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CHAMPIONING THE CRAFTS

THE ROLE OF THE SAS

KATCHEWAN ARTS BOARD IN THE

DEVELOPMENT OF CRAFTS — THE FIRST TEN YEARS

Jane Turnbull Evans — Visual Arts Programs Officer, Saskatchewan Arts Board

1948
The Saskatchewan Arts Board was established by Order-
in-Council N0.228. on February 1, 1948, with Dr. Stewart
Basterfield, Dean of Regina College, as Chairman. Board
membership was made up of six citizen members, four
professional members representing music, the visual
arts, literature and drama, and three educational insti-
tutions, namely the University and the Divisions of
Adult Education and of Fitness and Recreation of the
Department of Education.

In the Order-in-Council the terms of reference were
stated as follows:

... that the Board shall be responsible for the for-
mulation of policies designed to make available to
citizens of the province greater opportunities to
engage in creative activities in the fields of drama,
visual arts, music, literature and handicrafts, with
qualified guidance and leadership, and to establish
and improve standards for such activities in the
province.

The Act formally establishing the Board was passed
by the Legislature in 1949 and was assented to on March
31. In both the Order-in-Council and the Arts Board Act
it was clear that the Board was to make available to the
people of Saskatchewan opportunities to engage in one
or more of the arts and crafts.

photo credit: Grant Kernan

At one of its first meetings, on September 11, 1948, fo]-
lowing a discussion of the present state of the arts, the
Board instructed its Chairman and Secretary “to set up
a committee to investigate the art and handicraft needs
in the province”.

1949

In January, 1949, the Secretary to the Board, Norah
McCullough, reported that she had interviewed a num-
ber of people and that various government services,
such as the Adult Education Division and Physical Fit-
ness Division of the Department of Education, and the
Departments of Agriculture, Co-operatives, Health and
Welfare and Natural Resources, had expressed their
interest in handicraft development.

In her report she recommended that “a first class
short course with the best instruction possible could
serve many purposes . . . and show up the need for art
school!’ There followed a discussion of costs and policy,
and eventually, the Board decided that “a provincial
handicraft conference should be held under its auspices
to consider the whole question of handicraft develop-
ment in the province.

Consequently, on March 4th and 5th, 1949, the first
provincial handicraft conference was held at Regina
College. Sixty delegates representing all major groups,
agencies and a number of independent craftsmen from

JOE FAFARD Sheep

Earthenware 6.2%30.5%31: 7em
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widely scattered communities gathered together for
two days of intensive consideration of handicraft
problems. Mlle. Eveline LeBlanc of Montreal, long
associated with the notable development of handicraft
in Quebec was the guest speaker. Handicrafts were con-
sidered in relation to education, recreation, therapy, and
home industries. Delegates discussed the establishment
of standards of quality, and the value of co-operative pur-
chase of supplies and marketing of goods. Consideration
was also given to the preservation of the traditional
crafts of ethnic groups, including native people.

Immediately following the conference, and as a result
of its recommendations, the Saskatchewan Arts Board
appointed a provincial Handicraft Commitee. The com-
mittee was chaired by Mrs. A.S. (Vivian) Morton, who
had been long associated with hand crafts in the
province and its members represented various groups
interested in crafts throughout Saskatchewan.

Invested with responsibility by the Board, the Com-
mittee met for the first time on April 29, 1949, and
decided to put on a small display of carefully chosen
handicrafts, “with emphasis on the traditional crafts of
Saskatchewan’s ethnic groups”, at the June meeting of
the Co-op Women’s Guild in Regina. “The plan was to
slowly develop exhibitions of this kind for circulation
in order to stimulate interest, seek out the best workers,
and establish standards by the type of work selected and
displayed.”

1950

In 1950 the Board conducted a survey *“to discover how
much genuine handicraft was being carried on, as dis-
tinct from busy work, how much assistance people
needed in the way of encouragement and first class
teaching, in order to maintain good standards”. Of those
replying to the questionnaire, 95 were potential students
of handicrafts, and 75 people indicated that they were
willing to teach their skills to others.

Experiencing some difficulty in organizing a touring
handcraft exhibition, the Handicraft Committee con-
sidered the relative merits of planning handicraft fes-
tivals, or “local displays of crafts, with folk music and
perhaps folk dance” as a means to accomplish the
Board’s objectives. Apart from the value such festivals
might have in arousing public interest, they would pro-
vide the board with a means of contacting the handi-
craft workers of the province and surveying the nature
and quality of handicraft in Saskatchewan.

Consequently, two handcraft festivals were held dur-
ing the autumn, one at Wilkie, under the auspices of the
LO.D.E., and one at Codette, sponsored by the
Homemakers of that area. At both the centres, “the
handicraft festival was enthusiastically supported by
the people”.

