


INDEX
.

Introduction

Interpretation as a Function

Knowing the Audience

Visitor Centres and Museums - similarities
and differences

Conservation of the Collection

A/V, Films and Photographs

The Medium and the Message

Discovery Gallery

Keeping the Doors Open

Interpretive Planning Pitfalls

How to Map the Process

Materials

Tourism and Archaeology

Useful Telephone Numbers

The Audio Yisual Programme

Visitor Reception Centre and
Steps in ~eveloping  an Exhibit

Enameltec ?act Sheet and
KalesIii on Signs

Bibliography

//’-.5542

page 4

page 5

page 9

page 12

page 14

page 16

page 18

page 20

page 22

page 24

page 25

page 28

Appendix A

Appendix B

Appendix C



WORKSHOP PRESENTERS

Michael Murray
Curator of Exhibit Design
Maritime Museum of the Atlantic
Halifax, Nova Scotia

Jamie Stevens
Principal
First Light Communications
Tantallon, Nova Scotia

Lynette Harper
Curator of Education/Extension and Professional
Programmed
Prince of Wales Northern Heritage Centre
Yellowknife,  N.W.T.

M. J. Patterson
Museums Advisor
Prince of Wales Northern Heritage Centre
Yellowknife, N.W.T.

Barb Winter
Curator of Collections
Prince of Wales Northern Heritage Centre
Yellowknife,  N.W.T.

Robin Reilly
Coordinator, Tourism and Parks Capital Programmed
Department of Economic Development and Tourism
Yellowknife,  K.L.T.

Karen Legresley
Principal
Avens Associates
Yellowknife,  S.W.T.

Lanny Cooke
Films North
Yellowknife, X.W.T.

John Alda
Wood Buffalo l~ational Park
Fort Smith, S.W.T.

——



David MonLeith
Tourism and Parks
Department of Economic Development and Tourism
Iqaluit, N.W.T.

Chuck Arnold
Senior Archaeologist
Prince of Wales Northern Heritage Centre
Yellowknife,  N.W.T.



YELLOWKNIFE WORKSHOP ON INTERPRETATION IN MUSEUMS AND
VISITOR CENTRES

INTRODUCTION

The historical, natural and cultural heritage
of the north is celebrated in both museums and visitor
centres. Both types of centres use interpretive
techniques to provoke the interest of their audiences.
On September llth and 12th, 1988 in Yellowknife an
informal workshop on interpretation was organized by
the Department of Economic Development and Tourism in
cooperation with the Prince of Wales Northern Heritage
Centre.

Through a series of short sessions a wide
range of relevant topics were discussed, including
exhibit design, knowing the audience, AV programming
ideas, and operational experience. This simple
document is intended to capture some of the highlights
of the sessions. It is by no means a complete guide
to interpretive programing. It is, however, a loose
summary of issues, approaches and objectives. Anyone
interested in developing a small museum or visitor
centre in the N.W.T. should review this document as a
way of stimulating ideas and alternatives. For more
detailed information of some of the ideas contained
herein, piease contact the Department of Econnic
Development and Tourism or the Prince of Wales Northern
tieritage Centre.
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INTERPRETATION AS A FUNCTION - Michael Murray

This talk was illustrated by a slide show
which covered many aspects of interpretation,
particularly signage, how to attract and interest your
audience, use of models instead of text, and
incorporating local products or crafts into an exhibit
to convey the message.

Signage

It is sometimes necessary to tell a story
about a building without having public access to that
building. In Charlottetown, Parks Canada constructed
an attractive rose arbour in the style of the historic
period to interpret the Pope House, former home of one
of the Fathers of Confederation. Through text and
photographs in a pleasing setting, the exhibit
designers were able to tell the story of the house and
its owner, without entering the building which is now
privately owned.

The use of an old photograph on a sign to
demonstrate traditional activities in an area, such as
fishing or hunting, heips to give the modern Viewer a
feeling of continuity. Black and white or sepia
photos contribute to the nostalgic mood.

If a sign is to be portable (i.e., if
interpretive centre staff will have to move it from one
location to another) ensure that it is designed to be
carried easily.

Interpretive centre and museum visitors
usually fall into one of three categories. depending on
how much time and effort they devote to viewing an
exhibit: Streakers, the majority of people (802),
Strollers (]>%) and Studyers (5%). In ~rder to relay
the message to the maxicum audience possiile,  use only
the fiinimu~ amount O: ~e~t possible. ~Tse of different
type size and colour will enhance the appearance and
conveys the messages on three levels: large, brightly
coloured  type to bring out the main points, slightly
smaller type for the secondary information, and smaller
still for the greatest amount of detail.

The use of many photos and minizl~m  text on a
sign will add interest, particularly for the
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“Streakers”. It may also encourage them to come back
when theyf have more time.

If more than one language is used in the
text, it is helpful to use a different colour for each
in order to distinguish them.

How to attact and interest the audience

If an interpretive centre is located near an
area which attracts many people, such as a beach or
viewpoint, the designer needs to be original in the
approach chosen to divert the visitor for long enough
to interest him in the exhibit. It is often a good
idea to present the information in a style which suits
the place and the mood the audience is ~ikely to be in.
One unique method successfully used near a popular
beach on Prince Edward Island was to use six foot high
“comic books”, arranged in two page spreads, situated
under an awning to provide shade and adjacent to an ice
cream stand. The comic book characters were
appealing to adults and children and were eventually
developed into “real life” costumed characters who
moved amongst the sunbathers on the beach, talking to
the children and bringing the whole exhibit to life.

This idea has proven to be so successful that
UNESCO have translated the “comic book” into sixteen
languages and “T” shirts, comic books and other
merchandise were produced to reinforce the story.

The use of brightly coloured signs, humour
and easily identifiable images, such as cartoons or
simple animal drawings, is an important technique in
attracting people, particularly families, to an
interpreti~~e  trail. If people can idey.zif~  potential
“rewards” such as the possibility of seeing an unusual
animal or bird, they will be more incliv.ed to use the
trail.

The use of large murals can be a way of
making a large indoor area more invitin~; for exa~ple,
in a park registration building, while zne parent is
filling in the paper work, the other can divert the
children’s interest with an attractive z~ral and
related exhibitry which is situated adjscent to the
registration desk. The message contaized in the mural
can act as a catalyst, informing the visitor of the
attractions in the area and stimulating ~heir interest
for more detailed information.

page 6



Life size sculpture is another dramatic way
of gaining a visitor’s attention, especially if the
models are particularly lifelike. A group seated at
a picnic table, for example, with room for real people
to join them, will form an extremely popular backdrop
for photographs. It will probably be necessary to
move an exhibit such as this on an annual basis in
order to protect the surrounding ground.

