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Hello RC-WR Members, and welcome to the 
Spring edition of the Registrars Quarterly! 

Today I am writing to 
you from my apart-
ment, where I have 
been sheltering since 
mid-March. We are truly 
living in an unprecedented 
and difficult time. Since the 
onset of COVID-19, the virus and 
the consequences of its spread have 
permeated every aspect of our lives. As such, this issue of the 
Registrars Quarterly highlights how you and your institutions have 
been reacting and adjusting, in addition to our usual content and 
interesting stories. Reading through the State Reports, I’m so in-
spired and encouraged by all of you who have found creativity, lev-
ity, and togetherness through this quarantine. As you can see, our 

cover shows some clever re-creations of artworks. Museums are a truly wonderful community 
to be a part of during this time, and I hope that reading through this issue uplifts you all as well!

On a personal note, I am very fortunate to be able to continue working during quarantine, as 
my museum set me up with a remote desktop I can access from home. My significant other is 
one of the millions who have been laid off, and we are navigating the process of applying for 
unemployment, as I’m sure many of you or your loved ones have been forced to do as well. 
I’ve joined along with many in bread baking, creative cooking, working through my stash of 
face masks (the self-care variety), binge watching Tiger King, and generally doing anything I can 
to stave off cabin fever. For now, my family and friends are all safe and well, which is a comfort 
I do not take for granted.

We would love to hear from you! While we are all sheltered away, please send us a message 
sharing your story, whether it be a fun and creative way to stay connected with your cowork-
ers, a newly discovered digital professional development technique, or even a personal story 
about your quarantine experience or a picture of your working from home (pictures of you in 
your RC-WR swag AND/OR with your cute pets are especially welcome)! If you like, we will 
share your submission with RC-WR membership in one of our weekly emails. Messages can 
be submitted through email to rcwrchair@gmail.com. Sending you all strength and sanity—
we are all in this TOGETHER!

Katy Hess | RC-WR Chair
Registrar, Bowers Museum, Santa Ana, California
rcwrchair@gmail.com
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STORAGE

INSTALLATION

SHUTTLES

CRATING

FREIGHT FORWARDING / IMPORT

New  
20,000 sq ft 
warehouse  
in Miami

Now in our 
second year 
in Charlotte

The original, 
established 
1989

Serving the  
left coast  
since 2011

AFFILIATIONS:
Info@atelier4.com
www.atelier4.com
718-433-3500

CONTACT:

We know that your profession is important to 

you, but foremost, we hope that you are staying 

safe. This historic event is not lost on us. This is 

a moment for assessing priorities and gaining 

perspective to get through the hard times.  

A4 greatly appreciates everyone’s patience  

and looks forward to serving you now and in  

the future. More than ever, we are indeed,  

all in this together!

https://atelier4.com/
https://atelier4.com/
mailto:info@atelier4.com


arizona
–Lindsey Vogel-Teeter

Arizona Historical 
Society launched the 
Arizona History Digital 
Hub that includes activi-
ties for families and kids, 
access to digital collec-
tions, free access to recent 
issues of the Journal of Ar-
izona History, and some 
fun Zoom backgrounds 
from the Archives. 

Arizona Capital Museum 
is developing online 
exhibitions and featuring 
collections on the Arizona 
Memory Project and 
Google Cultural Institute. 

The Arizona Museum 
of Natural History 
created a Facebook sup-
port group for staff 
and volunteers. A staff 
member’s husband’s 
restaurant closed and 
donated perishable food 
for disbursement to the 
Museum’s volunteers.

Arizona State 
Museum’s Nancy 
Odegaard, 
Conservator and 
Head of Preserva-
tion, donated the 
Museum’s conser-
vation lab supply 
of N95 masks to 
the Tucson 
Medical Center. 

Museum of Northern Arizona’s 
Natural Sciences Collections 
Director Janet Gillette and Collec-
tions Director Elaine Hughes 
donated N95 and N100 masks to 
the Flagstaff Hospital.

Pueblo Grande Museum staff are 
using this time to deep clean all areas 
of the Museum including the outdoor 
grounds and collections storage rooms.

STA
TE U
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A
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A fun Zoom background from the Arizona 
Historical Society archives.

Arizona Museum of Natural History staff and volunteers 
distributing food.

Pueblo Grande Museum Assistant 
Lalee Bond vacuuming research 

collection boxes.

Pueblo Grande Museum staff social 
distance selfie after removing brush 

from prehistoric canals on the 
Museum’s grounds. 6

https://arizonahistoricalsociety.org/
https://azlibrary.gov/azcm
https://www.arizonamuseumofnaturalhistory.org/
https://statemuseum.arizona.edu/
https://musnaz.org/
https://www.phoenix.gov/parks/arts-culture-history/pueblo-grande
https://arizonahistoricalsociety.org/education/arizona-history-digital-hub/
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Scottsdale Museum of 
Contemporary Art is using their 
social media platforms to highlight 
work by women artists.

northern
california 
—Linda Waterfield
 
How is your working day different 
now that the novel coronavirus is 
here? As California has issued a state 
of emergency and Northern 
California counties began issu-
ing shelter in place orders in early 
March, what are you working on 
remotely? What impacts or changes 
are happening to your workloads and 
to your institutions?
 
Prior to the shelter in place order, 
UC Berkeley and staff from the 
associated campus museums were 
allowed to work from home in an 
attempt to flatten the curve. Now 
that we are all at home, regular 

meetings have moved to the 
Zoom online conferencing 
platform. My workload 
at the Hearst Museum of 
Anthropology has shift-
ed to reviewing student 
work online rather than in 
person, getting a jump start 
on the biennial Collections 
Management Policy review, 
and updating collection 
management system object 
records. At an estimated 3.8 
million objects, the fruit of 
efforts to automate records 
can be explored at the 

following link to the Museum’s 
collection portal. 
 
Northern California news before the 
shelter in place order:

The Berkeley Art Museum (BAM) 
is showing a permanent collection 
quilt exhibition Rosie Lee Tompkins: 
A Retrospective, on view from Febru-
ary 19 to July 19, 2020 which 
features many of the over 3,000 
quilts from the Eli Leon bequest of 
African American quilts recently 
acquired by BAM. 

The Oakland Museum of 
California (OMCA) is planning 
outdoor sculpture relocations. In 
anticipation of OMCA’s campus 
renovations, collection staff are work-
ing to move, store, conserve, and 
reinstall many of the large outdoor 
sculptures on display throughout 
the Museum gardens. This includes 
several works that have been installed 
since the building’s original opening 
in 1969. When the OMCA gardens 
reopen to the public later this year, 

the outdoor sculpture program will 
play a prominent role in visitors’ 
outdoor experience.

Scottsdale Museum of Contemporary Art 
social media posts.