LINDA COOK Storm Embroidery on silk
9.5X7cm

1951

The Board continued to plan festivals and involve local
groups from each community in their organization.
The Board’s festival activity further clarified a number
of problems for its consideration: the need for training
of both students and teachers of handicraft, the
problems of marketing craft products and controlling
high standards, as well as the lack of appreciation for
the value of original handicraft design.

As aresult, the Board sponsored a competition for an
original handicraft design with a Saskatchewan motif
and proposed a new project: “to subsidize craft
instructors on a short-term basis, possibly at the places
where festivals had been held, or where keen interest
was known to exist™.

Subsequently, the Arts Board arranged for its first
craft workshop late in that year. Martin and Elaine Joyce,
who were instructors from the Banff School of Fine
Arts, were contracted by the Board to teach a two-week
course in pottery and leathercraft at Wilkie. “Thirty-
five people of all ages enrolled in the course and worked
afternoons and evenings for a fortnight with obvious
enjoyment in their creative tasks.
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overview

52
:)?x October 7, 1952, the Handicraft Committee held a
small conference, at which ten persons from seven
centres in the province were present. The work of the
committee was reviewed and there was much discus-
sion as to future handcraft policy and programs of the
Board. Among the recommendations made to the Board
by this conference were the following: 1) that dem-
onstrations and instruction should be stressed at each
handicraft festival; and that exhibitions and films illus-
trating good design should be displayed in conjunction
with them, 2) that a catalogue be prepared listing the
kinds of handicraft products available and their prices,
3) that the Department of Indian affairs be contacted
regarding ways and means of promoting good Indian
crafts, 4) that the Industrial Development Department
and the Marketing Board be contacted in order to
develop improved marketing opportunities for crafts,
5) that value of good handicraft instruction continue to
be pressed with the rtment of Education, 6) that
a Standards Committee be set up, and 7) that the spec-

ific request from Eastend for instruction in pottery be
seriously considered by the Board.
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1953

Early in the year, the Saskatchewan Arts Board agreed
to act as a “Creative Activities Sub-Committee” to the
Golden Jubilee Committee of the Government of
Saskatchewan. Subsequently, the Handicraft Commit-
tee began to plan for a provincial exhibition of handi-
craft as part of the Jubilee celebrations.

A Standards Committee was struck “‘to select the best
work by the best handicraft workers for display,
thereby establishing high standards™. This committee
proposed to be involved in publishing “a catalogue of
approved workers who had been contacted through the
festivals who wished to market articles”. In this way, the
Standards Committee intended “to act as an arbiter
between producer and purchaser, if necessary, but to
take no part in sales”.

The Board hired Mrs. Jean Howard as its Director of

Handicraft Festivals. “The policy of supporting commu-
nities in holding handicraft exhibitions of local work
which were strictly non-competitive resulted in eight
festivals that year.” The Secretary to the Board, Miss
Norah McCullough suggested that the Arts Board begin
to purchase samples of handicraft for exhibition

purposes.

The Eastend Project was organized by the Saskatch-
ewan Arts Board in response to a request from a local
community club which wanted to make use of their
own native materials, Saskatchewan clay. During the
three month winter workshop period, Miss Patricia
Leigh, a graduate of the Winnipeg School of Art, taught
pottery to both children and adults.

The project affected a great many people in the town.
“The idea was that pottery making might evolve from
aleisure time occupation to a full time occupation”, and
that markets might be established for both Eastend clay
and products made from it. “‘As a result of this initial
experience, the Eastend Group called a meeting to dis-
cuss the future of the project. Those who attended
included leading citizens, a representative from
Shaunavan, two Saskatchewan Arts Board representa-
tives and a staff member from the Division of Industrial

t of the Provincial Government” And
although the Industrial Development Division advised
that as yet, there was insufficient development of indus-
try to warrant support from the Division, it was agreed
that the project should proceed. In the autumn, the
Eastend Group purchased their own kiln, supplies, and.
with some additional equipment on loan from the
Saskatchewan Arts Board, the work was continued.

;
M

ROBERT BlLWAlD Deco Pitcher Stoneware
16.5%24.1cm
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In 1953, the Arts Board received a special grant from
the government to bring two highly qualified crafts-
men into the province to teach, and demonstrate the
possibility of handicraft as a way of life. “The plan was
that these craftsmen would be available to the Board for
certain periods of time to conduct workshops and give
demonstrations at centres throughout the province.
This service would be counted against the loan, and in
time they could work off their debt and own their own
workshop.”

1954

In 1954, a large house in Fort Qu'Appelle was purchased
by the Arts Board. Subsequently, “The Saskatchewan
Arts Board Craft Shop” was remodelled to meet the
requirements of the project: to provide studio, storage
and teaching accommodation for the Joyces who had
been engaged by the Board as teachers, demonstrators
and resident craftsmen.