In order to “sell” other features of the
interpretive area, such as other trails, mention can be
made of them in signs on the primary trail, by relating
one area to another. A particular type of plant, for
example, could be highlighted, and mention made that
other species of the same type will be found on Trail
B.

A “dvnamic exhibit” is one which changes
regularly (e.g~, once a week) to reflect current
activities in the interpretive area. These types of
displays can make the arrival of a bird species or the
flowering of a plant seem like an event.

If resource conservation is important within
the interpretive area or exhibit, make sure that the
reasons why the resource is in danger are clearly and
simply explained. In this way an exhibit does more
than just increase knowledge; it comes to change the
attitudes and so behaviour.

One original idea of appealing to a younger
audience was to create an “interpretive playground”,
using equipment which reinforces the story to be told.
Children were encouraged to imitate animals through
play: sliding down a slide like otters, wiggling
though a tube like salmon, jumping like frogs between
“lily pads” made of old tires.

“odels instead of textUsing .,

Avoid using too such text on a sign - be
creative in thinking of alternative ways to convey the
message, such as with models, perhaps incorporating
artifacts into the model to demonstrate how they were
used. The remains of prehistoric cooking utensils or
hunting weap~ns has little relevancy for many people,
but incorporating these same artifacts (or small
replicas of the artifacts) into models of people from
the time using them, will bring the exhibit to life.
People can more easily identify with information with
which they already have some familiarity.
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In the same way, a structure which relates to
an exhibit’s theme will enhance its appearance and make
it more attractive to the casual visitor. For
example, the Fox Moth Gallery at the Prince of Wales
Northern Heritage Centre will be using shipping crates
as display cases, but also to add interest to the
airplane’s surroundings. Another example would be to
use a child’s building blocks many times enlarged to
house an exhibit on toys.

If a model or artform is used that is perhaps
a little obscure in its meaning, it is essential to
have accompanying text provide clues to its meaning and
to explain the significance, otherwise it may be viewed
as just another piece of art.

Incorporating Indigenous Crafts into the Exhibit

Incorporating indigenous arts and crafts into
an exhibit to illustrate a story adds a unique local
flavour and contributes to community pride and
involvement. A hooked rug which tells a story, or
shows a geographic landform can be an attractive work
of art which could perhaps be reproduced as a poster or
printed in a book and then becomes transportable.

The interpretive sign system for the Dempster
Highway is planning to use delta braid in its signage,
to add local identity and interest and to stimulate the
purchase of local handicraft.
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\ KNOWING THE AUDIENCE

Michael Murray and Lynette Harper

More than 30,000 visitors a year visit the
Prince of Wales Northern Heritage Centre in
Yellowknife, and for simplification they can be divided
into two categories: one time visitors, such as
tourists or visiting dignitaries; and local residents
who visit the museum two or more times during the year.
In actual visits, those by local residents outnumber
those by tourists and other one time visitors.

Mike pointed out that the nature of leisure
is different from the nature of work; leisure allows
freedom of choice, immediate resards, variety and
relief from stress, whereas work has the exact opposite
attributes (for most people).

Museums have to compete in the “leisure time
marketplace” to attract visitors who might otherwise go
to waterslides, funfairs, shoppi~g malls, etc., and the

following list contains some of the reasons why people
visit museums:

information
- validating the experience of their trip (i.e., “I was

there”)
- social interaction (research shows that people

generally visit museums in groups, either of family
or friends)

– personal interest/self image [people choose an
activity which interests them;

- novelty of exploration
- participation and rewards

nostalgia
- feeling comfortable in the en~ironnent

challenge of neh’ experiences

People go to \risitor centres for many of the
same reasons, but in addition ti,ey often have immediate
needs for orientation, directior. and guidance about
what to do.

Research also shows th,at only 20% of the
total population actually visit cuseums and
interpretive centres. Planners should try if possible
to address the issue of why peop~e DO NOT come to
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museums and to make the ❑ useum a place which people
will feel; attracted to visit.

People may decline to visit a musem because
they feel uncomfortable in the environment - they feel
restricted by the “don’t touch” signs and feel obliged
to whisper. The Discovery Gallery in the Prince of
Wales Northern Heritage Centre is a successful example
of an attempt to involve visitors in the exhibit by
using all the senses - touch and smell, as well as look
and listen. Social interaction is encouraged in a
comfortable learning environment.

Research on the expectations which an
audience may have is a valuable planning tool. This
can be gathered through government tourism studies, or
through informal “polling” of local tourist industry
operators, such as hotels, information booths and so
on. In the north, visitors generally are interested
to learn as much as possible about the area they are
in, and the planner should find out whether visitors to
his area usually visit more than one place, what they
want to see, and what they could be “led” to see.
When the visitor leaves the museum or interpretive
centre, they should have had their appetites
sufficiently whetted that they will wish to explore
further on their own to see “the real thing”, such as a
carver working in his home or a local landmark. The
interpretive centre could act as a stepping stone in
encouraging local people to make such visits possible
for a tourist.

Involving local residents in the planning and
design of an interpretive centre or museum is an
integral part of the overall process. Too often,
planners think only of the tourist audience, and f~iget

that local visitors will comprise the bulk of the
sudie~ce during the course of the year. Northern
native or~anizations a~d people have been excludes ior
too long, and they are anxious to be involved not
merely ia the input stage, but in the total process of
decision naking, design and content.

The name “Interpretive Centre” is important
from the point of view of not excluding the local
community, as ~’\~isltor  Centre” might do.

By involving the local community, the
residents feel they have “ownership” of the
interpretive centre or museum. If a planner can !<eep
an open door and ensure that the community knows he



wants to.,hear from them, he will build up good will and
acceptance. Local translators can be hired to
prepare the exhibit labels; elders can be employed as
guides. By involving young people and encouraging
visits from schools, the incidence of vandalism may be
reduced as well.

The Moosehide  Boat Gallery in the Heritage
Centre is a prime example of how a whole community was
involved in creating an exhibit which told their story.
Like the layers of an onion, there were many levels of
involvement from different groups, and the exhibit
brings out this involvement through photographs and
film. Many museum visitors bring preconceived
illusions with them, and a skilful exhibit will be able
to destroy these illusions and replace them with
reality.

