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»Recognition at home and away GOICOP

This summer has been an action-packed one for the craft community and this issue of The Craft
Factor certainly reflects that. Incite '85, a furniture design conference, the Dimension '85 exhibition,
and other events provided the opportunity to challenge, stimulate and congregate craftspeople. The
calibre of resource people involved in these various activities makes a point that sometimes gets over-
; ell(ed. The talent of the craftspeople in Saskatchewan is recognized across this continent and further
ield.

Yet, there is a tendency among craftspeople here to satisfy themselves with the status quo. The effect
of that kind of thinking s reflected in the comments that Michael Hosaluk and Randy Woolsey make
ibout Incite ’85 on page 11. So too, do the Dimension "85 jurors comments, reprinted in this issue.
Definitely food for thought!

I jumped the gun slightly in announcing that we had hired an advertising representative. We had,
Verbally, but then a full-time job came along and we were out of luck. Since we're a quarterly publi-
cation serving a specialized audience, advertisers do not exactly pound down our door for space in our magazine. However,

ere are advertisers who need to reach our audience. Some come to us, most don't. I subscribe to the theory that we have to
g0 out there and find what is likely readily available to us for the asking. If this sort of activity appeals to you, get in touch.

Michelle Heinemann

Saskatchewan Craft Council Board Members: Patrick Adams, Chair; John Peet, Vice-President, Publications, CCC Rep;
- Barbara Terfloth, Education, Secretary; Gale Steck, Marketing, Alternate CCC Rep; Olive Kalapaca, Gallery; Helen Rogers, Ex-
ibitions; Jim Sather, Treasurer, Membership; Michael Martin, Executive Director.
gal Advisor: Barry Singer
ditor: Michelle Heinemann, 427 9th St. E., Saskatoon S7N 0A7, 665-6754

Craft Factor is published quarterly in March, June, September, and December by the Saskatchewan Craft Council, Box
, Saskafo:n, SaslfatchewanqS7K 41)1,3. It is made possible through funding from the Saskatchewan Arts Board and
chewan Trust for Sport, Culture and Recreation. Comment and opinion are welcome but will be subject to editing for
e and clarity. Only signed letters and submissions will be printed. Advertising is accepted. The Saskatchewan Craft Council
ffiliated member of the Canadian Craft Council.

0228-7498 Printing: Saskatchewan Government Printing Company
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The Jean A. Chalmers Fund for the Crafts

Each year an amount of up to
$50,000 is available to the Canada
Council to support spocial projects, re-
search and special workshops for the
crafts in Canada. This sum, known as
the Jean A. Chalmers Fund for the
Crafts, represents the income from an
endowment of $500,000 made to the
Council by Jean A. Chalmers of
Toronto.

The Jean A. Chalmers Fund for the
Crafts enables the Visual Arts Section
to assist groups of professional
craftspeople or non-profit craft organi-
zations which wish to conduct innova-
tive, experimental, and creative proj-
ects that have a theoretical or practical
application in the development or ad-
vancement of the crafts in Canada.
The Visual Arts Section provides par-
tial funding for special activities on a
one-time basis as follows:

Special Projects

Activities that qualify as Special
Projects are seminars, symposia, con-
ferences or special publications. Appli-
cations will be assessed on the merit of
the project and on its relevance to
those working in crafts. Special Proj-
ects should contribute to the creative
development of the professional craft
community and should have a poten-
tial impact on the general public.

There is no application form. Appli-
cants should send their request in a
letter which should include the follow-
ing material:

— a complete and precise description
of the project;

— supporting material such as a curri-
culum vitae for each contributor,
pertinent publications, visual docu-
mentation, etc.;

— a detailed budget listing revenues
and expenses. The budget should
indicate clearly those items for
which Council support is being
sought

Research Projects

Non-profit craft organizations or in-
dividuals serving the needs of the pro-
fessional craft community may apply
for research grants to cover the direct
costs of investigating or documenting
existing or new theories and practises
in the crafts.

Research grants may be used to
cover fees for specialized services, con-
sulting fees, special materials, or spe-
cial equipment rental (not to exceed 25
per cent of the total amount applied
tor), travel costs, and miscellaneous ex-
penditures. Requests for purchase of
equipment are not eligible.

On completion of the research, the
recipient must submit a detailed final
report to Council before another grant
is requested. Information contained in
the final report will be considered
public information.

There is no application form. Appli-
cants should send their request in a
letter which should include the follow-
ing material:

— a complete and precise description
of the project;

— supporting material such as a curri-
culum vitae for each contributor,
pertinent publications, visual docu-
mentation, etc.;

— a detailed budget listing revenues
and expenses. The budget should
indicate clearly those items for
which Counci{ support is being
sought.

Special Workshops

This program is intended to enable
professional craft organizations to
invite professional artists to conduct
short-term intensive workshops. Only
workshops designed for active mem-
bers of an organization engaged in
advanced creative applications are
eligible. The Council will cover an
honorarium of $200 a day, travel costs
(if applicable), the rental cost of special
equipment, and fees for specialized
services.