During the summer months, Miss Hattie Tysoe
opened a shop at Waskesiu for selling Saskatchewan
handicraft. She was assisted by the Handicraft Commit-
tee who put her in touch with recommended workers
so that she would be supplied with high quality arti-
cles. The shop handled approximately $1,700 worth of
articles, each bearing a label stating that it was by a
Saskatchewan Arts Board recommended worker. Both
the cost of the article and the commission charged were
set in consultation with the Standards Committee, so the
worker, Miss Tysoe and the purchaser were assured of
fair practice.

The Handicraft Committee decided to expand the
scope of its exhibitions, “as test runs” for similar activity
that was planned for the Golden Jubilee.

“In August, the first of these occasions was held at the
Ford Battleford National Historic Museum, a mile from
the village. The demonstration exhibition was carried
on for eight successive days with a daily registration of
250 visitors. The Indians from local reserves dem-
onstrated their skills in tanning and beadwork and put
on dances . . . which drew crowds totalling 1,300. The
Board of Trade and the Mayor of Battleford requested
our consideration for a similar occasion in 1955.”

“The Moose Jaw demonstration festival in October
was held for a shorter period and included demonstra-
tions of weaving, spinning, Indian beadwork, lace-
making, the traditional method of making Ukrainian
Easter eggs and the hooking of rugs. Mr. and Mrs. Joyce
were also there to show their skills in handling of fine
woods and leather, and in pottery making. The regis-
tration showed the satisfactory attendance of some 2,000
people in four days.”

1955

The Board sponsored a number of special projects in the
arts which were part of the Golden Jubilee celebrations.
The first of these was a design competition for handi-
craft workers. Prizes were awarded *“for original design
by artists for handicraft articles; for original designs by
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EMMA RADFELDER Prairie Crocus Low fire
clay and glazes 11X15.9cm

handicraft workers and for traditional Indian hand-
made articles”.

The Golden Jubilee Committee assisted the Board by
giving financial support to two special exhibitions of
Saskatchewan handicraft in Saskatoon. The interest thus
stimulated was such that the Saskatoon Art Centre
asked for an exhibition of the work of Elaine and Martin
Joyce for two weeks in early September.

1956

The Arts Board undertook two new handicraft projects
in 1956. The first of these was curating and circulating
a travelling exhibition of fine traditional Indian handi-
craft, chosen from both private collections and the
Board’s permanent collection. The second project
emerged from a request made to the Board to provide
an exhibition of Saskatchewan handcrafts and folk arts
for the meeting of the International Council of Women
in Montreal in June 1957.

In February, 1956, a second Provincial Handicraft Con-
ference was held by the Arts Board at the new Provin-
cial Museum in Regina. Miss Mary Black from Nova
Scotia was conference leader and guest speaker. Discus-
sion ranged from the function of handicrafts in the life
of the community to the role of Arts Boards in their
development. One of the outcomes of this conference
was “a strong recommendation to the Department of
Education and the Saskatchewan Teachers’ Federa-
tion . . . that courses in creative handicrafts and folk arts
be offered each summer for teachers and youth leaders
interested in the field and that such courses be related
to teacher certification”,

photo credit: Grant Kernan



1957

“Following the resignation of the Joyces in 1956, David
Ross took up the work at the Fort Qu'Appelle Centre.”
Mr. Ross, the Saskatchewan Arts Board’s first pottery
teacher, held demonstrations and classes throughout the
province. One of these was given to a group of fifteen
at the Saskatoon Art Centre in October and November.
Following the three week class, the group decided to
carry on, and found working quarters for doing so
under the wing of University Extension.

During July and August, selected works by Saskatch-
ewan producers were presented for sale at the Craft
Shop, Fort Qu'Appelle. Close to 1,000 people visited the
Craft Shop during the summer season, including local
folk and tourists from many parts of Canada and the
United States.

A small ceramic exhibition, including examples of
pottery made from Saskatchewan clay, was assembled
for lending to interested groups. Four Saskatchewan
craftsmen, who had worked with the Saskatchewan
Arts Board, were represented in the First National
Exhibition of Crafts held at the National Gallery in
Ottawa.

Under Mrs. Howard’s direction, preparation began for
the Board’s 40th Handicraft Festival.

1958

‘Ten years ago, the Saskatchewan Arts Board had set out
to accomplish four things in the field of handicrafts: 1)
to survey the interest, skills and resources in the
province, 2) to establish standards, 3) to encourage
production, 4) to provide teaching services.