\

Another important piece of information which
interpretive centres need to give to tourists is “how
to behave” in the community. Tourists want to know
what the boundaries are in terms of photographing local
people and sights, and whether or not to approach
residents in their homes. It is important that the
tourist understands that residents are not “walking
exhibits”. It is important, also, to make sure the
exhibit is realistic - if there is a downside ta the
story, it should be portrayed sensitively, to avoid a
distortion of the total picture.

At EXpO 86, every Canadian pavilion except
the N.W.T. told the story of the native people as the
“first peoples” of the area, but excluded their story
from the continuing history and modern day development.
Only in the N.k.T. pavillion were the native people
shown as integral to the story in the past, present and
future.
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VISITOR CENTRES AND MUSEUMS
SIMILARITIES AND DIFFERENCES

Goals:

The main goal of museums has often been to
collect, conserve, document and exhibit, however the
move nowadays is towards mounting exhibits which are
both educational and enjoyable. Museums are
attempting to bring social benefit to the audience, and
not merely to portray the local heritage.

An interpretive centre can be narrowly
themed, according to the story they wish to tell or the
mood they strive to create. A museum must be more
broadly based. In terms of dollars, it is presently
easier to obtain funding for an interpretive centre
than for a museum. This is because visitor centres
are seen as having a greater role in promoting
visitation to an area. The success of a visitor
centre is thus judged in terms of its ability to
encourage people to spend time (and money) going to see
the “real thing”. A museum is more internally
focussed as samples of the “real thing” are On display.

Management:

The questions which must asked when
addressing the issue of management of a museum or
interpretive centre are: -who controls the facility and
what organizations should be behind it?

Interpretive Centres can be zanageti by a
local tourism group, or by the municipal government, or
by the Chamber of Comnerce,  or by local industry (such
as the Tar Sands Interpretive Centre in Fort Yc,Yurray,
Alberta).

Museums are usually run by federal,
provincial or territorial governments, or are founded
by special interest groups on a volunteer basis, such
as the Northern Heritage Society. This volunteer
effort grows into a non-profit society and may
eventually be taken over by government. There are a
few private museums, run by industry.
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A very important factor to bear in mind is
that any~community  ❑ useum is essentially a small
business, with capital (invested in the collection),
staff, goals and other attributes essential to running
any small business.

Collections:

Museums usually own their collection of
artifacts, or they borrow exhibits on long term or
permanent loan. Interpretive Centres sometimes own
artifacts, or they may develop a storyline and then try
to borrow the artifacts to match. Museums tend to try
to convey information about “things”, interpretive
centres try to create feelings or attitudes towards
potential experiences.

The question of repatriating artifacts to
their original area is of current concern, but this
depends very much on whether the receiving organization
has appropriate storage space. There is a heavy
responsibility in repatriating artifacts in that the
item must be preserved “for ever” by the museum and
must therefore be stored carefully. Display of
fragile artifacts requires special lighting and
humidity controls and may be difficult to accomplish in
a small interpretive centre. It is possible to
replicate the artifact using a plaster cast, or to
display a secondary item which is less valuable.
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CONSERVATION OF THE COLLECTION - Barb Winter

There are four physical areas in the
collections section of the Northern Heritage Centre:
the registration area, where artifacts are numbered and
cataloged; the conservation area, where fragile
objects are carefully preserved and protected for
storage and display; the shipping area; the storage
area. These types of areas differentiate a visitor
centre from a museum.

Registration Area

Well-meaning tourists often retrieve
artifacts from the land and bring them to the museum.
A better route would be for the tourist to leave the
object where it was found, noting its exact location
and description, and informing the museum staff who
will then send experts into the field to retrieve the
article.

A computer link with Ottawa provides access
to an enormous national data base, comprising several
million pieces, located in museums across Canada.
Each of the artifacts arriving at the Heritage Centre
is cataloged and entered into this national data base.

Conservation Area

Preservation and restoration of the artifacts
is extremely important. Conservers play an important
role and can give expert advice on how materials
degrade and how this can be prevented. Correct
lighting and humidity controls for display cabinets is
also important, and the Heritage Centre conservation
staff are available for consultation.

When consulting a conserver about artifacts,
information relating to the na~ure of the exhibit is
important. Will it be a traveling or static display?
How will the artifact be displayed?

Storage Area

Vulnerable objects, which may be contaminated
by insects or other destructive influences, are stored
in isolation for three months.
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Cold storage is provided for objects which
would defiorate at room temperature.

Other articles not on display are stored on
hangers or shelves.
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,
A/V, FILMS AND PHOTOGRAPHS

Jamie Stevens, Lanny Cooke, John Alda

“The Emerging North”, the N.W.T. Expo 86
film, was shown, and Lanny spoke of the need for a
client to give clear guidance to film makers in order
to keep research costs down to a minimum. Potential
clients should allow adequate time to make a film
properly (up to a year or more may be required if
seasonal shots are needed). 16 mm film renders a good
quality image and translates well to video. Film can
be used successfully in a museum setting.

Jamie showed a slideltape presentation his
company has made in the Maritimes. He stressed the
need to think about the audience and to formulate
objectives. Think about the location of where the
slides will be taken, and check to see whether there is
existing material on the same area or topic. Prepare
a reference package for the show’s producer, giving the
storyline, listing existing shows on similar topics or
areas, old and new photos which could be used, on site
inspections which will be required, and the number of
approval stages.

If feasible, a Request for Proposal should
allow prospective competitors to be paid for their
bidding work. However, if the budget is restricted,
consider using a two part tendering process; find out
who the film makers are and what they can do, and in a
second tender ask for a dollar quote. In this way,
the most creative film makers can be identified before
the dollar figure is known, allowing a decision to be
based on creativity, not necessarily on the lowest bid.

A slide/tape show allows good sound
reproduction and a hi~h quality iza~e when projected on
a large screen, and multi–image techniques can also be
used. If the show is translated to video, between
thirty and forty per cent of the impact is lost. The
film maker should be informed at the start of the
project whether the work will eventually be translated
on to video so chat allowances can be made in the
initial shooting, to reduce the loss at conversion.

To obtain a suitable musical score, consult a
record (music) library, or enlist the aid of someone
who has a wide musical background. Explain what is
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required by describing the action in the show. The
disadvantage of using a library is that it can be
extremely time consuming, and in the long run it might
be more cost effective to go to a composer/musician and
start from scratch.

In the end, the budget will dictate whether
film, slide/tape or video is used in the exhibit. The
first two mediums can both have a powerful impact on
the audience but require more complex equipment.
Video is often of poorer quality but uses simple less
expensive technology to display.