Oakland Museum of California 
outdoor sculptures being relocated.

https://smoca.org/
https://hearstmuseum.berkeley.edu/
https://bampfa.org/
https://museumca.org/
https://hearstmuseum.berkeley.edu/explore/
https://bampfa.org/program/rosie-lee-tompkins-retrospective
https://datebook.sfchronicle.com/art-exhibits/uc-berkeley-art-museum-inherits-grand-trove-of-nearly-3000-african-american-quilts
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     The Oakland Museum of 
California received a Henry Luce 
Foundation Grant to bring the Muse-
um’s iconic Dorothea Lange photo-
graphs and archival fully accessible, 
through cataloging, imaging, and 
rehousing. Portions of the collection 
have been cataloged and processed 
in the past, but the majority remains 
in a largely inaccessible state. Of 
the 8,000 vintage prints, only 105 
or 1.3% have been digitized, while 
.08% of the 49,000 negatives, and 
none of the 3,000 original contact 
sheets are digitized. As part of the 
Dorothea Lange Collection Project, 
OMCA will process 30,000 images. 
These consist of a representative selec-
tion of Lange’s portraiture and all her 
non-portrait work. Rich archives in-
cluding field notes, correspondence, 
manuscripts, and ephemera will also 
be made accessible via digitization, 
finding aides, and facsimiles. Archives 
will be organized and selectively im-
aged, with finding aids providing ac-
cess where appropriate (e.g., personal 
ephemera). Records, images, and 
finding aids will enable future pro-
duction of public-facing exhibitions, 
books, and digital projects.

southern
california 
—Elizabeth Hanson

With the Covid-19 pandemic 
profoundly impacting our 
communities, most museums 
are relying heavily on their 
social media presence to keep 
in contact with the public. Just 
look to Instagram, Twitter, 
Facebook, YouTube, and other 
platforms for artist talks, educa-
tional resources, arts and crafts, 
podcasts, and virtual museum 

tours. Below is a small handful of 
the types of things you might find as 
museums seek to interact with their 
local audiences and beyond.

Follow the butterflies! The Natural 
History Museum in Los Angeles 
is recruiting the public to help track 
the painted lady butterfly migra-
tion. Although it happens every year, 
the museum has limited data about 
the duration of the event. Steps for 
(safely) participating may be found 
at: https://nhm.org/stories/follow-
butterflies.

https://nhm.org/
https://nhm.org/stories/follow-butterflies


     Social Distance, Haiku, and You: 
Sound Collage Public Collaboration 
with Alan Nakagawa. As we all learn 
to navigate social distancing, sharing 
in a communal creative activity takes 
on greater meaning. Los Angeles-
based sound artist Alan Nakagawa 
has invited the public to join him in 
responding to our current time by 
writing and recording haikus about 
their experience and sending them 
to Orange County Museum of Art. 
Nakagawa will compose a sound 
collage comprised of the collective 
haikus, to be released on Thursday, 
April 23.

We’re excited to announce the 
GRAMMY Museum’s next round 
of never-before-released free digital 
content from their archive while the 
Museum in Los Angeles is closed 
until further notice in light of 
COVID-19.

The Museum’s Public Programs digi-
tal series features intimate sit-down 
interviews with artists and musicians 
in its 200-seat Clive Davis Theater. 
Since the Museum opened 12 years 
ago, it has offered more than 900 

Public Programs. The Museum is 
also releasing exhibit slideshows 
that feature past exhibitions. The 
Museum continues to release digital 
educational content and lesson plans 
titled GRAMMY In The Schools 
Mini-Lessons, continuing its mission 
of paying tribute to our musical heri-
tage and bringing our community 
together through music.

Getty Artworks Recreated with 
Household Items. The challenge 
was inspired by the Rijksmuseum 
in Amsterdam and a brilliant Ins-
tagram account called Between Art 
and Quarantine but adapted with 
the invitation to use digitized and 
downloadable artworks from Getty’s 
online collection. In the last few 
days, we’ve been delighted by count-
less creative interpretations of iconic 
artworks—both on our feed and 
across the web.

See the Getty’s blog The Iris for tips 
on this quarantine challenge and 
check out Image #1 on this newslet-
ter cover for inspiration.

While Craft Contemporary is 
closed, we encourage you to stay 
creatively engaged from your home. 
Each week we’ll be bringing you 
digital content to deepen your rela-
tionship to craft. Follow along with 
our easy at-home craft projects, tune 
in to artist talks from the Craft Con-
temporary archives and stay inspired 
with our virtual artist studio visits. 

hawaii
—Charmaine Wong

Institutions in Hawaii are cur-
rently shuttered due to a mandatory 
state-wide lockdown until April 30. 
Several museums across the islands 
have online resources available to the 
public via social media and websites 
including The University of 
Hawaii Museum Consortium 
digital collections, The Hawaii State 
Foundation on Culture and the 
Arts’ art in public places collection, 
Kona Historical Society’s digital re-
sources, Hawaiian Mission Houses’ 
daily programming, Shangri La 
Museum of Islamic Art, Culture 
and Design’s online exhibits and 
tours, Bishop Museum’s Online 
Learning Center and blog posts, 
Iolani Palace’s virtual tours, and 
Honolulu Museum of Art’s 
online collection.
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https://www.ocmaexpand.org/
https://www.grammymuseum.org/
http://blogs.getty.edu/iris/
https://www.craftcontemporary.org/
http://www.museum.hawaii.edu/
https://sfca.hawaii.gov/
https://konahistorical.org/
https://www.missionhouses.org/
https://www.shangrilahawaii.org/
https://www.bishopmuseum.org/
https://www.iolanipalace.org/
https://honolulumuseum.org/
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The leader in fine art storage, 
services and logistics. Now with  
19 locations in 10 global markets.

SERVICES AT A GLANCE:

• Fully Climatized Storage
• Time-based Media Cold Storage
• Art Handling & Installation
• Fine Art Collections Management
• Major Project Management
• Exhibition Coordination
• Fine Art Rigging & Crane Operation
• Fine Art Crating
• Local and Regional Transport of Artworks
• International Shipping of Artworks
• Customs Security Clearance
• Centralized Viewing Galleries for Artworks
• Digital Art Services
• Artwork Fabrication & Engineering Services
• Specialized Training Services
• Specialist Concierge Services
• Archival Management

Contact a specialist today:
info@crozierfinearts.com
+1 212 741 2024

www.crozierfinearts.com

mailto:info@crozierfinearts.com
https://www.crozierfinearts.com/
https://www.crozierfinearts.com/


idaho
—Nicole Inghilterra

Responses to COVID-19 have cer-
tainly presented a challenge to Idaho 
museums. That said, we are all op-
erating in kind to bring our exhibits 
and programming into would-be vis-
itors’ homes. From activity sheets to 
Instagram posts, institutions up and 
down the state have been taking the 
museum experience online as much 
as we possibly can. Social media has 
become our lifeline, not only as we 
highlight our collections, but also as 
a way for Idaho museums to be good 
citizens. From sharing community 
crisis resources on Facebook, to a 
new “Mindfulness Monday” exercise 
from my own Idaho State Museum 
(ISM), I am so proud of Idaho’s mu-
seum community.

While there are no true silver linings 
to a pandemic, here at the ISM, 
we’ve also been able to leverage 
our collections records to facilitate 
telecommuting hours for a substan-
tial portion of our agency staff. This 
transcription project will help us 
update our CMS while maintaining 
control of the collection. In these 
uncertain times, I find comfort and 
inspiration in the way we have all 
joined together to share resources, 
be good citizens, and support our 
communities. As kitschy as it sounds, 
we’re alone in this together wherever 
we call home throughout the Gem 
State!

oregon 
—Meg 
Glazier-Anderson

With closures 
around the state 
due to Covid-19, a 
few museums have 
taken to a stronger 
online presence. 
One of those insti-
tutions is the 
Pittock Mansion in 
Portland, offering 
a virtual tour of 
the 1914 historic 
home. Everyone 
can experience the 
museum through a 
360-model gallery 
with the addition of 360 photos of 
each room. In addition, with school 
closures, all the materials for their 
Discovery Program for on-site school 
visits are available as PDFs for par-
ents and families to use at home. 