There is no application form. Appli-
cants should send their request in a
letter which should include the follow-
ing material:

— a complete and precise description
of the project;

— a description of the organization,
including a list of the members;

— visual documents related to the
work of the members;

— visual documents illustrating the
working space of the organization;

— a curriculum vitae for each guest
artist;

— visual documents illustrating the
guest artist’s work (for example, a
catalogue, or slides, or photos, or
brochures, etc.).

— a detailed budget of revenues and
expenses.

All applications should be sent to
the attention of Francine Perinet,
Visual Arts Section, The Canada Coun-
cil, P.O. Box 1047, Ottawa, Ontario
K1P 5V8.

Deadline dates for all components of
this program are as follows:

15 October 1985

1 March 1986

1 September 1986

All applications are assessed by a
jury. Results will be available approxi-
mately six weeks after the deadline
dates.

Other Assistance

The Visual Arts Section provides
assistance to galleries and artist-run
centres for exhibitions of contempo-
rary crafts. Through its Visiting Artists
Program, the Section also provides
assistance to galleries, artist-run
centres, and art schools hosting craft
artists from other regions of the coun-
try.
l'y'l'he Arts Awards Section of the
Canada Council provides grants for in-
dividual artists working in crafts.

The Exploration Program provides
assistance to individuals and groups
which have innovative and well-
conceived projects, but which are not
eligible for assistance through the
Visual Arts Section and the Arts
Awards Service.

New Name for
Nova Scotia
Craft Organization

The Nova Scotian crafts community
moved leaps and bounds in May when
their professional organization — the
then Nova Scotia Designer Craftsmen
became the Nova Scotia Designer
Crafts Council.

Old habits die hard — apparently —
but finally did die, putting to an end a
long standing issue over their name’s
male gender.
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Craft Council
Receives $5, 700

SCC was among the 20 professional
arts organizations in the province
which benefitted by $250,000 in sup-
plementary grants made available by
the Saskatchewan Arts Board in
September. As well, the Individual
Assistance program and the project
grant program received a much
needed $40,000.

Each of the 20 professional arts or-

ganizations — 10 in the visual arts
area and 5 each in the performing and
literary arts area — were awarded a

15% one-time increase. For SCC, that
amounted to $5,721.90.

The additional grant money was
made available after negotiations be-
tween the Board, the Department of
Culture and Recreation and the Sask-
atchewan Council for Cultural Organi-
zations (SCCO). The agreement speci-
fied that $250,000 will be paid by the
culture division of Sask Trust for
direct expenses relating to the School
of the Arts run by the Arts Board at
Fort San. The Arts Board, in turn,
agreed to disburse that $250,000
among its professional arts organiza-
tions. Currently, this is being viewed
as a one-time disbursement only, al-
though there appears to be some possi-
bility of on-going support in this
amount. M. H.

Newfoundland
Government
Exempts Craft Items
from Sales Tax

At a council meeting in October ‘84
it was decided that NLCDA should
take steps to try to have the sales tax re-
moved from handmade items as the
added 12% tax seemed to be a deterrent
to  sales, expecially to tourists
Through official requests to govern-
ment departments and informal en-
counters of council members with
government officials the association
Wwas able to have the sales tax removed
The announcement was made in the
May 16th provincial budget that
Canadian handcrafts sold in New-
foundland were exempt from provin-
cial sales tax.

:' Chester — Raku Fired Clay

Gallery Schedule

Opening: October 7, 1985
October 5 - October 31, 1985

The Raku works of Don Chester, well-known Saskatchewan craftsman,
associated with the University of Regina Extension Program in Clay

Versatility in Clay —
Ken Wilkinson

Opening: November 7, 1985
November 2 - November 28, 1985

An exploration of texture, colour and size moving from three-dimensional
forms to two-dimensional work. This illustration of the versatility of clay
by Ken Wilkinson will include functional and sculptural works. :

Paper Works —
Ursulina Stepan

Opening: November 30, 1985
November 30 - December 20, 1985

An innovative exhibition of handmade paper by Regina artist, Ursulina

Stepan, instructor in printmaking, papermaking and painting at the Neil
Balkwill Civic Art Centre. -

Saskatchewan Craft Gallery
Hours: 1:00 to 5:00 p.m. — Monday to Saturday

1231 Idylwyld Drive North, Saskatoon. Phone: 653-3616

BLACK

WHITE
BLACK

The SCC is sponsoring a juried exhi-
bition of Saskatchewan crafts opening
in Feb.’86 at the Saskatchewan Craft
Gallery in Saskatoon.

This exhibition is open to all SCC
members and work may be only in
black and/or white.

For further information please con-
tact the SCC office.
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A Validation for
Photography as Craft

by Michael Brauer

Ever since the creation of photography about 150 years
ago, it has been treated as the unwelcome stepchild of the
painting arts. The fact that a photograph has to instantly
combine composition, angle of view, choice of light, depth
of field, and background/foreground relationships, to create
the desired effect or mood is indeed intimidating to a painter
who, over a considerable length of time, adds to and sub-
tracts from the image he or she carries in his or her mind.

