the internet and loanable copies. 

Archival institutions wax about increasing foot traffic and outreach to possible 

stakeholders. Digital collections have enabled an additional platform to showcase 

materials from their repository where they are made readily available on the internet, yet 

there is still the assumption that all patrons have internet service, assistive technology 

when necessary, and an electronic device to access the digital records. However, just as 

no one archive will document an entire history, no solution for increasing the 

accessibility and usability of digital collections will be totally comprehensive and there 

will inevitably be gaps in use. Now consider an artwork like Archive series by Martinez 

that documented the then unprocessed photo collection of Harry R. Eberlin in its 

previously unconserved state. Some photos were curled while others were stained with 

marks of degradation (fig. 10). The photos in the collection are in the final stages of 

organization and rehousing today, but when Martinez was photographing them they were 

still largely difficult to sort through and comprehend. The artist spoke to the difficulty of  
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really making sense of the collection in their disorganized, warped state when the director 

of the archives and I invited Martinez to return to see the Eberlin photos in their current 

state. Archive series therefore brings some order, even if it is not complete, to the Eberlin 

photograph collection for an audience outside the archive space. 

Author’s James M. O’Toole and Richard J. Cox wrote in Understanding Archives 

and Manuscripts that they supported exhibitions, outreach, and advocacy from archival 

collections on all fronts as means of increasing access to a repository.150 These efforts are 

common across institutions like the Lesbian Herstory Archives where outreach efforts 

included projects like Not Just Passing Through, a slideshow featuring selections from 

their collections for audiences to view.151 The mechanics of this slideshow operate in a 

similar fashion to Martinez’s Archive series that circulated Harry R. Eberlin photos in 

museums and galleries, outside the archive itself. 

Unfortunately, support of digital technologies has not always been welcomed in 

archives with open arms. Cox wrote in No Innocent Deposits that archivists and 

historians were apprehensive of digital initiatives and open access efforts because they 

initially posed a threat to traditional practices and standards.152 For many, like archivist 

Frank Boles, these concerns stem from the idea of the original. He wrote, “However, in a 

world awash with photocopies, printouts, and duplicated or migrated digital databases, 

‘original’ has become a term less easy to define and likely less significant.”153 The  
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general wariness of digital frontiers and concerns of exponential reproduction of records 

has waned with time but these concerns linger in archives today. 

I first saw Archive series in A More Perfect Union? Power, Sex and Race in the 

Representation of Couples at the Woodmere Museum and I had been volunteering at 

JJWJA for a few months. When I started my research, the collection had been flattened 

and rehoused in mylar sleeves, but many of the pockets were stuffed with two 

photographs back-to-back. There were still envelopes of unidentified portraits, groups, 

and assorted other subjects, in fact the proper labels had not even been printed for the 

boxes. Temporary post-it notes with the range of folder headings identify the four 

document boxes. All of this is to say, my initial engagement with this collection was 

through Archive series. While this is in no way the formal definition of archival 

processing, Martinez executed a sort of pseudo-processing that created a platform for folx 

in the art world to bear witness to an otherwise buried history. 

In Martinez’s case, he has described the space we temporarily inhabit and leaves 

us to illustrate the scenes as we see fit. Artistic interventions into archival practice and 

spaces are not limited to any one way of working. Some artists like Cheryl Dunye, Zoe 

Leonard, and Fred Wilson turned to satire to critique archival prejudice and brought 

suppressed fictional narratives to the surface that were symbolic of the erasure of black 

and brown queer folx from history. Martinez fabricated his own facsimiles of true 

archival photographs, that were otherwise inaccessible and in need of conservation, for 

audiences outside the archive to experience and engage with them. The artist stored 

archival quality records of these photographs in frames that were then made available to 

multiple publics both online and in art exhibition spaces.  
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Does Martinez’s artistic process meet all of the technical specifications of best 

archival practices? Not exactly, thus why I argue that these works are a pseudo-

processing technique. The collection has not been contextualized with the surrounding 

objects and archivist’s arrangement of them, it lacks biographical and donor information, 

as well as a scope and content note to situate the objects among the information known 

about them. I am not suggesting that artists replace archivists and technicians, but instead 

I wonder what possibilities are available when artists and archives work with one another 

like Gabriel Martinez and the JJWJA did. If increased visibility is an aim of an archive, 

then it seems as artistic interventions in the archive may prove fruitful as an additional 

outlet of exposure and criticality.  