Another institution exercising a 
greater online presence is the Oregon 
Historical Society in Portland. They 
are shifting their focus to social media 
through their Dear Oregon blog and 
digital content platforms to help share 
their exhibits and collections virtually. 
This will help give parents and educa-
tors tools to keep families connected. 
They are also asking the community 
to write in about stories of Orego-
nians from the past or present that 
are giving them courage during these 
uncertain and overwhelming times. 
These letters will then be preserved in 
the OHS Research Library collection 
for future generations to read about.

washington
—Nives Mestrovic

At the Burke Museum (Washington 
State Museum of Natural History & 
Culture) one of their collection man-
agers is creating weekly playlists on 
Spotify. Staff members submit songs 
to her and then early in the week she 
emails out the group playlist. The 
songs can be anything from person-
al favorites that keep you going to 
songs about the current situation.

Even before all of this started, 
Associate Registrar, Jess Milhausen 
encouraged people to wear cat shirts 
on Friday. Well, now they are doing 

“                             Friday WFH edition.”

See images on the following page.
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     Virtual tour of the Pittock Mansion in Portland, Oregon

https://history.idaho.gov/location/museum/
https://visitingmedia.com/tt8/?ttid=pittock-mansion#/3d-model?c13rl3=1
https://www.burkemuseum.org/
https://www.ohs.org/
http://pittockmansion.org/


Images submitted to Burke Museum’s 
“                             Friday WFH edition”



Also, a “Social Committee” at the 
Burke Museum that coordinates 
Burke wide staff social events, has 
now renamed themselves to the 
“Social Distancing Committee” and 
have been creating some fun ac-
tivities. They held a limerick poetry 
contest around St. Patrick’s Day.  
They also held a “Virtual Happy 
Hour” one Friday afternoon via 
Zoom. Everyone was encouraged to 
bring a drink of their choice and pet 
if wanted and spend time chatting 
with other staff online.

The Museum of History and 
Industry staff are all working from 
home while the museum is closed 
and the stay-at-home order is in 
effect. They connect via Slack for 
meetings and lunchtime crossword 
puzzles. Their upcoming SITES ex-
hibit, American Democracy, has been 
postponed until the trucks are able 
to get out of North Carolina. They 
also have lots of free online pro-
gramming available from the web-
site, including the Denny Lecture, 
“Learning from Earth Day 50 Years 
Later with Derek Hoshiko.”
 
The Collections and Library staff 
are busy fulfilling image requests 
and planning a new fall exhibit in 
addition to database and file clean 
up. They have also started to think 
about what best to collect from this 
crazy time but that will have to wait 
until we are all safely back at work. 
Further information will be posted 
on their website.

The Log House Museum is also 
working from home. Rachel Re-
gelein’s job as a registrar and collec-
tions manager has shifted to digital 
content creation and social media 
engagement tasks for now. The Log 
House Museum has been putting 
its exhibits online and participat-
ing in some social media trends like 
#MuseumAlphabet. One important 
thing we are doing is collecting di-
ary entries from our community to 
document the impact of coronavirus 
in our area. Visit www.loghouse-
museum.org and facebook.com/
loghousemuseum to see what they’ve 
been putting out.  

Frye Art Museum is committed 
to staying connected with its 
audience and have compiled some 
arts-rich content on their website 
#FryeFromHome. They have also 
invited the audience on Social Media 
to participate in a photo challenge 
by recreating their favorite work 
from the Frye Founding Collection, 
and above (along with Image #3 on 
the cover of this newsletter) are some 
delightful examples.
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     Top: Alexander Max Koester
Moulting Ducks, ca. 1900
Oil on canvas. Frye Art Museum
Founding Collection, Gift of Charles and 
Emma Frye, 1952.087
Photograph: Spike Mafford

Bottom: Gabriel von Max,
Botaniker (The Botanists), after 1900
Oil on canvas. 25 in. x 31¾ in.
Founding Collection, Gift of Charles and 
Emma Frye, 1952.117
Photograph: Eduardo Calderón

https://mohai.org/
http://www.loghousemuseum.org/
http://www.loghousemuseum.org/
http://www.loghousemuseum.org/
https://fryemuseum.org/
https://www.facebook.com/LogHouseMuseum/
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Seattle Art Museum also recently fin-
ished a 2-year long renovation of one 
of their buildings, which included a 
much-needed renovation to art stor-
age. They’ve taken the opportunity 

to logically rename and renumber 
the new storage rooms and furniture. 
It’s a challenging task to create the 
new locations and hide the old while 

colleagues carefully enter location 
changes. Staff have also been able 
to remotely use the TMS Importer 
and Media Uploader tools, which are 
always a huge help.

SAM is continuing its mission to 
connect art to life with a new ini-
tiative to #Stay Home with SAM.  
SAM’s educators, curators, and com-
munications team deliver a daily hit 
of art enjoyment from home.

At the Washington State Historical 
Society, Lynette Miller retired as 
Head of Collections at the Research 
Center. Her replacement is Marga-
ret (Maggie) Wetherbee. Maggie is 
originally from Wenatchee and has 
worked in museums in southern 
California and more recently doing 
some contract work at Ft. Nisqually.

#StayatHomewithSAM 

New Membership Coordinator

RC-WR is happy to announce the appoint-
ment of our new Membership Coordinator, 
Emmeline Yen! Emmeline is an Assistant 
Registrar for the Permanent Collection at 
the Los Angeles County Museum of Art. 
As Membership Coordinator Emmeline will 
be working to increase RC-WR’s member-
ship, especially in those states with less 
representation than others. Please join us 
in welcoming her to the RC-WR Team!

http://www.seattleartmuseum.org/
http://www.washingtonhistory.org/
http://samblog.seattleartmuseum.org/category/stay-home-with-sam,video,sams-collection,object-of-the-week,exhibtions,behind-the-scenes/
http://samblog.seattleartmuseum.org/category/stay-home-with-sam,video,sams-collection,object-of-the-week,exhibtions,behind-the-scenes/
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Willis Towers Watson Northeast, Inc.
12505 Park Potomac Avenue, Suite 300
Potomac, MD 20854
+1 301 581 4247
robert.salmon@willistowerswatson.com

willistowerswatson.com

Willis Towers Watson

Fine Art, Jewelry & 
Specie (FAJS)

Specialist fine art insurance broker 
to the art world with a focus on:
�� Museums

�� Universities

�� Exhibitions

�� Rare Book Libraries

�� Dealers and Galleries

�� Private Collectors

�� Corporate Collectors

�� Auction Houses

�� Fine Art Packers and 
Shippers

�� Historical Homes and 
Societies

Office locations in Washington D.C., New York, Chicago, 
London, Paris, Rome and Hong Kong

WTW188127_AD_FAJ_Official Museum Directory 2019_Jan-19_v6.indd   1 1/13/2020   1:33:13 PM

https://www.willistowerswatson.com/
https://www.willistowerswatson.com/
https://www.willistowerswatson.com/
mailto:robert_salmon@willistowerswatson.com
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Partnering with museums and private clients 
worldwide to provide quality service since 1933

ganderandwhite.com

https://ganderandwhite.com/
https://ganderandwhite.com/


—Rosa Lowinger

Collections specialists who work in 
the Western United States have long 
been used to planning for natural 
disasters. All of us are vigilant about 
proper siting and installation to 
prevent earthquake damage to collec-
tions. Because we know that tem-
blors can occur at any time of year 
(unlike hurricanes that only come 
from June to November), conserva-
tors in the west never leave artworks 
unattended in our studios without 
proper bolstering. We regularly 
update our knowledge on standards 
for addressing the breakage, dent-
ing, and material loss that typically 
accompanies these disasters. 