Any craftsperson or artist carries an image of the finished
product in his or her mind. The potter chooses the type of
clay that will best create the form that he or she sees. The
weaver chooses the color and strength of thread that, based
on his or her experience, will give physical form to his or
her dream. The lithographer and the photographer, just as
other artists and craftspeople, start out with an idea of what
the finished product will look like. What sets the photogra-
pher and lithographer apart from the other arts is their abili-
ty to produce limited or unlimited reproductions from the
original work. We have learned to accept the lithographic
process as a viable means to create art. The camera, however,
still makes the photograph an unwelcome intruder into the
largely three-dimensional handmade results of the craftper-
son because of its seemingly abused reproductibility. Conse-
quently, craftspeople feel uncomfortable considering pho-
tography on par with their own work.

The Saskatchewan Craft Council is among the leaders
who have had the foresight to place the photograph and the
lithograph into the ranks of other art forms. It is to their
credit that photographers can now compare and share their
varied insights with those of many other artists. “ .. . itis en-
couraging to hear that effort is being made by the Saskatche-
wan Craft Council to promote photographic arts,” This
comment by Martha Hanna of the National Film Board
Stills Division underlines the importance of what is happen-
ing in Saskatchewan

The artistic role of photography has become the centre of
discussion in many craft councils across Canada. A survey
points out the difficulties photography is facing in becoming
an equal member among other art forms. New Brunswick,
Alberta, Nova Scotia, Prince Edward Island, Quebec, Onta-
rio, and British Columbia Craft Councils do not include
photography among the disciplines served. Generally, it is
felt that photographers have their own outlets and organi-
zations 1o serve their needs

New Brunswick is presently undertaking a study of all
disciplines not within their council and photography is one
of them. As well, B.C. will be reviewing their policies in the
near future. In Nova Scotia, Visual Arts Nova Scotia has the
mandate to serve photography. In Ontario, photography is
considered to be of importance only in a supporting role.
P.EL states that they “do not accept commercially repro-
duced materials” and they feel that photography fits that
category. The Manitoba Craft Council is undecided. Accord-
ing to their Executive Director, “ .. no one has joined our
organization who defines their profession as that of pho-
tographer.” This year, Yukon has passed “with a healthy
majority” an amendment to include photography on a two
year trial basis. For Newfoundland and Labrador Crafts
photography “is recognized as a handcraft — however, the
darkroom work must be the photographer’s own. No com-
mercially printed photographs will be accepted.”

Several interesting conclusions can be drawn from this
survey:

1. The majority feel that photography can and does look after

itself.

Although it appears that photography does look after
itself, there is a great need for opportunities to display and
compare photography with other art disciplines. While pho-
tographic galleries, occasional one-person shows, competi-
tions, and discussions fulfill a very important function, they

The camera . . . still makes the
photograph an unwlecome intruder into
the largely three-dimensional handmade
results of the craftsperson because of its
seemingly abused reproductibility.

cannot be expected to afford the large number of individual
photographers the opportunity to gain knowledge and
experience in what the public accepts as a work of pho-
tographic art. The marketplace should and does have the
right to set its own standards, The craft councils would be
remiss in not accepting the responsibility for expanding
their horizons and including photography
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2. Studies are being undertaken to evaluate why photographs
should be included and the benefits of including photography in a
craft council mandate

It is encouraging how many craft councils are planning to
discuss the inclusion of photography Obviously, these
councils recognize the reciprocal value photography has
among the existing disciplines. Any added discipline leads
to an exchange of visual concepts, to a variety of approaches
and to the visualization of shapes, substances, and emotions

The photographer creates on the negative
what a weaver creates on the loom.
Although the negative has yet to be
reversed to become the visible work of art,
it nonetheless carries all the
photographer wishes to convey.

[

3. The term “commercially reproduced material” seems to in-
validate photography from being considered an equal partner
among other arts and crafts

One of the craft councils’ criteria for membership appears
to be that the items reproduced are, as far as possible, hand-
made by the artist. So the question naturally arises — if a
photograph is commercially reproduced from a negative,
does it qualify as the work of the photographer?

I see here a similarity between a photographer’s negative

~ and the lithographer’s plate. Neither, in itself, is the finished

product a customer would purchase but it is the result of
that. A weaver’s sketch, and the woodworker’s faint pencil
lines are merely a step in the achievement of the finished
product. They serve as guides to assist the hand in creating,
quite unlike the negative.

The photographer creates on the negative what a weaver
creates on the loom. Although the negative has yet to be
reversed to become the visible work of art, it nonetheless
carries all the photographer wishes to convey.

The next question then is whether it is important for the
photographer to do the printing or have it done commer-
cially. Unlike the black and white process, where 50% of the
finished product is created in the lab, the color process,
whether done by the photographer or the commercial lab,
has a very limited margin of manipulation

The lab does not have artistic control over the needs and
wishes of the photographer. If the photographer presents
the lab with a proof and asks the lab to reprint the negative
according to that proof, the photographer has the right to
insist that the enlargement in every way conforms to the
proof. This holds equally true for any changes the photogra-
pher specifically requests to be made on the finished print
such as making it appear darker or lighter, slightly altering

- the overall tint, darkening or lightening certain areas, speci-
~ lic cropping and choice of materials. By exercising these op-
| tions, the photographer, who has artisitc integrity, has the

right to insist on controlling the finished color product

- Whether it is made in his or her own darkroom or at a com-
- mercial lab.