In under ten years, over 45,000 people had attended
handicraft festivals featuring exhibitions of local crafts,
demonstrations and entertainment in local communi-
ties. “No province in Canada had undertaken any com-
parable survey of handicraft resources.’ Artists-in-
residence programs had been initiated and craft work-
shops and classes had been taught throughout the

rovince. Craft shops and annual craft sales had been
established and improved market opportunities had
been developed. Standards had improved and the best
examples of Saskatchewan handicrafts had been
collected. Exhibitions of crafts toured the province and
works by four Saskatchewan craftsmen had been
exhibited at the National Gallery. During its first decade,
under the leadership of Mrs. A.S. Morton, Chairman of
the Handicraft Committee, and Mrs. Jean Howard, Direc-
tor of the Handicraft Festivals, the Saskatchewan Arts
Board had gone a long way to accomplishing its
objectives,

Quotations in the article are taken from minutes and annual reports of the Saskatchewan Arts Board, from a report of the Handicraft Commit-
tee, from a report on the Battleford Handicrafts Demonstration-Exhibition 1954 and from Cornerstone for Culture: A history of the Saskatch-

ewan Arts Board from 1948 to 1978 by Dr. W.A. Riddell.

The works accompanying the article are taken from Flora and Fauna an exhibition selected from the permanent
collections of the Saskatchewan Craft Council and the Saskatchewan Arts Board and shown at SCC Gallery during
August 1988. The exhibition celebrated the Saskatchewan Arts Board’s 40th anniversary.

ANNEMARIE BUCHMANN-GERBER  View into the Garden Stitchery 37.3%40.6cm 1980

the Cth factor fall 88

photo credit: Gary Robins

the cran Yc;c!ur ’6“ 715@8

SNOWCOSS

URSULINA STEPAN Hoodoos Rag paper over styrofoam Wall panels 8'x6'x1", Free standing forms

8X2x3, 8x2x2.5% 7TX2x2.5' 1987

These pieces were shown at Fibreworks 2, A Juried Exhibition of Canadian Art at The Library Gallery,
Cambridge, Ontario from May 29 to June 21, 1988. The gallery has become home to the first Canadian public
collection exclusively devoted to twentieth-century works in fibre. Cambridge has been a centre for industrial
textiles for many years. The gallery's $30,000 purchase of 8 pieces from 7 artists included Ursulina Stepan’s
Hoodoos.

Ursulina was also one of 125 juried craftsmen/designers at the ninth annual craft fair The Maker’s Eye at
The Craft Studio, Harbourfront, Toronto. The exhibition component Paper Manipulations included works
in paper by Canadian artists, and papermaking workshops and demonstrations by Tootsie Pollard of North
Bay and Ursulina.

Have you, too, had work accepted into a provincial, national or international exhibition? completed a com-
mission for a private or public building? received a grant for a special project?
Why keep it secret? c , :
This page is available to showcase pour work, to celebrate the skills and achievements of Saskatchewan crafts-
people. g AT ;
— You never k"ow, showing' vour work here may win you another commission, another invitation to exhibit.
w Y X H
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HANDMADE/
FAIT A LA MAIN

MANITOBA CRAFT COUNCIL SCC GALLERY JUNE 1988

RICHARD FINNLY Clear-cut anialation Patina
brass, bone 9.5%6.5%9.5"

Sandra Flood

Returning tired from a 5 week trip to look at crafts and
craftspeople in Eastern Canada, I was tempted to swing
past Winnipeg and head for home. In fact my two day
stay in Winnipeg was an exciting and fitting end to a
wonderful trip. Winnipeg, from a craft perspective, is
an energetic, diverse and distinctive city. With a popu-
lation of 600,000, the majority of Manitoba craftspeople
are based there.

Handmade/Fait a la Main originally consisted of 37
pieces by 32 craftspeople. Sadly two pieces had been
withdrawn before arriving at the SCC Gallery, David
Rice's Neck Piece in silver and lapis lazuli, and Sean
Sykes® leaded art glass window. The works in the exhi-
bition were quiet, restrained and subtle; no flamboy-
ance, no uncontrolled risk taking, no sloppiness in the
cause of Art. It showed, to quote the jurors’ statement,
“a firm commitment to and a longstanding relationship
with materials and their respective disciplines. In these
works, mastery of technique is combined with the pow-
er of a focused design . . . true sponteneity happens only
on the other side of severe discipline™. If in quoting the
Jurors’ comments I make the show sound forbidding,

even dull, it was not. It had all the real excitement of

high quality craft.

One of the pleasures of my trip was the discovery of

local distinctive design, media and techniques. By this
I don’t mean regional materials or ethnic influences, or
work emerging as a result of a communities isolation
but techniques and media not current in this province
and the individual genius of craftspeople. Handmade/
Fait a la Main was a good example of this, very differ-
ent from our Dimensions ’87 or '88 in content, detail
and overall effect.

The Lt. Governors Award went to Anne Ayre's
Damask Table Linen and ‘Huck Lace Diamonds’
Bedroom Linen. These exemplified a classical facet of the

fine, unassuming workmanship with

Yery :
attention to finish and detail. After a plethora of

lm: v .
PAUL Wﬂt‘ckp'ece 24K gold leaf,
~ patinated copper

top right:

LUDWIG NI  Box Sterling silver gilded
and enamel 2"dia

bottom right: .