In recent years, wildfires have become 
our newest recurring adversary. Since 
2015 alone, there have been tens of 
thousands of wildfires in California, 
Oregon, and Washington. Originally 
a late summer and early autumn dry 
season phenomenon, climate change-
driven droughts have now turned 
wildfires into year-round hazards. 

Firestorms are ferocious events of un-
paralleled destructiveness. They often 
arrive with a few days’ warning; but 
unlike earthquakes, which offer no 
warning at all, they are not selec-
tive in what they damage. Nearly 
every art material will be charred or 
irreparably altered by fire. Wood, 
canvas, and paper are reduced to ash, 
and other organic materials—fiber-
glass, adhesives, and paint coatings— 
will likely blister and burn. Even 
inorganics, like stone, metals, and 
ceramics, will crack, shatter, or melt 
in proximity to the heat of a fire. 
Only artworks that are taken out of 
a wildfire’s path, covered adequately 
with fire protective blankets, or 
otherwise shielded from flames, can 
avoid severe damage.

Museum collections located in fire-
prone zones require strategic plan-
ning to maximize protection. This 
might involve regular pruning of 
trees to keep them away from build-
ings, the installation of built-in fire 
suppression systems, and triage plans 
that map out how staff can relocate 

vital artworks from the wildfire’s path 
should it become necessary. But what 
happens when outdoor sculptures 
are exposed to wildfires? It depends 
on how close the fire is and what 
type of collection is in question. If 
the flames pass across the artworks, 
paints, coatings, and most organic 
materials (wood, fiberglass) will be 
damaged beyond repair. If they have 
any chance of salvage, 
these structurally dam-
aged works will require 

and Caring for Collections
Planning and Recovery

    Painted metal sculpture badly 
damaged by direct exposure to flames
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art handlers and special supports to 
move them. The good news is that if 
works are not in direct contact with 
flames or exposed to excessive heat, 
they are often only covered with 
soot, and this type of surface damage 
is usually fully reversible. 

Soot is the black powdery and some-
times flaky by-product of combus-
tion. Composed largely of carbon 
mixed with dirt, soil, metals, and 
other airborne materials, soot blan-
kets any surface that is exposed to air 
during a fire. Soot is oily and acidic. 
It can smear and grow harder to 
remove the longer it sits on a sur-
face, so it’s important to clean works 
quickly, if possible before they’re 
even moved. Soot’s components and 
small particle size—it is less than 2.5 
microns in diameter, which is smaller 
than mold or dust—makes it highly 
toxic to breathe. Epidemiological 
studies done among chimney sweeps 
point to its being a carcinogen. But 
because soot simply deposits onto 
surfaces, causing no structural dam-
age, works that are affected are often 
fully conservable. The key to suc-
cess is testing, safety, and allowing 
the process to unfold as directed by 
professionals.

Painstaking and labor-intensive, 
the cleaning of soot from artworks 
requires conservator supervision. 
Sometimes the conservator can direct 
a team of technicians or volunteers, 
providing that they are fully aware 
of the potential hazards of exposure, 
and wear protective safety clothing 
(masks, gloves, and sometimes Tyvek 
suits.) Central to the process is mak-
ing sure one is not driving the small 
soot particles into porous materials 
like paint, stone, wood and ceram-
ics. This is done by a sequence of 
dry-cleaning steps that begins with 
vacuuming with a HEPA filter while 
hovering above the affected surface, 
continues with soft brushing into 
the vacuum, and is then followed by 
a series of dry tactile methods using 

rubber soot sponges, polyethylene 
cosmetic wedges, and sometimes a 
series of white vulcanized and knead-
ed erasers. Cleaning requires scrupu-
lous housekeeping of the 
workspace and tools, and 
when indoor works of art 

    RLA Conservator Christina Varvi 
vacuuming a marble sculpture exposed to 
soot in a fire

    The artwork after conservation

    Soot covered porous ceramic sculpture 
damaged in a house fire

    The cleaned ceramic after conservation

19



20

are treated, they are moved to a clean 
room to avoid further contamina-
tion. Where appropriate, dry cleaning 
is followed by damp cleaning with 
distilled water and alcohol mixes, 
and sometimes conservation-grade 
detergents. Any artworks that were 
coated with waxes or lacquers before 
the fire will need to have those coat-
ings removed and replaced during the 
treatment process. 

The underlying factor in this me-
ticulous order is that 
wetness will smear the 
oily material around and 
potentially drive it in to 
surfaces, so as much mate-
rial as possible should be 
removed by dry methods 
first. In other words, one 
should avoid the instinct 
to rinse or wash a sculp-
ture with soap and water 
before dry soot removal is 
performed. Even if it rains 
before one has a chance 
to dry clean artworks, or 
artworks are sprayed with 
water or fire suppressants 
by firefighters, one should 
not abandon the treat-
ment sequence. For while 
some surfaces will appear 
cleared of soot after rain, 
they may retain minis-
cule particles within pore 
structures. In other cases, 
artworks that will have 
been rinsed will retain smeared soot 
in undercuts and areas that are not 
easily accessible.  

As we head into summer and tradi-
tional “fire season” we need to take 
stock of our collections to make sure 
we have good photographic docu-
mentation of artworks and a plan for 
landscape maintenance. One factor 
that could impede with 2020 wild-
fire recovery is the current shortage 
of masks and protective equipment. 
Confer with your museum conserva-
tion department or preferred practi-
tioner to make sure s/he is prepared 
to assist you should the need arise.

Bio: Rosa is president and chief 
conservator of RLA Conservation of Art 
+ Architecture, a firm with offices in Los 
Angeles and Miami. A Fellow of the 
American Institute for Conservation, the 
Association for Preservation Technology 
and the American Academy in Rome, she 
has been in practice in Southern Califor-
nia since 1988. Her firm regularly pro-
vides emergency planning and response 
services for earthquakes, hurricanes, 
windstorms, floods, and fires. 
She can be reached at 
rlowinger@rosalowinger.com.

     Testing for soot on a 
sculpture that appeared clean 
after rain

mailto:rlowinger@rosalowinger.com
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 Please note that this workshop took place in January, prior 
to any social distancing or shelter at home measures being 
put in place.

—Jayne Manuel

Thanks to the generosity of the Los Angeles County 
Museum of Art’s Registration and Collections Depart-
ment, a handful of LACMA colleagues and I attended 
RC-WR’s Shipping Essentials workshop at The Broad 
in January. As an emerging registrar this was my first 
RC-WR professional development event, and I was ex-
cited to learn more about the nitty gritty of shipping art 
domestically and internationally from a panel of talented 
registrars and shippers. 

In my current capacity as Registration Administrator at 
LACMA, I work in the Outgoing Loans sub-department 
of the Registrar’s Office. I previously interned with the 
LACMA Exhibitions registrars and then assisted the In-
coming Loans registrars with registering new acquisitions 
for the permanent collection. Although I have the privi-
lege of a diverse work experience, I know there is so much 
more to learn within registration. This workshop supple-
mented my role in coordinating loans from LACMA’s 
permanent collection and allowed me to gain a holistic 
understanding from the borrowing venue’s perspective.