The argument then, that a commercially produced item is
or is not acceptable by the craft council needs clarification
on the term “handmade” As the potter purchases ready-
made chemicals and mixes them to create a particular glaze
so does the photographer exercise his or her options in
controlling the finished product of his or her photograph
The woodworker does not make his or her own wood but
controls 1t by selection and storage, nor does the weaver
usually grow his or her own wool

It is not possible to produce a work of art completely on
one’s own. The handmade process, therefore, must not take
precedent over the artist’s ability to combine existing mate
rials in the creation of a new object. As long as the originator
exercises complete control the item produced 1s a hand
made item.

Contrary to color, the black and white photograph allows
the photographer considerable freedom to alter the original
concept on the negative. Therefore, black and white process
must always be handled from beginning to end by the pho-
tographer

In closing, | would like to touch on the difficulty of ac-
cepting the camera as a viable means of creating legitimate
works of art. The apparent ease with which a picture 1s
made on the camera could lead one to believe that all photo-
graphs are taken without planning the final result or with-
out knowledge of the capability of the camera. It 1s certainly
true that the majonty of photographs (snapshots) fall into
this category. Could not the same be said for clay? In the
hands of the unskilled, even the best clay will not result in
fine craftsmanship.

The easy access to and improved quality of camera equip
ment does give a far greater number of individuals today
the opportunity to be creative. Merely recording a scene or
an event is gradually giving way to a sophisticated self-
expression.

The term “commercially reproduced
material” seems to invalidate
photography from being considered an
equal partner among other arts and crafts.

In the Saskatchewan Craft Council Standards
Report by M. Zora and C. Miller, we read, “ . . . those pieces
which show a special spark whether the source be rational
or intuitive, are the ones which are likely to be recognized
as having exceptional quality ... “ This means “ . .. crait can
be art”. Art and craft, in my opinion, go hand-in-hand A
good artist cannot be a bad craftsperson because craft is an
integral part of art and vice-versa. The question ‘is pho-
tography craft or art?’ cannot be answered because it must
necessarily be both.

If the craft councils, by accepting photography as part of
their mandate, can assist in raising both awareness and the
quality of the photographic art as it is being done for other
disciplines, they are indeed fulfilling their function as a
forum for the encouragement of high standards in arts and
crafts
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Some Impressions of the
Contemporary Furniture Design
and Techniques Conference

by Sandra Flood with Mike Bantjes and Corin Flood

The  Contemporary  Furniture
Design and Techniques Conference
was held at Kelsey Institute, Saskatoon,
during the weekend of August 3, 4 and
5. About 80 participants from all over
the province and further afield came
to hear six of North America’s top
furniture makers and designers: Al-
phonse Mattia, who teaches wood-
working at Boston University; Judy
Kensley McKie from the Eastern
States; Gary Bennett from California;
Steve Madsen from New Mexico; from
Toronto, Paul Epp, who designs furni-
ture for Ambience; and Michael For-
tune, who teaches furniture design at
Sheridan College and also has his own
workshop.

The Conference took the form of a
series of lectures alternating with
workshops. Participants were divided
into groups and rotated through the
six workshops, one by each lecturer,
over the three day period. After an
opening lecture entitled "Why has
furniture taken such a dramatic
change?” (retitled by Paul Epp “Furni-
ture as Fashion”), we were asked to
make a choice from groups of 3 lec-
tures run concurrently. Participants
and lecturers quickly came to an agree-
ment to jointly cover each group of 3
topics, in one session. After a fairly
brief lecture introducing the topic, usu-
ally illustrated by slides, the subject
was open to questions and discussion
from the floor and a lively set of ses-
sions these were

I, [Sandra Flood], went to hear the
first lecture and stayed enthralled to
the last critique, | am not a woodwork-
er, — my design experience lies in
other fields. But having a furniture de-
signer in the family and a nodding ac-
quaintance with Fine Woodworking
magazine, has made me aware that
some very exciting things are happen-
mng in furniture design. In any cose,

“Mounting Gallery Exhibitions and
Promotions”, “Alternative Materials”
and “Design by Commission” are sub-
jects of interest to any designer or
craftsperson.

From the sparse information in the
Conference handout, | thought that
the workshops would be highly
technical and of interest only to people
with experience in working with
wood. I was wrong. The workshops,
with a couple of exceptions, were slide
illustrated reviews of the designers
work. Depending on the designer,
there were some technical digressions
but even I found them comprehensible
solutions to unfamiliar problems.