PETER MALYON Pin with agate Copper, brass
- silver, nickel 4.25x2.5"
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JUDITH EVERS-RYAN Enigma Porcelain puppet
34x6"

nubbly, tweedy, novelty yarn weavings from our own
province, these smooth, white, crisp, damask table nap-
kins, place mats and runner with their subtle weave
pattern were amazing, austere. In this same category,
I would include a celadon, shallow porcelain bowl by
Robyn Rupp; a bowl by David Krindle, in stoneware
glazed a moss green, which contained such a rich range
of colour it was like some precious rock. And a stone-
ware casserole by Steve Jorgenson, a functional piece in
subdued ochre yellow glazed greygreen inside, with im-
pressed motif decoration and incised double line detail-
ing. The attention to detail — the fine line around belly
and lid, the flourish with which the handles were at-
tached — raised this unpretentious piece out of the or-
dinary.

Another facet of the exhibition were pieces of an ur-
bane, almost rococo richness, exemplars of the crafts-
mans art such as Judith Evers-Ryan’s, President’s Award
winning puppet in porcelain and batik silk, aptly
named Enigma. And Richard Finney's Clearcut
Annialation [sic] a complex integrated work in which
the hemispherical lid opened to reveal a landscape with
trees, a landscape reflected in the carved bone inserts
around the base. Duane Perkins' large porcelain plate
City Life, Jurors’ Award winner, was patterned with
asymetrical patches of colour and pattern, formal and
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brushed, layered and overlapping. In Barbara Balfour’s
Envelope Bowl and Winged Envelope her attractive and
characteristic lace pattern on the main face of the ves-
sels was complemented by attention to detailing on the
rear and inside.

The show contained two fine quilts, Diane Higgins'
fairly traditional, sprigged fabric, pieced quilt in shades
of plum, rose and blues, as darkly rich as a Persian rug,
and Janet Regehr's Clear Water. Made of hand-dyed
fabric in blues, greys, turquoises and greens, pieced in
blocks of asymetrical geometrical shapes, quilted in a
non-traditional pattern radiating from each block, the
whole was a satisfying, unique and sophisticated meld-
ing of colour, pattern and stitching. It was also a pleas-
ure to see a small childs dress with pieced border and
bodice.

An intriguing exhibit full of personality was The Cym-
bal Player by Georges Gamache and Micheline Larose,
a papier macheé figure surfaced with patterned papers
and painted. Few craftspeople work in papier maché,
yet it is a medium which seems to offer many possi-
bilities.

Of course no show will be composed of perfect pieces.
A furniture maker may be critical, in a music stand, of
technical details overlooked by jurors or discounted in
favour of overall design. (That at least reassures us that
in our own craft we are experts, that no-one can have
the same knowledge as the person who handles a
material day in and day out.) This was an enriching and
challenging exhibition, one of the very rare chances to
see the work of craftspeople beyond our borders. I hope
it will be one of an increasing flow of such exhibitions
for seeing actual pieces conveys more at every level than
pictures and type, and provokes a reassessment of our
own ideas and work

BARBARA BALFOUR Winged Envelope
Handbuilt clay 13%16x7™"

3



SITES/SIGHTS

MARIGOLD CRIBB SCC GALLERY JULY 1988

Miranda Jones

top left

MARIGOLD CRIEB Rising Steam — Maori Country
Knotted, random weave Dyed ribbon, Virginia Creeper
8§x10"dia. 1988

bottom left

MARIGOLD CRIBB Saskatchewan Sections
Weave-double Paper maps of Saskatchewan, rushes
7x8"sq.; 5.5%7.5"sq. 1988

right

MARIGOLD CRIBB Budawang Range Bushwalk
Cast paper  Handmade paper, acrylic, paper birch, glue
Tx14"dia. 1988

For those of you who have been prairie bound all
Summer, Marigold Cribb's exhibition, ‘Sites/Sights’
provided an opportunity to escape on an international
jaunt about the globe. No standing in lines at airports,
no reservations necessary, simply a 360 degree turn in
the Saskatchewan Craft Gallery was all it took to ex-
perience the shores of Australia’s Sydney Harbour, the
hot sun of a Malaysian rice paddy, the steam and mists
of New Zealand hot pools, the industrial smog of
England and the gentle Scottish moors, not to mention
the grid roads of Saskatchewan and the promise of gold
in Alberta.