The LACMA Outgoing Loans team strives to run a 
well-oiled machine by processing all loan requests at 
least a year in advance of the borrower’s projected exhi-
bition opening. However, I was reminded of the need 
to be cognizant of both sides’ workloads throughout 
the workshop as the panelists consistently stressed the 
importance of timelines. While our team processes over a 
hundred requests per year and juggles other projects, the 
requesting institution has an equally cumbersome task of 
balancing all the requirements and conditions of several 
lenders in a short amount of time. Not to mention, the 
potential added strain on their schedule to search for a 
replacement loan if a previous request made to another 
institution was denied.

I hold a proficient understanding when it comes to 
shipping art on trucks from the varying shipments that 
I release and receive daily. Even so, I was able to further 
contextualize my knowledge after the types of shippers 
and their services were fully explained at the workshop. 
For instance, the differences between the assets of truck 
fleets versus the contracting of conveyances from other 
companies. While I understand general aspects of the 
trucks’ storage space and routing, the panelists were able 
to expound upon the details of services and costs in rela-
tion to off-route transportation charges and full volume 
charges for non-stackable crates for shuttle service. 
This was particularly helpful in illustrating a shipper’s 
workflow and the way it impacts a borrowing institu-
tion’s budget.

I do my best to learn about international 
shipping as I assist the Associate Registrar 
with LACMA’s loans across the globe, but 

A Summary of

RC-WR’s Shipping 
Essentials Workshop



the workshop opened my eyes to so many new aspects of 
shipping internationally. Naturally, one of the workshop 
highlights was the coverage of international port location 
issues and warehouse practices for various airlines. It was 
particularly fascinating to hear about the frequency of 
warehouse staff strikes at Brazilian ports, as well as the 
delays in processing import paperwork for both Brazil 
and the Middle East, as they require only blue ink wet 
signatures on their documents. The panelists’ review of 
aircraft body types in relation to the airlines’ scheduling 
requirements for packing cargo on pallets and courier 
accommodations was also a great refresher.

The depth of international shipping regulations that 
freight forwarding agents navigate on behalf of museums 
genuinely engrossed me. LACMA’s Outgoing Loans pro-
gram routinely supplies documentation, such as prov-
enance for Immunity from Seizure and CITES permits 
for international shipments, so I was fully absorbed by 
the discussion surrounding bonds, tariffs, and trade sanc-
tions required for importing new gifts or purchases of art 
for the museum’s permanent collection. 

The section on packing and crating art was another 
significant highlight for me. It is my understanding that 
most institutions typically require museum-standard crates 
for their loan to ensure utmost protection in transit. How-
ever, this may conflict with the expectations of a smaller 
institution who has requested just a single object and 
packing of the highest quality may prove too strenuous 
for their exhibition budgets. Because of this concern, it 
was great to hear that there are a few museums who have 
their own crating capabilities and can sometimes save on 
standard fabrication costs. I was also previously unaware 
that crate donations from institutions to artists or smaller 
museums is becoming a common practice, a welcomed 
example of both material and monetary sustainability. 

Beyond budgetary needs, the discussion of in-house crat-
ing and sustainability led me to reflect on the LACMA 
art handlers who support Outgoing Loans projects, on 
the viability of in-house crating. Most museums are 
already hard-pressed for sufficient storage and work-
spaces for packing art. Should space become available 
for a crate shop, it can be tedious when sourcing proper 
materials for museum-standard packing. For example, 

dedicated crating companies are equipped to treat wood, 
obtain bug stamps, and maintain routine inspections 
(to name just a few aspects), but I imagine it would be 
extremely difficult for most non-profit museums to inte-
grate such activity in addition to their active collections 
programming. It was comforting to hear that registrars 
at the workshop also frequently run into issues of crate 
sustainability in their attempts to donate, recycle, or 
repurpose wooden crates as much as possible. I left the 
workshop optimistic that companies such as Turtle are 
finding creative solutions for 2-D works. I hope to soon 
see similar approaches for crating 3-D objects. 

Lastly, I was thrilled to sit in on the Question and An-
swer portion of the workshop; I am always floored by the 
limitless knowledge of the shippers and freight forward-
ing agents of Dietl International, Masterpiece Interna-
tional, ACLA, and Cookes Crating. I have constantly 
admired their relationships with airline warehouse staff 
and their endless guidance through complicated projects. 
In fact, I am writing this reflection as several museums 
around the world have temporarily closed to the public 
as a result of COVID-19 precautions. Earlier this year, 
LACMA, as I imagine numerous other institutions have 
done during this time, temporarily decided not to send 
couriers on any trips to accompany the museum loans 
to borrowing institutions. We instead relied on shipping 
agents to oversee every careful detail of transit to ensure 
the safe arrival of our collection works—a true testament 
to all the agents’ skill and dependability.

I sincerely value the work that went into arranging this 
workshop. I extend a great amount of thanks to the 
RC-WR organizers and to the panelists for sharing their 
wealth of knowledge. It has been quite some time since 
being fully immersed in a classroom environment, and I 
appreciate how everyone made their expertise accessible 
to all levels of participating staff. This full day of inten-
sive learning alongside colleagues from across Southern 
California (and matching faces to email addresses!) was 
a welcomed change as it is often easy to get caught up in 
the bubble of our respective institutions. We all clearly 
have so much to learn from one another, and I hope to 
share more professional spaces so that we 
may continue to grow together. 24
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—Kathrine Young

I work for the US Navy as a Collections 
Manager at the Puget Sound Navy Museum 
(PSNM) in Bremerton, WA. PSNM is one 
of nine official US Navy Museums operated 
under the Naval History & Heritage Com-
mand (NHHC). On Thursday March 12th, 
persons living in Pierce or King Counties 
were instructed to start teleworking so as not 
to be traveling into Kitsap County, per guid-
ance from Naval Base Kitsap. We thought 
that this guidance would be issued at some 
point, but we did not expect it that soon. Of 
the six staff members at PSNM, three of us 
live in those counties, myself included. 

As we all know, the job of a Collections 
Manager or a Registrar does not translate to 
teleworking very well. As I tell my non-mu-
seum friends, “I work with the artifacts and 
I am not allowed to take them home with 
me.” With that said, there are some things 
that we can do at home. 

The most basic thing we can work on from 
home is answering e-mails. I am lucky that 
my work computer is a laptop so I am able 
to take it home and use it to keep up with 
e-mails from co-workers, updates from my 
Command’s Headquarters, and from the 
Collections Stewardship Committee of the 
AAM (CSAAM) Listserv. If you are not 
already a member of this listserv I highly 
recommend joining. It is a very useful 
resource, and a great way to stay connected 
with other professionals in the field. Two 
helpful websites they mentioned recently 
that were new to me were Museum Savvy— 
www.museumsavvy.com and Museum 
Delve—www.museumdelve.com Both are 
good places to find all sorts of resources for 
Collections Managers, and other museum 
professionals, all in one place.

Using suggestions from this listserv and 
other resources, I have found a number of 
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webinars and YouTube videos to watch. Working from 
home is a good time to watch all those training and 
informational webinars that you never have time to get 
to during the workday. The website Connecting to Col-
lections Care has around 175 webinars on a wide variety 
of topics archived on their website. One of my cowork-
ers is currently going through one a day, and I know she 
will find plenty to engage with —https://www.connec-
tingtocollections.org/archives/. If you would rather read, 
the Canadian Conservation Institute (CCI) has a wealth 
of publications that are good resources for any museum 
related issue, along with the Conserve-O-Grams from 
the National Park Service.