Of the three designers whose work-
shops I found particularly stimulating,
two, Judy Kensley McKie and Gary
Bennett, trained originally, as I did, as
painters. Their reasons for moving
away from painting into making ob-
jects which combined utility and aes-
thetics struck a personal chord. Judy’s
cool, elegant carved and painted
animal furniture and Gary's flamboy-
ant clocks, lamps and the stunning
series of trestle tables combined a
variety of exotic woods, metals, glass
and painting. The designers used the
freedom to innovate and play with
shape, colour and materials found in
the best art with a respect for process
and finish found in the best crafts-
manship.

Steve Madsen has no art training
and his intricately detailed, architec-
turally inspired ‘boxes’ seem to come
initially from a desire to make use of a
collection of small pieces of exotic
woods and precious metals and a
deeply felt response to New Mexico's
landscape and architecture. | wish |
could think of a better word then
‘boxes’, Steve's own word, for these
fantastic miniature palaces which com-
bine utility with high art by incor-

porating exquisitely crafted drawers

Although many of the participants
at the Conference were wood crafts-
men, others came from related disci-
plines. Mike Bantjes is a theatre set de-
signer and builder and a sculptor. His
main goal in coming to the Conference
was to learn something about the
design processes of the six master
craftsmen. For him, Michael Fortune's
presentation gave a detailed look at
many of the techniques used in the
process of developing a series of
chairs. Fortune begins by defining the
problem, a chair that will be aestheti-
cally pleasing as well as functional,
that is efficient to produce in small to
medium quantities and will allow for
subsequent variations using some of
the original jigs and methods. Step two
is research into the history of chairs
and chair construction. Concurrently
he is generating new ideas through
chalk drawings in which he makes
hundreds of lines, later reinforcing
some of the curves and shapes with
different colored chalk.

.. .this was a unique
opportunity to meet and
hear six contemporary
designers at the peak of
their profession. Indeed it
was a unique opportunity
in other ways. There has
probably never been such a
conference in Canada
before.

Fortune stresses the importance of
building scale models. In doing this
proportions and negative spaces
within and without the form become
apparent. He makes variations in the
model, sometimes using or inspired by
an object found in the shop. He also
takes Polaroid photographs of each
variation in the development of the
chair which enables him to have an
overview of the changes made. In addi-
tion he can erase parts of the model,
‘thinning” a leg by drawing on the
model with a thick black felt marker.
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In order to keep track of all these ideas
he pins up large sheets of vellum on
the wall of his shop to record sketches
and numbered, dated notes

Finally Fortune tests the comfort of
the chair. He and other volunteers sit
for hours in a mock-up of the chair
seat and back. Some of these tech-
niques are used in varying ways to a
greater or lesser extent by the other
five designers but Fortune seems most
conscious of the design process itself
He not only designs his furniture but
the way that it will be made

Corin Flood is a young furniture
maker and designer who was already
fairly well acquainted with the work
of the six instructors so for him the
Conference was a chance to find out
where their ideas come from, how and
if they relate to historical furniture
and architecture and what parameters
and dictates they work within.

Gérry Bennett critiques work while conference participants look on.

Corin points out that Paul Epp 1s the
odd one out in the group in that he
dsigns specifically for the contract
market, a market governed more by
fashion than personal expression
Pieces have to be trendy, robust and
cheap. They also have to be versatile to
fit in a variety of interior schemes
Another major difference between
contract furniture and craftsman
made furniture is that it is not designed
to last forever. Although this period
will be looked on as a renaissance in
hand built furniture, 1t is interesting to
observe that many pieces of furniture
which are now considered classics
were originally designed for mass pro-
duction

A large part of Alphonse Mattia’s ex-
perience is in teaching design so he has
collected a remarkable collection of
slides which range from painting and
sculpture through architecture, fringe

furniture to folk art. For Corin, Mat
tia’s presentation was the most inter-
esting and exciting. For anybody in
volved with any craft it was a visual
feast with something for even the most
conservative artist. Alphonse obvious
ly felt that to be a good designer one
has to be fed a constant and volumi
nous diet of visual information not
just in ones own field but in all disci-
plines

For all three of us and for the rest of
the participants this was a unique op-
portunity to meet and hear six con
temporary designers at the peak of
their profession. Indeed it was a
unique opportunity in other ways
There has probably never been such a
conference in Canada before and it
says a great deal for the liveliness of
the wood working scene in Saskatche-
wan and the energy and enterprise of
the organizers

Grant Kernan — AK Photos
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Ursulina Stepan:
Paper Maker

by Meta Perry

Ursulina Stepan does not take paper
for granted. In fact, she makes paper
and then turns it into three dimen-
sional wall works or great, huge ex-
panses one can actually walk under,

“Shelter,” says Stepan. “I think I've
always been fascinated with the idea
of shelter. It goes right back to when |
was a child and would drape blankets
over a chair to create a place of my
own.”

The wonderful thing is that most of
us would not think of using paper to
create that intimate space; nor would
we think of creating our own paper.
We wouldn’t think of it unless we
were one of the fortunate few who had
benefited from Stepan’s paper making
classes at Regina’s Neil Balkwill Civic
Arts Centre.

Stepan can explain paper making so
matter-of-factly that the process ap-
pears deceptively simple. It isn't quite
that easy, of course, but it's later that
the intricacies and possibilities of the
medium manifest themselves.