This was not, however, a tour for the laid back
traveller. Quite the contrary. More than a little thought
and observation was required to enjoy the complexities
and hidden delights of each port of call. Small
discoveries such as the metal filings trapped between
layers of handmade paper in Scotland’s Neighbour to the
South, a non-functional platter painted in graphite
smudged green with haunting silhouettes of smoke
stacks which make oblique reference to a landscape
blackened by industrial smog; or the fragments of old
examination papers incorporated into a papier maché,
Castle Keep, a sculptural ivory tower. In her accompany-
ing artist’s statement, Cribb elaborates on this piece as
an example of the delight she experienced in using
found materials and incorporating them into pieces as
one would memories into a diary. The materials which
Cribb used to build her objects are as diverse as her sites
are far flung. These act as a metaphor not only for the
artist’s personal experience of a particular place but
quite often at a more informative and general level. *I
was educated in Scotland,” says Cribb, “‘but my reason
for including the papers is that education is so impor-
tant to the average Scot and a really first class education
has been given free there for generations.”

This element of participation makes the exhibition en-
joyable and it is the artist’s thematic approach rather
than any common visual similarity which links the 16
objects on display. Herein lies the strength and
weakness of the show, for while many pieces invite our
curiosity, they are not always successful on an aesthetic
level, For example, Just Passing Through is a fairly or-
dinary looking basket woven from Toronto maps, film
negatives, parcel tape, metallic automobile tape, photo-
graphs, willow and telephone wire. Lichen in the Spring
also lacks interest because of its conventional shape and
dusty appearance, It sat rather forlornly on a forgotten
window sill of the gallery and was quite forgetable
despite its lichen-like colours and textures.

Cribb’s process was to develop a form or forms sym-
bolising a particular place and then to select materials
which best accommodated that form. Her materials
thus evoke a site but are not necessarily from that place.
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Hence the use of transparent plastic tubing wrapped
with multicoloured telephone wire in Sydney Shining
City, the Bitter and the Sweet. Concentric circles of tub-
ing overlap and interconnect like waves moving out
from a central disturbance. The plastic translucence re-
minds us of sparkling harbour waters; the curved forms
of the Sydney Opera House and the coloured wire of
vibrant semi-tropical birds and brilliant sunshine. As
for the ‘bitter’, areas of black and purple wire represent
the Sydney slums, the sad, dark and dangerous ghettos
of a city best known for its beautiful harbour. This piece
obviously represented display problems to the artist and
seemed a little uncomfortable on the floor.

Llanelian, (front cover) an enchanting piece, is built
of seaweed similar to that found on the beaches of Wales.
A gently curved piece of driftwood forms the open
mouth which supports a tangled pocket of dried sea-
weed with delicate pods. Inside we find a secret treas-
ure of tiny sea shells and broken glass worn smooth by
waves. This whole piece has the organic feeling of some-
thing which was swept from the sea in its completed
form and is a reminder of aimless wanderings along
windswept beaches in search of natural treasures. In-
deed it is the more organic pieces which seem to work
most successfully in this exhibition. Rising Steam —
Maori Country made of knotted dyed ribbon and Vir-
ginia creeper is perhaps the most beautiful piece on dis-
play. Soft ribbon, the colour of steam, cascades down the
sides of a form made from the contrasting angular
rhythms of dried vines, at once like water gushing from
an overflowing pot and the sumptuous grass skirts of
native Maori women. Budawang Range Bushwalk con-
sists of a brilliant burnt sienna inner basket of papier
maché nestled into an exterior bowl of paper bark
which is lined with eucalypt-green flecked paper. A
dotted spiral reminiscent of Australian Aboriginal bark
paintings decorates the inner basket and represents a
trail or path. Feathered edges are in keeping with the
natural qualities of the materials used and the whole has
a feeling of earthy harmony.

A whole series of pieces have been cleverly con-
structed in whole or in part from maps. In them, maps
become symbols of experience or of man’s impact on
the physical environment. Saskatchewan Sections is the
most obvious example, consisting simply of two square
baskets woven from Saskatchewan maps which have
been cut into strips. Each has a delicate twig frame
bound with wheat straw. Cribb intentionally uses a
twill weave to symbolize the familiar 1x2 grid sections
which epitomize the Saskatchewan farm. Similarly, in
New Beginning, a paper bag form is constructed from
maps of Alberta cut into strips and woven into that
province’s shape, complete with gold foil lining. The
piece makes subtle reference to the early gold rush days
or (at the risk of taking the metaphor too far) the more
recent oil boom and bust which happened like the in-
flation and explosion of a paper bag.

A third map-piece takes on political overtones. Home
Planet Fragile Container is a fragile-looking basket built
of political maps interwoven with satellite views of the
globe which spiral outwards into a feathered tail of
blood red and icy blue. This tail becomes an important
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construction device, for not only does it add extra spin
to the spiral it also lends a physical clue to Cribbs’ con-
struction technique. A second political piece Just let us
be what we are — Rabuti of Fiji, sticks out literally like
a sore thumb. This is due in part to its fleshy pink paper
finish, but also to its unusual shape. It is a triangular
teepee-like standing sculpture made of plaster, sticks,
paper and fabric. Each facet represents one of the three
cultural groups which make up the population of this
tiny island, (Caucasians, Fijians and Indians). The artist
sees this as a kind of trinity while her construction
process relates to the way Fijians traditionally build their
homes.