Another task one can do from home is updating your 
museums’ policies and procedures. Does your Museum 
have a Disaster Plan? If not, now is a good time to set 
one up. I have spent some time updating our Incoming 
and Outgoing Loan policies. Maybe you have always 
wanted to improve your Integrated Pest Management 
Plan, or Environmental Monitoring Plan. These are the 
sorts of tasks we never seem to have time for during the 
usual workday, but now we might have the time since 
we cannot spend our time condition reporting or doing 
other tasks in our Collections Storage areas.

Lastly, there are many audiobooks available for down-
load from the public libraries, and I have been looking 
up Navy history-related podcasts to listen to. Unfortu-
nately, our collections management database is unavail-
able to us at this time, otherwise I could spend weeks 
working from home just on editing and cleaning up 
records in our database. 

Our staff has been connecting via Zoom, and we have 
been using that to have our weekly staff meetings. It has 
been nice to see my co-workers even virtually, as we are 
now all working from home at the time of my writing 
this article.

The physical logistics of working from home have 
taken a bit of getting used to. On the plus side, instead 
of commuting almost two hours to get to work, I can 
walk from my bedroom to my workspace in under one 
minute. On the minus side, I don’t have a standing desk 
at home, which I prefer, so I have made one by piling 
a few thick cookbooks on top of a box that is on top of 
my dining room table. While I am lucky to be able to 
take my work computer home, I must admit I do miss 
having two monitors—the small screen on my laptop is 
just not the same. My husband is a High School teacher, 
so he is currently working from home as well. When 
we both have staff Zoom meetings at the same time, we 
have to schedule who gets to be in the dining room, and 
who has to go to another room in the house. I break up 
my workday every 30 minutes or so with a few yoga or 
other stretches, just to give my mind and body a rest. I 
also leave the house for a walk every day even if just for 
a few minutes between the Spring rain showers. 

All in all, I am getting used to working from home, and 
I know I will miss some aspects of it when I go back 
to work—mainly being able to work in leggings and a 
comfy sweatshirt all day. Whenever I start missing my 
work, my coworkers, or any other aspects of life before 
COVID-19 changed how we live, I keep reminding 
myself that I am one of the lucky ones. I am grateful 
that through this weird and sometimes unsettling time 
that I am able to keep my job, I can work from home, 
and there are so many online resources available to help 
us get through this.

https://www.connectingtocollections.org/archives/
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TIME-BASED MEDIA 

— Patricia Calderón Canelo

How can we preserve artworks with technological com-
ponents destined to become obsolete? On January 15, 
2020 RC-WR Northern California Representative Linda 
Waterfield hosted a lively panel discussion at the Phoebe 
A. Hearst Museum of Anthropology on how museums are 
managing time-based media (TBM) artworks. Panelists 
included Grace Weiss, Assistant Registrar of Media Arts 
and Mark Hellar, IT Consultant from the San Francisco 
Museum of Modern Art (SFMOMA), Jadeen Young, Asso-
ciate Registrar at the Oakland Museum of California, and 
Michael Campos-Quinn, Director of Special Library Proj-
ects at the Berkeley Art Museum and Pacific Film Archive. 
The panelists and museum professionals in attendance had 
the opportunity to discuss and reflect upon the challenges 
TBM present for the museum field today. TBM are art-
works that unfold over time and may involve imaging and 
sound, film-based installations, computer or software-based 
art, and other forms of technologically based art instal-
lations. Some TBM artworks have compelled experts to 
re-think and generate new methodologies for acquisition, 
cataloguing, tracking, loans, exhibition, and preservation. 
This article presents examples of TBM that test convention-
al museum methods and outlines the innovative systems 
the panelists employed to meet the challenges.
 
Accessions 
The main considerations when accessioning TBM are 
the barriers to preservation and access that obsolete me-
dia, formats, and systems present, and if the outdated 
artworks can migrate to currently available technology. 
One example would be the 300 floppy disc collection 
that Susan Kare donated to SFMOMA. Kare is known 

for her interface elements and typeface contributions 
to the first Apple Macintosh in the 1980s (see picture), 
and her work on the 300 floppy discs is inaccessible by 
modern day computers. SFMOMA had to use Kryoflux 
hardware technology—a floppy disc controller for mod-
ern computers borrowed from the Software Preservation 
Society—in order to access the artwork on the discs. 
Kare’s example illustrates one challenge museums face 
when acquiring obsolete media and reveals the troubles 
that modern media works might present in time: will the 
equipment needed for viewing and installation be avail-
able in the future? What will the storage and installation 
cost over time? Are there other copies of the artwork 
somewhere? Can the museum make preservation copies?

To address these and other difficult questions that arise, 
panelists agree on the importance of pre-accession 
interdepartmental meetings, and a set of minimum 
requirements of donors and artists described in Media 
Acquisition Forms. These multidisciplinary conver-
sations among museum professionals with different 
expertise within the museum and the aforementioned 
forms ensure that a comprehensive and thoughtful pro-
cess of acquisition takes place. The Oakland Museum of 
California (OMCA) outlines as minimum requirements 
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31

the follow-
ing: a high 
resolution, 
uncompressed, 
archival digital 
file (“Master”); 
a playable file 
(“Exhibition 
copy”); any 
existing photos 
and docu-
mentation of 
previous instal-
lations of the 
artwork; and a 
master list of 

artwork elements and equipment given to the museum.

Cataloguing and Tracking
TBM artworks typically involve a greater number of 
components compared to ‘traditional’ museum artifacts. 
For this reason, cataloguing requires documenting all 
digital and physical components, including those sculp-
tural and non-sculptural. A good example is SFMOMA’s 
Nam June Paik’s Chongro Cross (photogrpah below). 
Chongro Cross is composed of up to 85 components, 
including: all original master materials, exhibition copies 
and exhibition back-ups, Korean folk objects, cathode 
ray tube TVs, transparencies, and RCA video cables, 
to name a few. Recording all components is crucial for 
when the museum must prepare for exhibitions and 
consider loans, since special equipment might be neces-
sary for display. 

When it comes to museum numbering, experts agree on 
the importance of differentiating content format codes 
to identify ‘Master material’ provided by the artist or 
donor, and derivatives made for exhibition or preserva-
tion purposes. OMCA uses different suffixes within 
their museum numbering to refer to master formats 
(.MAF), preservation formats (.PRF), exhibition for-
mats (.EXF), and other formats (.OTF). Other formats 
can refer to cases where a flash drive, CD, film, or tape 
has become the artistic object in and of itself—rather 
than the content in it—because it was physically ma-
nipulated by the artist, like being painted or drawn on. 
OMCA’s museum number 2018.12.1.EXF.2 for exam-
ple would refer to the second copy of an exhibition file 
from a 2018 acquisition.
 
Exhibition, Storage and Preservation
The exhibition of TBM artworks can carry complica-
tions for museums when original artworks are in ob-
solete formats: special equipment might be required, 
or updates and new iterations made by the artists in 
collaboration with the exhibiting institution might take 
place. Regardless of the obsolescence, documentation of 
TBM exhibits is of great importance. In most cases, the 
artwork only exists when it is installed, and the artist’s 
concept or the artwork’s interactive feature with the 
public must be recorded as well. Documenting iterations 
in such cases is threefold: to make the artwork accessible 
when not installed, to serve as reference for future instal-
lations, and for storage and preservation purposes. 