But to begin. To make a paper called
abaca, Stepan starts with what is called
a linter, which is a compressed sheet of
fibre, made from the banana leaf. The
linter is torn up into little bits and
soaked in water for about 24 hours.
The mixture is then put through a
blender, which turns it into a pulp. At
this point, the pulp can be colored or
dyed. After blending, the pulp is sus-
pended in a vat of water.

Now, the artist's will takes over.
Paper as thick as wool felt or as thin as
tissue can be produced with the proc-
ess. Stepan simply dips a screen into
the vat of suspended pulp, and lifts the
screen out again. If she wishes a thick
sheet of paper, a decal, or wooden
frame that fits around the edges of the
screen, allows her to build up more
fibre on the screen.

The screen is then inverted on a
hard, impervious surface. Excess water
is sponged off the back of the screen,
and the screen is lifted off. The paper is
allowed five to six hours to dry, if it's a
thin sheet, and longer if it's a thick
sheet.

For very thick paper, Stepan has
built her own vacuum table to speed
the drying process. This table has
small holes drilled into its plywood
surface, and has an attachment for a
wet/dry vacuum, While pressure is ap-
plied through a screen system, the
vacuum pulls out much of the water.

Ursulina Stepan does
not take paper for granted.

Stepan can make sheets as large as
she wishes simply by overlapping indi-
vidual, smaller squares of paper. In the
drying process, the fibres adhere and
form extended surfaces and also pat-
terns. Patterns and colors can be com-
bined to form striking designs.

While Stepan uses the thinner paper
to create her large “shelter” sheets or
rolls, she often shapes and forms the
thicker paper into intriguing three-
dimensional works such as her Circle

Circle Direction 1, 2 and 3 explores the passage of tine.
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Dipping screen into vat of suspended
pulp.

Direction 1, 2, and 3 series. The series
thematically explores the passage of
time

Occasionally, Stepan, who is also a
well-known print maker, has shredded
up prints and recyled them into new
paper works. These are given added
visual impact because of the flecks of
color that are imbedded right into the
P-I}\‘f

In her paper making classes at the
Balkwill, Stepan uses just about any
source of raw material. Some of the
more interesting results have come
from using junk mail and old egyg car-
tons in her childrens’ classes

Cotton, linen, and flax are other
fibres Stepan has used. A new project
for her involves the making of paper
from raw flax. “I'm going to grind the
flax up by using a ball mixer, which is
usually used in making pottery, and
then I'm going to literally cook the
crushed fibre in caustic soda,” explains
Stepan.

It's apparent that Stepan is taking
some other new directions in her work
as well. This past summer, she spent
six weeks taking part in the Fibre Inter-
change program at the Banff School of
Fine Arts. Also in attendance were
fibre artists and critics Nancy Guay,
Kuniko Lucy Kato, and Mariette
Rousseau-Vermette.

The piece Stepan created and which
was shown at the Walter Phillips Gal-
lery, Banff Centre is called Midnight
Web. It's a huge piece, made of paper
and thread, and meant to be suspended
so that people can walk underneath it
Spanning about twelve feet by twelve
feet, the piece is a continuation of her
shelter theme. It is a very organic work

“In making paper,” says
Stepan, “I think it’s
important that the
finished product still looks
like paper. It shouldn’t end
up looking like something
else. It should retain the
quality of paper and be
recognized as such.”

that explores the possibilities of light
and shadow

By using a paper that is dark on one
side, but which allows light to come
through on the other, Stepan has creat-
ed a piece that takes on a different ap
pearance from each side. From the out
side, it looks much like the grey slate
rock mountains that surround the
Banff Centre. From the underside
however, the piece appears illuminated
with light and its web-like structure
appears

For all its size and its suggestion of
rock and of webs, Midnight Web still
retains the appearance of paper. “In
making paper,” says Stepan, “I think
it's important that the finished product
still looks like paper. It shouldn’t end
up looking like something else. It
should retain the quality of paper and
be recognized as such.”

Ed. Note: Paper Works, an exhibi-
tion by Ursulina Stepan opens Novem-
ber 30, at SCC's gallery

Sponging excess water
from inverted screen

Lifting screen from paper sheet to
begin drying process
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Theorieson the Creative Process

byElly Danica

Thereare almosias manvtheoriesabhouicreativitvas
thereareleaveblownfromthe treedn autumnEach
theondoesits little danceor pirouettandfallsto the
aroundSomefall in a blazeof colourandcontroversy,
insoirinwstofurthethouahiOtheraredea@nccolour-
lesslonabeforthevfallfromfavourWecarlearrsome-
thinaabouourselveandoursocietfromeactone no
mattethowwonderfulorhizarreit nrovesto be. )