Equipment will break as it is used, so ensure
that an installation manual is provided which lists all
the equipment originally installed, with service
manuals for each separate piece of equipment.
Suggestions on servicing, replacement lamps and other
parts, suppliers, prices and other technical
information should also be requested at the time of
installation.

Back–up equipment should be purchased when
setting up the exhibit so that rIo shutdown will be
necessary to make repairs. In any contract for
equipment installation, a specific warranty period for
repairs should be stated, and the client should insist
on having an operation and maintenance manual. Master
tapes and and sets of slides for a specific period
should also be provided at installation.

John showed a slide tape programme which had
been translated onto film. He explained that at the
Wood Buffalo Park Interpretive Centre visitors can make
their own selection of video to watch, or they can plav

with two interactive computers which offer ten
different programmed. He stressed that if technical
equipment is incorporated, then staff wno will use it
must be trained.

Attached to this document as .\ppendix C is a
manual on producing an audio/visual show.
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THE MEDIUM AND THE MESSAGE
Robin Reilly, Karen Legresley, Jamie Steeves

Message

What are all the stories you want to tell?
When you have thought of everything you can, sort out
what you ACTUALLY want to say, and what you want people
to remember.

Linking the ideas

A common approach to developing the main idea
of “storyline” for an exhibit is to begin by listing
down all the relevant facts, ideas, stories, events
etc. which could be developed. Next try to see a
thread or theme which could tie together the larger
ideas. Now go back with the theme in mind and look
for more detailed information. The storyline thus
serves as the skeleton about which other information
and’ images is structured. Remember, don’t try and say
everything, rather focus on a main idea and try to
develop it in many ways.

What link can be used to tie all the ideas
together? Perhaps by examining toys and games, the
changes in northern culture over the centuries can be
portrayed. Another idea might be to use the theme of
“lines”, as in Arctic Circle, DEW Line, north-south
geographic line through centre of Canada, traplines,
and so on.

A P P roaching the site~exhibit/gallery - exterior space

The approach to an interpretive site, exhibit
or museum gallery is important to set mood and build
expectation in the mind of the visitor, by using
available space en route for displa:~s, si~nage or other
mediums. The journey could start at th~ IocaI
airport, with a sign or poster inviting people to come
to the centre, or an advertisement could be placed in a
maSazine or local newspaper, or in a hotel room or
campground.

Try to avoid clutter in the entrance area,
and to have clear information on signage which is
easily understood by visitors (for example, the word
“mezzanine’! may be incomprehensible to many rural
people and will confuse them). Creative use of
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lighting and large exhibits can help to subtly orient
visitors -in the right direction.

Adapting a room for a theatre

Often a space never intended to be a theatre
must be transformed into one. Several points to keep
in mind are:

- block natural lighting, or incorporate it into the
design

- ensure there are adequate exits to satisfy safety
regulations

- deaden noise from other parts of the building, or
from outside

- decide what type of show will be projected and the
degree of automation which will be required and
install correct electrical circuitry

– determine the function of the room: will it be
multi-purpose?
if there is plenty of wall space, explore the
possibilities of mult-imaging or wide screen

- arrange seating and screen for maximum comfort and
safety regulations

- pay attention to acoustics and make adjustments as
needed
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>DISCOVERY  GALLERY - Lynette Harper

This gallery was specifically designed to
encourage “hands-on” participation by the audience, and
was aimed at all ages and types of visitors.
Labelling  is minimal to encourage people to think about
the objects, to handle them and to discover for
themselves what the article might be used for.

Artifacts specifically designed to appeal to
pre–schoolers  are displayed physically lower than other
ejects and are more toy-like, such as the wooden
northern Noah’s Ark, a good example of keeping the user
in mind.

The comfort factor and informal atmosphere
has been achieved by:

- using natural light
- by encouraging people to touch and feel
- by using cubes to sit on instead of tables

and chairs
- by random placement of artifacts to add

novelty
- by placing toys on the counter which appeal

to adults and encourage them to come into
the gallery with their children instead of
being spectators from the outside

– by use of colour
– by allowing people to move at different

speeds through the gallery
– by providing “quiet” areas where people can

rest and study an object or the passing
scene in more detail

- by having clothing available which people
can try on and be photographed in

Another, unexpected, feature of the Discovery
Gallery has been the protection of the permanent
exhibits in other areas of the museum. For example,
the caribou cent used to be on display in the South
Gallery and visitors would climb over the barrier to
pose for photographs in the tent. Now that the}- have
free access to it in the Discovery Gallery, they stay
on the right side of the barriers in the other
galleries!
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For many northerners, the Heritage Centre is
the first~rnuseum  they have ever visited and they are
inclined to touch exhibits in all areas of the museum.
The Discovery Gallery acts as a bridge which enables
them to touch and feel, before exploring the rest of
the museum where handling of exhibits is prohibited.

Observations show that visitors take care of
the artifacts in the Discovery Gallery, putting them
away in the proper place after use. This is
reinforced by using storage boxes with styrofoam
inserts designed to take particular artifacts. so
long as the Gallery is clean and the storage boxes,
cupboards and drawers are freshly painted and not
allowed to become scuffed or scratched, visitors are
anxious to respect the area and not abuse it.
Constant checking is required to ensure that objects
are in their correct containers and nothing has been
removed.

In designing a gallery like this one, it is
essential to know exactly what the goals and objectives
are, so that it will work and not be “over designed”.
The Discovery Gallery took four to six months of
consultation with the designer so that function over
design was achieved, and not vice versa.
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KEEPING THE DOORS OPEN - M. J. Patterson

How to start

The first priority of any group which decides
to open an interpretive centre or museum will be to
decide WHY such a facility is desired. The group
members should brainstorm, compile all the answers and
pull together all the ideas.

All available expertise should be pressed
into service - during the building of the Angmarlik
(Pangnirtung)  Interpretive Centre there were six
experts regularly involved in reviewing each step of
the project. Northern Heritage Centre and Economic
Development staff are available to assist local groups
in setting up interpretive centres and are very willing
to help. The Department of Public Works has
architecture and design experts who could be consulted,
once ideas and objectives have been developed.

Be sure to consult local people and devise
objectives as part of the long term planning.

Y. J. stressed the need for continuous
communication between the architect, the exhibit
designer and the client to ensure that the end product
(either in an entirely new building, or in an adapted,
existing building) are what the client wants. The
client should not feel that he has to accept every
recommendation made by the consultants, but should
trust his commonsense to achieve the objective he has
in aind.