Cribb is successful in achieving her overriding aim,
which is to evoke the spirit of a certain place. Many
pieces went through a lengthy process of transition and
many were rejected by the artist because they either
lacked aesthetic appeal or did not sufficiently convey
her message. In this sense Cribb is an intelligent, deter-
mined and adventurous artist. The only disappointing
aspect of this exhibition is that some less interesting
pieces were included while the most exciting pieces
were not further pursued. Her unique approach,
however, enabled her to come up with some unexpect-
ed and intriguing shapes which will, no doubt contain
the seeds of further creative wanderings.
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BETTER BOOTHS

MichaelBantjes

Michae Bantiesis a theatresetand museurrdisplay designerHiswork canbeseerat variousbranche:of
the WesterDevelopmerMuseum.lle is alsoa sculptor.

Skillecandsensitiviworkman-
shinandexcellencofdesian.these
gualitiesaloneshoultbeenougtto
establistvour reputationandensure

thecalethatvniirwnrkdecernves,

Unfortunatewe canall think of
examplewhereit doesnwork this
wav.A crumpledautopart onan
eleganplinth, lit by spotlightsina
prestigiousgallery maybeaccepted
asgreatart by many people Or a
pieceof mass-produceqjunk attrac-
tively displayedin astorebecomes
a popularChristmasgift.

FJectivedisplay
can't providequality
wherethereis none,
nor canit hide
defectfrom a
discerninccustomer.

Effective display can't provide
aualitv wheret h eisnonenorcan
it hide defectfrom a discerning
customerWhatit doesisattractat-
tentionandhelpsto focusit onthe
craftworks Thisbecomeveryim-
portaniin thesettincof thecranfair
or saleThebuildina isusuallvlarae
andunaesthetwith liahtina that
isinappropriatdfor the viewinaof
crafts Therearemanvdistractions,
themainonebeincall theother
craftspeoplecompetingfor atten-
tion. ta»okinccarefullv at disnlav
boothatcraftfairs.| realizethat
somevery goodcraftsandcrafts-
peoblearenotgettinatheattention
thev deservebecausof inade-
quaciesin their displays.Jnmany
casedramaticimorovementscould
bemadewith asmalinvestmerof
timeandmoney.
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The problemis notusuallvin the
desiaonnfthedienlavstandsshelves
andothersupportsor theirar-
rangemetin theboothMosSas-
katchewarcraftspeoplshowahigh
deareeof creativitv. sensitivity and
ingenuityin findina solution@ap-
pmpriatetotheir craft Thephvsical

] of the craftsare so
variouthatthervcarbenohard
andfastrulesthoual! will discuss
somegeneraguidelineslaterin the
article.

The mostcommonfailina | have
seerin whatareotherwisqaood
boothdisplavsis inadeauatiliaht-
ina. Mooclighting in a controlled
settinalike a aallerv canbe auite
dimancstillbcdramatibutinthe
settincofthecraftfair.thebriahter
theboothis,the attentiorit at-
tractsThedisplay:atBattleforthis
vearthatstoocoutasbeingwell lit
all usedatleastGOwattsof liahts.

A goaodbasicliahtina kit for a
craft fair wouldincludea 100
lawnmowerextensioicord.several
shortextensiocord:or a power
bar.andbetweer4 and8clip-onor
clamp-olliaht socketwhichcanbe
adjustecto different angles The
most usefulbulbs for displayare 75
wattand15(wattindoorfloodliaht
bulbs All ofthiswill cosbetween
$50and$10Cbut | think it isthe
single mostimportantinvestment
youcanmakein your boothdisplay.

Themost
commorfailing is
inadequatlighting

Experimentatiowill showyou
how to useyour lights mosteffec-
tively for your particular craft.

In manvcases
dramatic
improvementscould
bemadewith a
smallinvestmerof
timeand money.

Remembdtheinversesquartrule
voulearnedin hiah schoolbhvsics:
if voumovevourliaht to halfthe
distancfrom the objecyouare
lighting, theobjecwill appeafour
times brighter and vice versa.For
example one75watt bulb four feet
fromanotmakesit asbriaht astwo
15Cwatt bulbseight feetfrom the
pot. The differenceis that the two
15Cwattbulbswill covela wider
area.Youwill soonnoticethedif-
ferenteffectscreate(with aneven
washof lights asopposedtoasingle
closespot.the halocausecbyv back-
lightina. theaccentuatioof texture
whenusinga stronesidelightand
the dramaof light from below.
Stainedalassartists c_ancreateadif-
fusedbacklightusinoa sheeof
white plexiglassor asheetof draft-
ina vellumpaper The floodliaht I
abasidiahtina tool butit isworth
experimentinwith ordinarybulbs,
coloreclights, light shadeandcon-
cealedlights, Christmaglights and
whatevelelseyou might have.