Martin Heidegger posited that technology reveals truth in the most literal sense 

and has exposed the realities of history.154 The printing press aided increased literacy 

rates amid a surge of cheaper printed books, the camera effectively did the same for 

documenting human life, preserving fragile documents with microfilm, and enabled 

contemporary scanners used for digitization today. Archive series quite literally reveals 

queer narratives in photographs around Philadelphia that were otherwise hidden from 

view. Martinez revealed these otherwise unprocessed photos to his viewers and fixated 

them in his body of artwork almost as a facsimile of the original objects. 

Outside of the professionalization of the archival field and the community 

established standards they have set, the actions an archivist and Martinez perform remain 

similar. A job title is all that differentiates them. This is not to suggest that professional  
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training and an understanding of the best practices in the field are not useful, but the 

education requirements for this type of work serve as a gatekeeping measures that makes 

it challenging for marginalized folx with less agency than middle-class white people to 

participate in the archival field. I merely suggest that we look to artists who work with 

archival collections and assorted materials from these repositories to better understand 

ways in which art can critically engage with the formation of the historic record.  
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CHAPTER 5 

CONCLUSION 

 
The archive as an institution serves as a forum for history to be collected, described, 

organized, stored, and questioned by the publics they aim to serve. Artists have gravitated 

towards these spaces to critique them as loci where erasure and preservation coexist. This 

text surveyed the various ways that artists have engaged with archives and archival 

practices dating back to the early twentieth-century in an effort to foreground Gabriel 

Martinez’s Archive series with existing scholarship and adjacent artworks. Artists like 

Hannah Höch and Andy Warhol took up their own archiving measures for items they 

thought would have value in the future as a means of simultaneously documenting and 

obscuring their queer sexualities.  

Contemporary artists augmented the dialogue between queer themes and archival 

collections to explore the ways that class, gender, and race have inhibited the 

preservation of marginalized queer folx histories. Cheryl Dunye, Zoe Leonard, and Fred 

Wilson contemporaneously investigated the suppression of queer people of color in 

archives, historical societies, and libraries. Specific institutions like ONE National Gay & 

Lesbian Archives and the Lesbian Herstory Archives have been home to exhibitions like 

Cruising the Archive and artistic interventions by Catherine Lord, fierce pussy, Ulrike 

Müller, and Onya Hogan-Finlay. These twenty-first century initiatives showcased historic 

artifacts and mused upon them as the inspiration for assorted artistic efforts that 

transformed archival materials into art objects in order to share their uncovered histories 

with a greater public and demystify unspoken queer narratives. 
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Archival selection precedents were then exposed for their subjectivity in how they 

deem certain materials historically significant. The insights of Frank Boles, Richard Cox, 

and James O’Toole were essential to study the pedagogy informing archival selection and 

how trained professionals are instructed to tackle these tasks. Selection theory enabled 

traditional archives to systematically homogenize queer experiences, if it hadn’t been 

outright ignored, and to effectively obfuscate the few white middle-class queers who 

were tolerated by exiting gatekeepers. Counterarchives emerged out of this ignorance in 

order to better serve queer folx. However, these spaces still fall victim to the prejudices 

of traditional archives. The Harry R. Eberlin photograph collection is an example of how 

gay white cis men have been privileged in counterarchives. No history will ever be as 

thorough and concise as society would hope, but counterarchives cannot be held at fault. 

These alternative spaces face undue challenges like ensuring sufficient space to store 

materials, maintaining consistent funding to sustain preservation, the limited access paid 

labor, and their reliance upon volunteers to execute their project work. 

Artists like Martinez present an opportunity for engagement with archival 

materials and increased visibility via their reproduction in artwork. Archive series and the 

Eberlin collection unveiled Philadelphia queer culture in the 1970s and 1980s for the 

good, the bad, and the ugly. The artist’s abbreviated selection of the Eberlin collection 

exposed it to the art world and possibly to people who would have not known about the 

JJWJA previously. Therefore, his series increased access to the archival records and the 

space to a small degree. Archive series stands today as a conduit of a largely unseen 

history for Philadelphia’s queer past that typically falls in the shadow of legacies in Los 

Angeles, New York, and San Francisco.  
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The final section of this text framed Martinez’s photography as a pseudo-

processing effort, similar to a scanning technician or archivist who digitizes archival 

records. Professional training and a job title primarily separate the archivist from the 

artist, even when someone like Martinez meets the technical definition of “archival 

processing.” These sentiments were not intended to reprimand existing practices, but 

instead to offer future symbiotic opportunities for skill-sharing within counterarchives 

and increased visibility for them. 