Maintenance

During the planning stages, every last detail
should be discussed and agreed upon, right down to
issues such as whether pump-out service would be more
reliable and cost-effective than utilidor. Ensure the
janitorial duties are not overlooked – soneone has to
be responsible to replace lightbulbs  and ensure the
washrooms are clean and well-stocked.

Before the facility is officially opened,
have several “walk throughs”  to ensure that everything
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is well-p~epared  and ready to run as efficiently as
possible.- Leave nothing to chance - do not assume
that “someone else” will do it!

Ensure that the building, furnishings and
static exhibits are kept in good repair, repainted when
required and cleaned regularly. At the Northern
Heritage Centre, the security staff rather than the
janitorial staff are responsible for cleaning the
display cases, to ensure that no damage is done.

Staffing

Consider the staffing requirements - will
training be necessary for the personnel who will run
the facility? Will the facility only be open for part
of the year? If SO, will it be possible to find
qualified staff who will be prepared to work on a
seasonal basis? Make sure that space is provided in
the facility for staff to work comfortably, and if
possible include space for large groups for special
events.

In a government run facility, staff relations
are well-defined, but a non-governmental centre, run by
local volunteers or other organization must take care
to ensure that the personnel working in the facility
know to whom they report, what their pay and benefits
package contains, who signs applications for grants and
other matters. Staff should be included in all
discussions on long range and short range planning and
goal setting.

In many museums, all staff, from the top

down, are required to work regularly on the reception
desk, in order to remain in contact with visitors and
discover how the “system” works.

Cost–effectiveness and atten~ion to detafl ic
the initial planning phases will have many long term
implications and benefits for the interpretive centre.

page 23



INTERPRETIVE PLANNING PITFALLS - David Monteith

David reviewed the stages passed through by
the Pangnirtung Interpretive Centre planning team.
Initially, the team did not know what they wanted to
say and in fact the whole project took twice as long as
it should have!

1. At the outset, the team had trouble learning
who the client was. Parks Canada had committed half a
million dollars but at the eleventh hour had to
withdraw from the project due to budget restraint.
The whole conce?t had to return to the drawing board to
be scaled down. Do not rely too heavily on funding
from one source as repercussions can be costly if that
source dries up.

2. Avoid saying too much with too little:
design the programme budget to suit your purposes.
Relate the storyline to the community so that local
people can feel comfortable with it. In Pangnirtung
the planners chose to concentrate on the story of
whaling as many local people had long family ties to
the whaling industry.

3. Experts from across the north were involved,
as well as people from southern based libraries,
museums, and so on. The first big mistake was in
trying to cut corners and tender each step of the
project as a separate item. In the end, this approach
led to massive confusion and many different people
working in isolation who should have been working
together. In future, the design and excution of an
interpretive centre should be tendered as one complete
package, with the onus on the primary consultant to put
together a competent team of professionals who will
work cooperatively on the project.

4. Make sure the budget is well though out and
that every effort is made to adhere to it. When money
runs out of one “envelope”, do not take it fron another
one without consulting all those invoived whose budget
is about to be affected. Make sure there are controls
to prevent gaps.
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HOW TO MAP THE PROCESS - Michael Murray

The session began with a brief discussion of
two terms commonly used in defining the focus of
interpretive materials. The first, a “message
analysis” is an open-ended exploration of all of the
potential ideas and facts which are relevant to the
particular subject or location being interpreted.
These should eventually be grouped into major classes
of ideas and information, according to the principal
subjects to be related.

The second stage is the “storyline” which is
an attempt to summarize and present in an attractive
and provocative way these main ideas. A storyline is
essential to the angle or slant you wish to take in
organizing the presentation of relevant ideas,
experiences or facts. Often a storyline is the major
thread which binds the entire centre together.
Typically, this central thread is comprised of a
variety of distinct but inter-related themes, each
developed to tell one aspect of the larger story.

DEFINE THE PURPOSE: decide exactly what is wanted in
the new facility - whether it is interpreting certain . .
artifacts, a particular species of animal, or a trail.

JUSTIFICATION: decide ~ the facility is needed.

VISITOR ANALYSIS AND SITE USE: conduct research within
the community to discover who visitors are and where
they come fron (talk to local hotels, airlines and
others who have contact with tourists). Btiild a
profile of the “typical” visitor to your connunity and
incorporate the results of the research into the
Justification statement.

COt4STRAIliTS: examine all the physical and financial
constraints that may have an effect on the project
(e.g., is there a sensitive archaeological site nearby
which ought to be protected?)

LOCATION: decide exactly where the new facility will
be situated.

SITE DESCRIPTION: identify any special hazards and
deal with thez.
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SIGNIFICANCE: this is tied into the Justification and
Restraint flstatements ; if the area to be interpreted
has a great deal of local significance and would be
threatened by a stream of visitors, it is worthwhile
considering the option of having the interpretation
off-site.

ACCESS: determine how people will interact with the
exhibit - will it be “hands on” or “do not touch”; if
it is an outdoor site, will transportation be required
to bring visitors to it, or is it within easy walking
distance of hotels or campgrounds?

EXISTING FACILITIES: check thoroughly to ensure that
the new facility will not duplicate an already existing
one.

OBJECTIVES: decide what it is that you want people to
know/feel/do which they did not know/feel/do before
visiting the facility.

STORYLINE: the initial drafts can be written in
narrative or point form, but it is essential to bring
out all the important points which should be included
in the exhibit.

BUDGETTING: When drawing up the budget, pay close
attention not only to the capital costs, but also to
the O. and ?l. implications and forecast what the
recurring O. and M. costs will be, The budget will
determine how big a project it will be.

The scale of the project will also determine
the experts who will need to be consulted, such as

architects, interior designers and others. As the
project is planned, note what has to be done and decide
to hire or consult the available expertise. It is
important to establish a team of core people who will
be involved with every stage of the project, and beyond
that to have access to other experts who becone
involved only when needed. Don’t forget to build
travel costs for consultants into the proposal.

DESIGN APPROACH: talk to designers about colours,
form, textures. In making your critical path, decide
when the facility will be opened and work backwards to
the present, using the following schedule as a
guideline:
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Terms of Reference
Approval L
Draft text
Draft design
Resource package
Mock-up
Pre–test
Final text
Translations
Final design
Site preparation
Typeset
Proof read
Corrections
Proof read
Paste up
Blue prints
Fabricate
Install exhibit
Open for business

Beside each step of the
project, write the name
of the person responsible for
its completion, and the
projected date of completion.