 
In the case of the art piece News by Hans 
Haacke (photogrpah above), the iterations 
from 1969, 2008, and 2018 evolved as it 
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was exhibited throughout an almost 50-year period. The 
news delivering component morphed from a Teletype 
machine connected to the United Press International 
news service in 1969, to a dot-matrix printer connected 
to the Internet printing news from real simple syndica-
tion (RSS) feeds in 2008 at SFMOMA, to a printer 
connected to software capturing news from over twenty 
different agencies in 2018 (photograph above). In all iter-
ations of Hans Haacke’s News, the museums kept samples 
of the printouts, but the artists’ concept goes well beyond 
these news prints. The printouts are merely snap-shot 
captions symbolizing the larger concept that can only 
be fully experienced when the piece comes to life during 
exhibition. For this reason, documenting TBM artworks 
while on exhibit is especially important. SFMOMA uses 
Media-Wiki software to capture and document multi-me-
dia whose nature goes beyond conventional methods, like 
in the case of News. Through Media-Wiki, the museum 
keeps in-depth documentation of artwork’s components, 
curatorial descriptions, technical narrative of art pieces, 
installation instructions, iteration-specific notes, artist 
commentaries, and the deinstallation process. 
 
Loans
When a museum, donor or artist loans TBM artworks 
for exhibition, specific considerations may be taken into 
account, such as: What is exactly being loaned, master 
files or exhibition copy files? Can the 
museum make more copies? What would 
happen to these copies after the exhibit? 
Are non-sculptural components and/
or dedicated equipment being loaned as 
well? What would be the cost of equip-
ment if needed? To consider these and 
other factors, SFMOMA allows for a 
timeline of 12 to 15 months to prepare 
for incoming and/or outgoing loans. 
Along the timeline, the lending institu-
tion can do a mock-up installation of 
the artwork to confirm the installation 
instructions provided by the lender, and 

a complete iteration report must be completed by the 
lending institution during the exhibition. Regarding 
copies made for exhibition purposes, SFMOMA sug-
gests issuing a Deletion Confirmation Receipt after the 
return of TBM artworks to ensure that any copies made 
for exhibition purposes or as back-up are deleted.
 
All the artworks mentioned in this article illustrate how 
technology continues to reshape art and, at the same 
time, reshapes museum practices and methods. Moreover, 
technology will continue to make current media artworks 
and museum methods obsolete. Museum professionals 
agree that awareness of the need for constant methodol-
ogy revisions is how we can better prepare for the incon-
ceivable challenges that undoubtedly will come. In 2005, 
SFMOMA along with other museums internationally 
collaborated to provide advice on the preservation of 
media artworks on a project called Matters In Media Art. 
The guidelines outlined by this project address acquisi-
tions, documentation, loans, and preservation. However, 
the ultimate lesson from their core principles, shared also 
by the RC-WR panel, is that ‘digital collections require 
active maintenance and will not survive passive storage’ 
and to ‘be prepared to be unprepared.’ 
 
In sum, TBM is providing museum professionals with 
fresh opportunities to reshape the museum field as art-
works evolve with technology. The panelists at the recent 
RC-WR event are at the forefront of this transformation, 
and their in-depth discussion is inspiring to all museum 
professionals looking to reflect further on the changes 
that our fast-evolving world is bringing to the field. For 
a continuing dialogue on the topic, panelist Grace Weiss’ 
has a forthcoming chapter on TBM in the 6th edition of 
Museum Registration Methods. Stay tuned!

For additional Resources 
from this workshop, 

please email RC-WR 
Vice Chair Beth Sanders.

mailto:rcwrvicechair@gmail.com
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—E. Tory Laitila

In 1969, Western Airlines brought 
Alaskan wood carvers Carl Hein-
miller and Leo Jacobs to Hono-
lulu, Hawai‘i to demonstrate their 
craft at the Alaska-Hawaii Trade 
Conference at the Kahala Hilton 
Hotel. Heinmiller was the direc-
tor of the non-profit organization 
Alaska Indian Arts, Inc. of Haines, 
Alaska. To demonstrate their work, 
Heinmiller and Jacobs carved a 
Chilkat totem pole over three days 
in November at the Ala Moana 
Shopping Center. The twelve and a 
half foot tall, one thousand pound 
totem pole of Alaskan red cedar 
wood depicted a grizzly bear as the 
top carving to symbolize strength 
and protection; the grizzly bear guarded the middle 
figure, representing the Governor of the State; the bot-
tom image was that of a brown bear holding a money 
piece called a tinah, which represented the promise of 
great and mutually profitable trade between the states of 
Hawai‘i and Alaska. The totem pole was presented by the 
State of Alaska, Alaskan Business Council, and Western 
Airlines to State of Hawai‘i Governor John A. Burns.

After the totem pole was presented to the State of 
Hawai‘i, Paul Weissich, Director of the City and County 
of Honolulu Botanical Gardens from 1957 to 1989, saw 
the totem pole at a State of Hawai‘i Department of Land 
and Natural Resources facility and asked for it. By 1974 
the totem pole was installed at Foster Botanical Garden.

Starting with a 2000 survey by 
conservator Laura Gorman, the 
Mayor’s Office of Culture and 
the Arts (MOCA) has moni-
tored the condition of the totem 
pole. In 2016, a condition report 
by conservator Linda Hee was 
completed with the determina-
tion that the totem pole was in 
very poor condition; the totem 
no longer depicted its original 
entirety with multiple areas of 
loss, vertical checks in the wood, 
and insect damage. As the reg-
istrar with MOCA, I contacted 
Alaska Indian Arts, Inc. and the 
artist’s son, Lee Heinmiller, and 
informed them of the condition 
of the totem pole and requested 

their input concerning the future of the totem pole.

The Commission on Culture and the Arts at their July 
12, 2018 business meeting discussed at length the deac-
cession of the totem pole and were appreciative of the 
documentation provided. I assured the Commission that 
should the deaccession be approved, appropriate cultural 
protocols would be followed and that the artist’s son and 
Alaska Arts, Inc. would be notified of the decision with 
its subsequent action and that MOCA would be open 
to any comment and input. It was also stated that the 
totem pole would be photo-documented for the perma-
nent record, which was done by photographer David 
Franzen. With those assurances the Com-
mission approved of the deaccession. The 

The “Chilkat Indian Totem Pole” 

Laid to Sleep

The “Chilkat Indian Totem Pole” 
Photograph by David Franzen, 2018



Department of Parks and Recreation, the City depart-
ment which oversees Foster Botanical Garden, supported 
the deaccession. Lee Heinmiller and Alaskan Indian 
Arts, Inc. were informed of the decision and were pro-
vided ninety days to respond; no response was received. 

Little documentation on the traditional method of 
relegation of totem poles is accessible to the general 
public, there is some documentation regarding a few 
Canadian First Nations practitioners laying totem poles 
horizontally upon the ground, thus allowing the wood 
to decompose into the earth. I was informed by cultural 
practitioners that this is not an uncommon occurrence 
as totem poles age, and when they are in poor condition 
are put to sleep and new totem poles are erected. The 
Oahu Intertribal Council was contacted to perform the 
sleep ceremony and a date was agreed upon between the 
Council and Garden staff.