Havingattracteca visitor tolookat
vourwork. whether thevbuv anv-
thingor not,it is importanthat
thevknowandremembeiwho vou
are. Handoutssuch as business
cards.nostcardsor brochuresareex-
cellent,but at the very leastyou
needagoodsign.
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The sian mustbe easilvvisible
andtheinformatiorbriefandtothe
pointsothatit iseasytoremember.
Usuallyyour nameandthe nameof
vour craftor studiois enouah.Ad-
ditionalinformatiorshoulcbeoro-
vided separatehfrom the main
sign.Themostvisiblelocatiorin a
craftboothisinvariablyontheback
wall at oriust aboveevelevel. Even
if vouhavesiansin otherplaces,
thereshoul@lscbeoneontheback
wall. A spotliaht for the sian helps
toimproveits visibility, andits col-
ourshoulcstancoutaswell asbeing
coordiratewith theowrall display
desian.nvofeetbv threefeetisthe
smallessizethatis still easilvno-
ticedandread threefeetby four
feelis muchbetter. .

Thesianmustbewell desianed
andwell crafted Mosicraftneonle
havetheabilityif notthetime.If
voudon'tthink youcandoit your-
self, et it doneprofessionallybut
youwill still havetoput someeffort
into ensuringthat what you getis
appropriatefor vour display.If vou
do it vourselfvou should be verv
carefuabouidrawingandlaying
outtheletterslf thevaretobehand
written. voushouldtrv manvsmall
versionuntil it looksperfectOrif
youwantit in atypefacebuyasheet
of Letraselor getaprinter totypeset
it forvoufrom oneofthehundreds
of typefaceavailable'lhkethe ver-
sionyou like toanenlaraing photo-
copierandenlargeit, letterby letter
whenit getsbig enough,until it is
the size vou need.Then vou can
tracetheletterswith carborpaper
ontoyour sign.

Whether your signishand IMinted
onaboard,raisecletterscutoutof
styrofoam,or createcusing your
own craft techniguebeingprecise
and careful aoesa lona way to
creatinctheright impression.

With a little care,
youandyour craft
cangettheattention
you deserve.

Yourbudaetwill determinehow
much moreyou cando with vour
displaylt is importantto beclear
aboutthe purposeanduse:of your
boothdisnlav Are vouinterestecin
maximurrsalesor in increasin
vour profile throuahadvertising
your skills? Will you useyour
displayin manvfuturecraftshows?
Perhapsyou don't want to spend
morethanacertainpercenofyvour
projecte(salesor a portion of your
advertisinabudaet.Mostlikelv vou
havea certainamauniof monev
availablandconsidetheinvest-
mentworthwhile in termsoffuture
sales.

Beingclearaboutyour priorities
andbudoeimakesit easietodecide
aboutbooth.displavstandsand
backdroranchowmuctandwhat
typeof workto showRemember
that vou aretrvina tofocusattention
onyourwork.Hundredof small

markets

agifts coverincthetableandwallsof
vourboothcarbevervattractiveto
manybuyerswhile a furniture
makermaywantto featureonevery
speciapiecespotlit againsiasim-
ple backdrop.It isaaoodideato trv
andeliminatedistractionsYoiLcan
coverup awful orangedivider
drapeswith your owndrapesyour
work. shelvessupnportsand sian.
Theviewer'sattentioris oftendis-
tractecby the high ceilingsof the
displavhall. anda suacestiorof a
ceilingis oftenusefulBanneror
flaas,a arid or lattice,avalenceor
everballoonscanbeusecefléctive-
Iv.A carpeonthefloorcanaddthe
finishinatouchandinvitesthevisi-
tor toenterthe booth.

Youmustconsidethe relation-
shio of theboothattendarto the
displavandtheviewer Whatkind
of interactiordo vou want to en-
couraaeShoulthevisitorbeable

9 tocomein to handlethecraftsand

talk totheattendantor shouldthey
bekentoutsidetolookandcontem-
plate‘The attendanshouldbe
dressecappropriatelv.havea blace
to sit andhavesomewherto dis-
cretelystowtheir coatandsnacks.

Whetheryour displavhasonly
four liahts. a laroesinn anda tahle
with an attractivicloth.or com-
plicated standswith underlit
shelvesa handcarvecsian and
onaoincdemonstratioof tech-
niaue: careful coordinatiorof
elementandcoloursandattention
todetaiwill payoff Withalittle
care youandvour craft cangetthe
attentionyou deserve.

SUNDOGHANDCRAFT FAIRE

SaturdavDecembe3 10am- 10nm
SundayDecembei4 noon - Gpm

SaskatoorField House(Prestorand CollegeAve.) Saskatoon
ContactEllen Richardsor664-361{(evenings)
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