Take care to ensure that designers and
interpreters work closely with one another, so that the
message is not lost in the medium. If the exhibit is
slick, in an interesting environment and very
colourful, the visitor will be impressed but will learn
nothing. It is essential to reduce the story to a few
basic messages, and to reproduce it on text which is
easy to read and simply worded.

If there is concern about structural
limitations of the design, a foam core mockup will
allow modifications to be made in advance, thus saving
costly alterations.

FINDING THE RIGHT ARTIST: There are a couple of
resource catalogues  available (see .Ippendix F) which
list artists znd the type of work they to.
“Setxorking” is another useful way of fiading out who
is available ~~d good in their field. If you are
unsure which company or individual to hire, run a small
competition for minimal dollars and base your decision
on the results. Xhen the artist is actually hired, it
is important that he or she is aware of what the final
medium will be in the exhibit, so work can be adapted
accordingly.

Document every step thoroughly, so that in
the event it is postponed or cancelled,  the paper work
will be there in case of a restart in the future.
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MATERIALS - Michael Murray

Outdoor signs must be ❑ ounted on sturdy,
preferably concrete, bases capable of withstanding the
elements. They must also be capable of withstanding
vandalism - once the first scratched initials have
appeared, others will follow rapidly.

ENAMELTEC is the most durable material presently
available. Made of similar material to a fridge or
stove, it is harder than steel and impossible to
scratch. Spray paint wipes off easily. Colours
remain true and more than one colour can be used in the
texts and illustrations. However, you should work
with the manufacturer when determining the design as
some colours are hard to reproduce and it is important
to know the limitations of the product. Build in
several approval steps, and make sure that you have
colour samples to ensure the end product is what is
envisaged. Enameltec is slightly more expensive than
Spectrolite  and a good deal more expensive than
plywood. (See Appendix E)

SPECTROLITE  or DUROLAM: text and illustrations can be
silkscreened onto plywood or other base material,
photographs pasted on, and then it is covered with
fibre~lass. This gives the flexibility to use various
print forms, drawings and photos, but the resins in the
fibre~lass will interfere with some inks, so

experimentation will be necessary. It is vulnerable
to vandalism as it scratches easily, and colours  fade
when exposed to sunlight over a period of time. If a
crack or break appears in the fibreglass, water will
seep in and cause irreversible damage. (See Appendi
E)

x

EPOXY FIBREGLASS: This is a good material to use for
large nodels, either indoors or out. It does not
fade, is durable and the lifelike effect can be quite
dramatic.

Great Slave Grapk,ics, Yellowknife  enplov a
technique of cutting vinyl and glueing it on to a
plywood backing. This is faster and cheaper than
silkscreening and is more durable for exterior signs.

It was pointed o]~t that animals on signs tend
to get shot at, whereas neutral objects such as picnic
tables tend to be less of a target. It is important
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to bear in mind whether the sign will be attractive for
target piactice! If the sign is erected at a flatter
angle, it is harder to hit.

If the sign is to be only temporary, use less
expensive material. Red Deer Signs, Red Deer,
Alberta, produces “disposable” signs which are cheap to
manufacture in bulk and easily replaced.

Be aware of the environment in the area where
the sign will be placed and consider the erosion
factors (sand, snow, wind, water etc.) Compare
various materials for durability, price before deciding
on one particular type. Consider the possibility of
seasonal signs which are removed during the winter
months.

Indoor signs and display cases should be
designed and constructed so they are suitable to their
location. If people will be inclined to lean on a
display case, ensure it is strong enough to withstand
this. Ensure that toe kicks are installed at the base
of exhibit cases. Staff may cause damage if they
force a door or are careless moving signs around.

Try to use media which will be durable and
not require constant repairs, or that is so specialized
it requires an expert to fly in from far away to fix
it.

AUDIO VISUAL EQUIPMENT: Attached to this document as
Appendix F is a list of resource material which will
aid planners in finding out who the artists,
photographers, filmmakers and others are.
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Appendix h’

TOURISM AND ARCHAEOLOGY - Chuck Arnold

There is an increasing interest in
archaeological sites on the part of tourists, but there
are inherent dangers in permitting free access to these
sites. The oldest, prehistoric sites are generally
obscure and hard to identify by a lay person, but the
more recent sites (less than 1,000 years old) are more
easily recognized. Degradation of vegetation and
exposure of permafrost can set up a chain reaction
which is hard to reverse. Looting of whale bone is a
continuing problem as well.

The Heritage Centre archaeological staff are
available to give assistance on regulations governing
archaeological laws, on environmental concerns and on
the exposure of archaeological sites. Natural erosion
is causing the disappearance of many archaeological
sites, particularly along the Mackenzie River.

Northerners have been involved in
archaeological work for several years now, and most
communities have local people with “hands-on”
experience at a dig. Elders have been involved in
showing students traditional land use areas and
demonstrating the old way of life for tourists.

For every hour spent in the field at an
archaeological site, four hours are spent in the
laboratory, labelling and examining the specimens
retrieved.

The Historical 2esources Act is a plaquing
programme, commemorating historic sites and heritage
buildings t5rough~ut  the Y.K.T.. There is che tension
between aboriginal history, preserved through
prehistoric artifacts made out of stone, bone or wood,
and european history, as portrayed in old buildings
which have survived. Careful resolution is needed of
the technical problems in preserving these buildings,
along with the philosophical problems of highlighting
one culture as opposed to another.

The three priorities facing northern
archaeologists are:

– how to protect archaeological sites

– how to draw the local conmunity into the sites



- how to flwork with the tourism industry

The !ieliadine River site was mentioned as an
example of an area where on-going community involvement
is needed. The personal approach of having local
guides on-site, instead of using signs telling people
to “keep off”, is preferred.

Interpretive Centre planners should build
into their budgets funding for training programmed and
for brochures and interpretation of the archaeological
process. It is important for visitors to recognize
that if continued disturbance of archaeological sites is
allowed, within ten years the sites will lose their
appeal.

Consultant archaeologists are available to
work with interpretive centre planners, such as
happened in ~he development of the Kekerton project.
Interpretive trails near an archaeological site may be
one way of involving visitors while preserving the area
near the site. The social local benefits of an
archaeological site ❑ ust also be considered, once again
drawing the local community into the project.
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Appendix ‘h

USEFUL TELEPHONE NUMBERS

PRINCE OF K.\LES NORTHERN HERITAGE CENTRE

Director
Territorial Archives
Librarian
Photographer
Curator of Collections
Conservator
Curator of Exhibits
Curator of Education
Museums Advisor
Senior Archaeologist
Toponymic Officer

873-7685
873-7698
873-7177
920-8842
873-7668
873-7664
873-7321
873-7b84
873-7244
9~~-8839

920-8854

ECONOliIC DEVELOPMENT AND TOURISM

Assistant Deputy Minister 873-7115
Director, Product Development 873-7902
Coordinator, Capital Programs 873-7368
Site Development Specialist 873-7906
Exhibit Design Specialist (not yet staffed)

- . . .