The last thing I would like to do is be overly cynical of the hard work that 

archivists put in across the board, whether they are in a traditional space or a 

counterarchive. There are plenty of wonderful initiatives going on at queer 

counterarchives today to better reflect the stories of people they aim to represent and 

preserve. Places like JJWJA have committed to increasing engagement with trans* folx 

and queer people of color to best preserve contemporary history moving forward through 

efforts like their Community Digitizing Days and public forums to discuss how libraries 

and archives can best serve all queer folx. 

The digital realm presents an extremely promising opportunity for an accessible 

and inclusive future. Digital collections promote archival collections with the click of a 

button. Many of the platforms they are hosted on have a learning curve, require internet 

access, and are isolated from similar materials outside their host institution. Digital 

aggregators like the Digital Public Library of America, Europeana, and Trove represent 

only a few of the centralized databases where folx can search all of the participating 

contributor’s digital collections in one place. The National LGBTQ Digital Archive Hub 

was recently announced as, “a one-stop database of historical documents linked to the  
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LGBTQ experience and free for public consumption.”155 The ease of searching across 

space and time presents a new opportunity for comparative history outside of any one 

location is a titillating prospect. Not to mention how much easier digital aggregators 

make it for artists to source content from host institutions and properly credit them. The 

full extent to which digital aggregators factor into art historical discourse has yet to be 

seen given how fresh these systems are and an accurate critique of the issues they present 

is outside the scope of this text. 

At the local level, what if counterarchives lead the charge by inviting artists and 

interested parties to scan materials they use in real time? The visitor is trained in digital 

archiving and gains awareness of how digital preservation operates. Archival skill-

sharing and open source platforms accessible to counterarchives of any size offer a way 

forward and a possible end to troublesome gatekeeping. Information must be readily 

accessible and available to the public. The digital age has completely shifted how society 

understands the past and the speed with which we can reference historic moments. We 

are bursting at the seams with information and it is due time that everyone has access to 

these resources regardless of ability, age, class, gender, race, or sexuality.  

                                                
155 Suzannah Cavanaugh, “Digital LGBTQ archive launches, with corporate help,” Philadelphia 

Gay News, published July 11, 2019, accessed July 13, 2019, http://www.epgn.com/news/local/14911-
digital-lgbtq-archive-launches-with-corporate-help. 
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Figure 1: “Archive (19)” from Archive series, Gabriel Martinez, hand-tinted archival 

inkjet prints with archival tape, film, 14" x 21", 2014. Image courtesy of the artist. 
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Figure 2: “Archive (2)” from Archive series, Gabriel Martinez, hand-tinted archival 

inkjet prints with archival tape, film, 14" x 21", 2014. Image courtesy of the artist. 
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Figure 3: “Archive (13)” from Archive series, Gabriel Martinez, hand-tinted archival 

inkjet prints with archival tape, film, 14" x 21", 2014. Image courtesy of the artist. 
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Figure 4: “Archive (4)” from Archive series, Gabriel Martinez, hand-tinted archival 

inkjet prints with archival tape, film, 14" x 21", 2014. Image courtesy of the artist. 
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Figure 5: “Archive (18)” from Archive series, Gabriel Martinez, hand-tinted archival 

inkjet prints with archival tape, film, 14" x 21", 2014. Image courtesy of the artist. 
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Figure 6: “Archive (20)” from Archive series, Gabriel Martinez, hand-tinted archival 

inkjet prints with archival tape, film, 14" x 21", 2014. Image courtesy of the artist. 
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Figure 7: “Archive (8)” from Archive series, Gabriel Martinez, hand-tinted archival 

inkjet prints with archival tape, film, 14" x 21", 2014. Image courtesy of the artist. 
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Figure 8: “Archive (22)” from Archive series, Gabriel Martinez, hand-tinted archival 

inkjet prints with archival tape, film, 14" x 21", 2014. Image courtesy of the artist. 
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Figure 9: “Archive (14)” from Archive series, Gabriel Martinez, hand-tinted archival 

inkjet prints with archival tape, film, 14" x 21", 2014. Image courtesy of the artist. 
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Figure 10: “Archive (9)” from Archive series, Gabriel Martinez, hand-tinted archival 

inkjet prints with archival tape, film, 14" x 21", 2014. Image courtesy of the artist. 
 