Nineteenicentunwisdonbelievein themadaenius
theorvof creativitv An extensivdistina of phvsical
denener:conditionrelatetoneniliandinsanibneciirsg
in thewritinasof Cesall omhrosa nsvehiatriwriting
in the1890'<Hebelievethatweinheritour creativity
aloncwith phvsicecharacteristisuchasprominenears,
deficienbearc(in menor in women?)irreqularityof teeth,
excessivasvmmetrvof the faceand head.sexualbrecocitv
(ah- ha".smallnesor disproportioof the bodv.left-
handednestammerinandricketsHe listsfamousshort
artists,d eiahtv-two men and threewomen.Twentv-three
maleareatswerehunch-backe(club-footedlameor were
rachiticHe callspallorthecolouiof areaimen Greaimen
arealsaprevto sterilitv.delavedevelopmervaoabond-
agewalkincin theirsleefandstupidity Onecanseewhv
his theoriewentout of fashiontheywerenot terribly
comnlimentantanman

Creativihhastakera whileto recovefromthichad
pressalthoualtherearealwaviournalistarounwho
will happilrevivesucttheorieto accourfor particular
crazietin ourmidstStill. | don'tthink thattheconnection
betweemadnesandcreativinhasmuckto recommeriti
tousif it careverbemadiin late20thcentunculture.

Rathe| believewith GraharWallawhowrotein the
1920'sthatcreativitis a thinkinaoroceswith definable
stage<Thefirst stagis preparationduringwhichthe
problemis investiaatedn all directionsor simolvformulat-
ed Theseconstaadscallecincubationandischaracter-
izedbvvervlittle consciotthouahaboutheproblerrbut
no doubtconsiderabdavdreaminmniahtdreaminand
subconscioworkaoeionin thisstageStaathreeresults
in the’habpvideaandis calledllumination. Thefourth
stagesconststof verification duringwhichthe ideais
testerandrediicedo an exactform .

Preparatithenis definin@ problerin one'swork.
Howdo | aetthat narticulashadeof rosethetexturel need
in aparticulatextile or acertatreffect' Thesearclaoesan
at areatlenath. Somenaintersfor examplespenca lifetime
searchinfor a colouror effectmanvootterandother
craftworkerdevoteconsiderabtimeto researcin all
areasof their work.We collectcolourswatchesphoto-
araphsfrom maadazinesand obiect:of evervdescriptiolas
well asvisualandemotionaexperiencearoundthe prob-
lem which interestsus.The incubationstagecoincideswith
a voluntary relaxationof effort on the broblem.mostoften
meaninglong arespentin otherwork. Thisis the
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time for daydreamincVisualizincthe finishedwork and
chucklincoverwhosesockwill rotwhentheworkis first
displave(Theproblenis notvetsolvedbutwedavdream
abouiits succesin afinishecpieceOnedavwe abandon
the studicfor alonawalkin thecountrvto watchthesun
setandthereit is.thecolourthesky theilluminatiorand
the happv idea. Driftina. much too enhemeral but there. A
alimps¢hasbeeraiven Therealvaluein suckinspiratiotis
to obtainpointsof departureWemavnotseethesolution
to the problemsomuchasa new way to asktheauestions
whichwill eventiialhleadtothe re,':r)ll ltinrwesep,k .
Creativiprocesif it hasdefinitestage:eitherin se-
auenceor overlappina.can be understoodand acceptecas
partof evenlife. Andif evervonhasa notentiacreativity
andwe canunderstarits stranapromptinad thelong
walks.the davsspentdavdreamincasa necessarpart of
theworkwedo d wecarlearrsomethinofthevalueof
leisureandthetimeit taketo becreative.

Creativeprocess... canbeunderstood
andaccepte@spart of everylife. And if
everyonehasa potential creativity and
we canunderstandts strange
promptings... wecanlearnsomething
of thevalueof leisureandthetimeit
takesto becreative.

Thesubconsciodoesnot operatin ordinantime.|t
hasits owntimeandin westerisocietit anneartorunon
slow. Manvcontemnaraicraftsneonhavebuilt their
lifestvleto accommod:siihcanseintime It iknamare
whimwhichtake:wusto ruralsettinaandiifestvieWe
neecthetimeandthespactoincubatnewproblerrand
ideasWeneedtimeto becreative.

Nexttimeyouwalkin thecountnancstumbleupona
short personwith cauliflowerears.crookedteeth,bow legs
0 takecareanddonotdisturktheirmeditationgor thisis
an artist.a vaagabondwalking in their sleefperhapsbut a
geniunevertheless.

ForFurtheReadina:

TheCreativeProces:A Symposiurby BrewsterGhiselin,
Mentor BookNew AmericanLibrary, 1952.

TheCreativityQuestioreditedby Albert Rothenbercand C.
R.HausmanDukeUniversity PressDurham,N.C.,1976.