APPENDIX C THE AUDIO VISUAL PROGRAMME



m Audio visual Pro-

.S0 you have decided to pduce an a/v sd, you have a budget
and you believe you knw wbt * sk skuld cover, so what
hppens W? As with all dia planning and productim it-s

etive to establfih  objectives, fmm selecting a s@e
~ge to pioduc~ an mtlre a/v sti @ - basic

PM p~s i9 used.

W following is a list of questiw to ~ analyze your
requtits for a afv p

w
$cm. Ke questions and tiir

answers wk written d~kmke up & project proposal.

Wt a= your objectives?

An a/v sti k ti potenttil  to do three things for your
audiace; it can increase tiir knwldge,  change tiir
attitude and/or help b develop a n= sm. Hwever unless
h shw is well develo~  it co~d instead bore h to
Mrs, misinfom  or ali-te *. So * first ~ m
decide is ‘“w&t is th? is pduct.lon  going to do for your
~rk?”” Wu it ~~ qloy~ ~re eff~imfly? Will it

-e atti~es of the public? Will it @rove or ~
& parks tige? Sate your objectives w clearly as
oossible.

An a/v production can do an excell=t  job of pres=t~ a
half do= mjor points; If you want to be sure tit ti
atii~ ~rs k Momtim, consider developing
additio~l  print mtetil.s  for & audience to keep.

.m a/v sti m also be useful in developm  new S~ such
as kck-country  qfng,  cross country skiing, aoeing  etc.

VV Ati - alsob a pwerful tool in pemuading pmple to
-e their attities,  but you must take into amunt be
principles U you’re go~ to & successful:

1. W mattir b persusive  your -sage,  you
a~- t likely to -e * attitude9 of p=ple
w~e vi~int h radically different from *
one you are propos~.  If you’re try~ to develop
support for your case, you’ll get better results
if you design ti sk m mbilize people alr=dy
S~thetiC to your viwpoint  instead of desiqing
it to avert  your opponfflts.

.i
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2. You-re mre ltily to ti~ce people about an
issue if @ kve m prior Ophiorl on h
subject.

3. If audi=ce -rs am trying to mke up tiir
minds abut an issue, pres=t Pur side as well as
h a~ts of ti oppos~ view. By p~~t~
‘both sides of sn issue, you ~te your
audience against b persuasive -r of your
Opmts .

4. ‘b try@ to pers=& a bstile audi=ce to
see your point of d=, start by pointing out
hse issues a wtdch you both a-. M*
d~tated co- grod, ti audi- shuld be
mre mptive to your positim.

6. h-t try to intimidate your audience into
accepting your petit of view, &ces are ~“11
dtiss YOU efItitiy.

7. If & message in your productim  is pmented
by a credible -r your presmtation  my kve
mre * c t .

3. Protide  your atiiace  with s~gestim  of
Hcrete action, let * knw ~ctly wkt you
=t then to do or feel.

. .
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W are @ and wkt wkt are * looking for or expecttig
from this presmtation?

Try m deterndne ti factors that W Eke h listen and
understand your message. M of * audience as one person
with spectiic questions and concerns, mke * IisMers
f e e l  tit * ~cation is a~ at h.

* the target audience is not WW -, it is SW
wise to try and find out as mch as ~ssible  about ~. tb
~ b mch shut M subject? ~t are tiir educatiml
and oc~titi levels? ~t are the age levels of the
group? Is hre an attitie ~rds & subject or possibly
-rds h park ? M h ~up kve a predo-t
dk~mry attitude?

*r underes timte * titelligence
Pmple are ms t likely to learn wk
to tiir currmt needs.

of your audimce .
* -sage i.s relevent

Wt mntent stmuld  b sti rover?

If you-re not alrea~ familiar with * subject to be
covered by ti production, consult some wb is. List ~
sti or eight min points to be covered, qkin each point
in as much de~il as ~ss ible, and e..hin ti MS content
will klD ac:hieve & k~ded  objectives. Mtbl  research
shul.d  provide eno~h  Momtion  m deterinine whehr &
subflect is suitable for a a/v presentation.

w Wm * Sti be Dresmted?

1. !W t playhck  quipmt  Ls available’?

2. ‘ht ~ of facility wi13 k used ~ screm the
s how?

3.hwillrun*sM?

4. &t ohr ~ctivities ‘wiU take place at & tim
* sti 1s ai~?

5. W wffl  be responsible for & condition of &
Sb?

6. Ls a vfdm transfer wanted at a bter date?

——
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ht resources are avaflable  to produce W sti ?

~ the sk to b produced at the park, regi-1  office or
by outside contractor? Wt budget is amilable to do b
sb. ~r you get wbt you pay for. &&r b asking
a producer h mch a sti W cost, you shu.ld  tell. ~
lnw mch you are Wing ~ -d. objectives can ~
determine wht a sb is worth.

First rate ptiuctions  can be mde M enough time is
amilable and b h usd effectively and ef f icenfly.
Generally ti smiler & budget ti linger the W=
required to develop a good q~i~ sk.

%rks  of= Ark m a production witiut c- to see
if M sb *y want &s ahdy * pduced. If you
decide an ofigtil production is requi~, a look at stilar
productions can provide a w=lth of qti ideas and su~e.st
areas to amid.

h you plan to sell or rent copies to & public?

%mti~ after a slide ShYW bs ~ produced kterest  is
a~ressed in k% video tape copi~ or audio cassettes
mde of & sti. ~s hformatim shuld b e  identi.fid
early as it my affect cost md copyright covenqe  of h
Odginal  productim.

‘h bs h final autirity  to approve your pduction?
Id~tifV eveqone  iJk kS to ~pDKove  it and h 4ete-
tit, don-t just think of senior adiiis~tramrs..kk for
su~estions  from L%se staff xh will actilly present the
Sti.

hider k~g h production reviad by someone outside
vour or~i7=tim not directly Lnvolved  in h pductim of
th? sti. UsWlly you are too ftiltir  with * con~t to
be a realistic judge of it-s effectiveness. Em omr staff
-rs my be premted fm ewluating b sti
realistically because ~ know too nuch shut & subj~t
or @ don-t want offal  you. Try to think of b ti
public wffl  recieve  your efforts.