On the morning of Tuesday, April 23, 2019 a group 
gathered at Foster Botanical Garden consisting of: the 
Oahu Intertribal Council representing Native American 
and Native Hawaiian practitioners, organized by their 
President Mealii Prieto (Otoe-Missouria Tribe); the 
Honolulu Mayor’s Office of Culture and the Arts; and 
Foster Botanical Garden. The assembled group per-
formed a totem sleep ceremony led by Dave Mulinix (Le-
nape, Miami, Cherokee, and Potawatomi tribes) under 
the guidance of cultural elder Bob Baker (known by his 
Squamish name, Saplek; and Hawaiian name, Lanakila) 
of the Squamish Nation of the Lower Mainland of Brit-
ish Columbia, Canada. Several songs and dances were 
performed, a purification blessing was done using moun-
tain stream water with a small amount of clay mixed in, 
applied to the totem pole by four dancers using branch-
es. Those in attendance were witnesses and four individu-
als introduced themselves to the totem pole and gave a 
story. The concluding song could be considered a lullaby, 
after which the ceremony was complete. The pole was 
then detached from its metal support post and lowered 
by Garden staff and carried to a consecrated area and laid 
to rest. It was a solemn and moving ceremony.

To inform the public, interpretive signage was posted 
nearby which reads:

“The ‘Chilkat Indian Totem Pole’ by Carl Heinmiller and 
Leo Jacobs was completed in Honolulu in 1970 of Alas-
kan red cedar and transferred to the City and County of 
Honolulu from the State of Hawaii in 1974. Due to nat-
ural deterioration, the Commission on Culture and the 
Arts determined to deaccession the totem pole in 2018 
with no objection from the artist’s estate or Alaska Indian 
Arts, Inc. On April 23, 2019, the traditional totem sleep 
ceremony was performed by the Oahu Intertribal Coun-
cil to allow the totem pole to return to the earth.”

E. Tory Laitila  is Curator of Textiles and Fashion, Honolulu 
Museum of Art. Formerly Registrar, Honolulu Mayor’s Office of 
Culture and the Arts (2002-2019)
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https://www.hollingermetaledge.com/
https://www.hollingermetaledge.com/
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Crossover between archive, museum, and library (pri-
marily special collections) work is nothing new, but it 
is a topic that always deserves review and contempla-
tion as times change. Mainly differing in what system 
they are organized (object vs. collection), museums and 
archives crossover in types of material, storage needs, 
and with increasing frequency, methods for making 
their collections available to the public. As the study 
of history has moved from an interest in the patriar-
chal leaders to the everyday person and their stories, 
museums and archives have had to reexamine what 
they collect and what they prioritize in exhibitions and 
processing. I have seen firsthand the crossover between 
libraries and museums and championed their collabo-
ration. So, I picked up this quarter’s new read with 
great personal interest. 

Libraries, Archives and Museums Today covers the con-
vergence and current trends in these institutions. The 
book is divided into five parts with case studies that 
make up the chapters to illustrate challenges and solu-
tions reached by institutions: Digital Strategies (four 
cases studies), Collaboration Within and Across Insti-
tutions (four case studies), Strategic Use of Resources 
(two cases studies), Institutions in Transition (three case 
studies) and Culturally Sensitive Materials (one case 
study). However, I was surprised to learn that every 
chapter returned to the topic of digital databases and 
rarely touched on dynamic topics like the handling of 
objects or how to whip together an exhibition when the 
director says, “well can’t you just put some things up?”

But if we are lucky, we learn something new every day. 
While digitization is not my specialty, it was interesting 
to discover the current thinking around an increasing 
move to online collections. Digital appraisal needs to 
be part of acquisitions. Increasingly, libraries and ar-
chives need to assess the “born digital” objects and col-
lections they are offered before accepting them. Much 
the same way a curator consults with a conservator to 
determine whether a museum has the resources needed 
to house and cares for an object, collections manag-
ers need to know what kind of technology is needed 
to open the accession, and whether 
they have the technology to convert the 
items for sharing with a larger audience 

New Reads
by Nancy Arms Simon

Libraries, 
Archives, and 

Museums Today: 
Insights from 

the Field
Botticelli, P; Mahard, M.R.; 

Cloonan, M.V.; editors 
Rowman & Littlefield, 2019
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both inside and outside their own institution. Perhaps 
most importantly, institutions need both protocols and 
technical systems in place before approving acquisitions, 
rather than adapting new technologies on a project-by-
project basis.

I can imagine that collections managers in any kind of 
institution who already deal with accessioning “born 
digital” collections or digitizing hard copy collections 
would find this book particularly useful and interesting. 
Especially if they are the decision makers about what 
type of database to use or are required to merge their 
collections with larger database systems, for example, as 
part of a larger university system. 

I always like to break down the New Reads for our read-
ers so they can decide for themselves if the resource will 
be valuable to them or could answer a question with 
which they are currently struggling. To that end, I have 
summarized the sections briefly below:

Section One discusses adapting to the increasing de-
mands of maintaining digital collections, particularly 
considering staff workflows and reshaping library 
services. It also highlights a case study of a smaller, all 
volunteer organization (The History Project in Boston) 
with digital goals and the challenges of a small budget 
and a lack of institutional documentation.

Section Two focused on digital collaboration and fo-
cused on the need to develop comprehensive and uni-
form policies.  There is also a need for mature program-
ming services so that collaborative projects are possible 
in real time and don’t have to be deferred or declined 
due to lack of in-place protocols. A natural extension of 
a collecting institution’s mission, mature programming 
services help institutions take only what makes sense for 
their collection, rather than using valuable resources to 
process unwanted collections after agreements have been 
signed and there is no going back.

Section Three looks at cross collaboration between 
departments with digital assets within the same institu-
tion and a move away from data silos. It discusses how 
to share resources as well as merge the historic roles of 
libraries as places of access and museums as places of 

preservation. (Spoiler: did you know that the MOMA 
[New York] now has complete documentation of every 
exhibit they’ve ever done online?!)

Section Four took an honest look at the American 
Textile History Museum and how their dedicated 
staff worked to deaccession and disperse their collec-
tions after financial hardship forced their closure. Their 
thoughtful work has enriched cultural institutions 
throughout the country and allows the objects from 
their collection to continue their lifespan. The ATHM’s 
archives will also be processed by graduate students and 
donated to a larger university archive, so that documen-
tation of the museum’s history is not lost.

Section Five only had one chapter which dealt with the 
Peabody Museum of Archaeology at Harvard and the 
challenges of wanting to move their culturally sensitive 
collections online for greater accessibility. With the goal 
came a hard review of what the museum had a right to 
share digitally and what they did not.

The main takeaway for me in understanding what is 
needed in processing digital collections was that there 
need to be three disciplines at work: a love of technol-
ogy, a love of working with collections, and a love of 
working with the public. These passions can be present 
in one person, or dispersed across the interests of three 
separate people, but they must all be present. This mul-
tidisciplinary Cerberus can then take on the challenges 
of object level vs. collection/series level processing, 
restriction types and permissions, and can communicate 
the institution’s needs to the donor and the methodology 
to the user. 

Truthfully, I was a little disappointed that Libraries, 
Archives, and Museums Today: Insights from the Field was 
so digitally focused. But as we move into the first month 
of shelter-at-home, we have all been relying on digital 
experiences in a way we only thought possible in sci-
ence fiction movies. I have also been combing through 
old emails and finding links friends shared years ago for 
their favorite online exhibits, collections, and public 
domain images. My hat is off to those 
colleagues in the field who have made 
access to these collections possible.