SeeincWith TheMind's Eve:TheHistorv. Techniaueand uses
of Visualizatiotby Mike Samuelsand NancySamuels,
RandonmHouse1975.
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by Michael Hosaluk,

Incite '85 Co-ordinator

Whenl enteretheworld of Sas-
katchewacrafts| foundwork and
peonlthatinsoireimeto contribute
tothenewandvitalarowth

The craftsneobleof this province
areasaoocasvouwill findanvwhere,
andl boastheirworkwherevel ao
It seemthinnshavecometn astand-
still. as thouahcraftspeonlehave
becometoo comfortablawith their
workancdhaveforgottethespiritthat
wassnevidentvearcann.

eauoauon

Incite 85 wasa newidealt pre-
sentedmanv nrohlems for which we
foundsolitionsTherearestill nroh-
lemsthatneecsolvincandnexivear
we will solvetheseand creatinew
ones.

by Randy Woolsey
GlassBlowing Co-ordinator
Ruddehadn'lseersomuctcon-

centrate@ctivitvin 50vearsNeither,
probablvhadtheSaskatchewcraft

| striveto seenewdevelopmenticommunitv.Durina a lona Auaust

andmeechallenaenutforthtonme If
therewereonlv72Plvmouttto buv
and drive. life would be so much
poorer Surevoucarpaintit adifferent
coloraddawhinaerialhitit will still
bea '72 PlvmaoutiSommneoplwill
be happwvith this,wheresomewill
want the newesmodel Thesamegoes
forcrafts.

Peopldike to seesomethinnew.
They like their senseto bestimulaled.

| feelit is onir ohlinatiortn niicha
little furtherdosomethinprovoca-
tive.creattnewproblemdind newso-
lutionshrealsnmeriilecandmosinf
all. havesomefun.It won'tbeeasy
andvouwill haveto deawith. "What
is it?" or "Whaido voudowith it?"
butit's bettetthan."Isn'tthata nice
bowl?"If craftsareto survivehere,
thena newgeneratioof ideasare
goinato haveto emerae.

Incite '’R5wasto sparksomenew

weekenc'fiveartistsd Kai Chan,Ste-
phen Hoabin. Andrew Kuntz. John
Toki. and Judith McKenzied led
arounsof peoplewho workedtwo
tonsof clavinto a tall slendesculp-
ture.dvecandstamoefeltintobaas
and bannerssweatein front of a
nlassfirrnacewove andwired doa-
woodandwillow intoa 15foottall
rabbit.bull-dozecmoundsof earth,
weldednine and sawedloasinto a
larae plavarouncsculpture Potters
hoodiewith weaverunderthebia-
toponSaturdaniaht.werefedin the
finest prairie tradition by the local
women campecthroughouthe vil-
lagein vansandonsofas.

"Incite '85",conceiveovera beer
With Mike Hosaluklastwinter, is now,
asthev sav. historv. The obiectivesof
thisexperimerd forthatisessential-
Iv what it wasd wereauiteclearfrom
the start:to brinatooethea varied

arowthto creatsomeewenergy aroun of interesteweonlein a stimu-

andto getusthinkingacain Wehave
beerridingon theold wavetoolona.
Now it's time to createsomenew
waves.
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latina situation centredarounda
numberof distinctproiect:beinadone
bv invited artists:to demvstifvthe
basiskillsuse(in handlintraditional

- craftmaterialsto encouracpeopl¢o
workonalaraeiscaleor foradifferent
contexior with differenimaterialsto
encouraadocalpeonleto droo bv and
narticinatin ordetoblurdistinctions
hetwee"them"and"iis":ta nrodiice
severisculoturavorkswhichwould
remainin Ruddelin a newsculpture
park.

How worthv thesenhiectivewere
andtowhaldearethevwererealized
ishardtomeasurThesmalturn-out
wasa bit disannointinbut. if even
onepersorwenthomefeelinareju-
Venateandexcitetaboudoincfresh
work, cannumbersreallymatter?We
had five marvellouslv diverse and
eneraetisitinoartistcheretointeract
with. Howcanwe measuithevalue
of beindremindecthat. no matter
what we chooseto do. there are
kindred spirits somewherin this
world?

Althoudhtherewasa aoocdealof
nracticalinfarmationavailahlethis
wasnotiusta "holdvourfinaetthis
way, add 1.732%andadiunoxide,
usea Wobble-Workinc. dado.for
purpleboil a leafof parsleyvtvpeof
weekendIt hadto do morewith what
tod ratheithanhowto,

At the risk of stretchincananaloay
aswell as sometemperi'd like to
makea personznbservatiorHave
vou.too.noticethatouraarnccraft
communit'seemto beslowlyatro-
phvina. usina fewer of its muscles
moreandmorefeeblvit seemtome
that manvof us havebecombored
andjadewith ourworkand conse-
quently, boring and predictable(we all
know. of course.a few hrave excep-
tions)Wepumrcupourheadandne-
alectour heartstrain our finaersand
foraetto 1iseniirevesMavbewe.as
partsof a bodvareiustoutof shaF
Mavbeif westartto exercisnealecte
or foraottenmusclewe canrenainthe
healthalowweall feltwherwestart-

edworkinaat our craftsif so.we'll
havetoexpecandtoleratealittle stiff-
ness and nain. Perhansoccasional
work-outsat "healthspas"suchas
Incite '85miahtheln

Incite '85wasnotiusta Ruddell
eventlt wasfor everyonwho loves
makincand usinaandlookinaat ob-
iectslt wastentativandveryambi-
tious 8 a tvpical first effort. Should
therebeanother?What form shouldit
take?Whv,whereandwhen?What
doyouthink ?
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