~ h ~~UCtiOtl  deals with mtroversial  Subject mt&,
or is designed to convey critical Mo=tlon * audience
hs to ~r, you my  want to kve b initial proposal,
b script, and @ sti itself revi~ by a ~le group
of the people you trave Id=tified  as the audience.

~ti~h you skuld ~ve & ptiuctim revid, get-
approval from people a be a very ti coos- process.
To s@lify rotters have your revixrs  meet as a group and
limit * size of & ~up to five or six peopk.

b will you select or brief the approwl  corrrnittee?

.Utiugh you skuld bve ti productim reviewed, gettinq
approval from people can be a very tim cons- process.
To si~lify  rotters kve your reviewers -t as a ~up and
limit W size of W .wup to five or Sk people.

Select people wb can give you * mst assismce;  people
wb know somtig  about a/v Aia, wb woti w~ h groups,
and hve previous e~rirnce as reviwers. h mre
mtittee  *rs understi  about h process of
production,  the mre -“11 be able to klp you and My
will also be less li~y to mk unreasonable denands. %ke
sure &y understand wbt”s &wcted of ~.

Iii M ~rly stages  of a sti”s de~qmt,  you can r ev i se
your Id-s subs tanttilly.  .% ‘woti propses,  mjor
revisim  mot be mde witiut  LI-U considerable
cost. If som of your reviewers Mk tit the sh skuld
be pducd  on tideo  ins md of s Lide rope, they shuld  sav
so tight 3t c% kginnilg  . If somne =ts to c-e words
in tk script, * tim m do so is 3~4W you’ve ‘hired a
mrrator and recorded the sound reck.

budgets, an a/v production my tak a couple of m~ to
several years to co~lete.  SMS Lntied  for VRC, s my bve
a life of >10 vears, otirs  my onlv be used for a season
perkps ev~ a f~ &ys. k-t ~it until m existing Sk
is tired md unfit for public sti@. Start your plarming
=rly.



“Futting  ideas into words”

k you tave determined and Writta  down your objecti- ,
@ process of gatiring  togetir  all b salient facts
@ins . A protect  proposal  shuld  be p-red,  this iS
usmlly  a one or w page creative do~t A to
smrize everything G about the requ-ts  and
resources, includ~  * objectives, lntmdd  audience,
m~t to be covered, distribution plans, budget and otir
resources, deadline, and wlrI is responsible for approving
the pductim.  ‘Wtir & sti is ptiud  & Con-ctor,
or ti-buse  a project proposal str)uld  be p-. W plan
helps form realistic objectives and establisb plans for
pduction.  The proposal can later be used as part of your
- of refe~ and in h mluatim  process as a
traseline.

A proposal skuld include a reference Pakge. @in
,~ti@ reference mterial;  phtos,  illustrations, tiks,
articles, etc. - just about any- that covers your
subject. he mterials  skuld  give you a genetal
‘tierstid@  of the subject, som specific facts and my
aLso Mp you ‘“picture’*  @ subject you’re researching.
-tir: ‘m, kw, ‘WERE,  (w, Nm .km [W.

hce vou”ve looked over all h reference mterial  md kve
a bsic undersmd@ of * subject, mlk to tise people
wh an protide  mre detiild  tiomtion.  2M you conduct
ti=rtis~s,  collect useful phrases ~~t can be used ub 170u
writs * scriDt. PeoDle like to be intervi~,  md once the
questions kve “WW, few people are clcck  ‘watirs. If you
hve to ktertie~  seveml people m Lk am to?ic, sDeak  to
each person separatiy.  You’re likely to remive mre -did
answers. &gin  with =sily answered questions, ~Ms will Mp
es= blish the s~prt needed to obtafi candid mers to &
tough questions you” re sa~ for bst.  Unless your subjects
n~ tiw to research specific topics, din-t  suMt
questions ahead of tk or you-11 take & ~~nteity  out
of G%ir mers. Keep your questions sbrt d listen
urefully  to wbt your subject fs say@.

~ ftiliar witi your subject, get out and kve a look at
it. Visit the sites whre & sti will be stot, observe *

people and b operatim covered by b sti.lf you are ~t
to be the sb-s producer convey MS infomtim in detail
to h Persm wh WU be.ktter sti..ll,  =ke *

I

with you m lmtion.



Wle ~~ring facts, gahr vis~ impressions and mk
notes abut  * id= you want to convey. -e ti=l
@ressim of your subject are mre @rMt ttan W
verbl  because an audiovisual pres=tation  is predominately
a visual Aium. k addition m b notes shut & visuals,
X som skts  of b l-ti- you tight  use h h
presentation. -e slides will be useful wb plarmlng  W
tisual  prt of the script. If you plan to turn the shtig
over to a phto~pkr,  & slides you sbt h & research
pbe of & production will assist in plaxm@  & visuals
and an efficient sbteg  for stiting  h pductia.

I
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APPENDIX D VISITOR RECEPTION AREA and

STEPS IN DEVELOPING AN EXHIBIT
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Visitor Reception Centre - Level 4A

PLANNING - “HOW TO TELL THE STORY”

PREL1hllNARY
TERMS OF
REFERENCE

IDENTIFY TEAM

RE~IONS
TO T. OF R.

PREPARE DATA
BRIEF

APPROACHES
SESSION

A preliminary terms of reference should be
prepared outlining  the scope of the project,
identifying the project team, defining the
project objectives and ~tablishing  a tentative
schedule. Because of the nature of the V. R.C.’S
most team members will come from
Interpretation and Engineering and Architecture
and will include the foUowing a designer, a
writer, park officer, project architect, landscape
architect, interpretation specialist and any
subject matter specialist who might be required.

Once the team has been committed and
consdted,  the terms of reference are revised to
reflect schedule changes, task and responsibility
definition, and identification of associated
planning costs, etc.

Next, it will be necessary to develop a storyline
and define the audience. The necessary research
and data collection will have preceeded this step
and a data brief will have been prepared for the
benefit of the team. An approaches session or
“think  tank” is held to determine the best
“approach” to telling the story and to identify
the gross space requirements and proposed
traffic flow of the building and site.

S~E REQUIREMENTS A good site should meet the following criteria:

1. It should be assured of heavy use.

2. It should be relatively close to servic~
such as power, water, road access.

3. The site should Uo include d~irable
aesthetic conditions.

SPACE
REQUIREMENTS

Space requirements are developed by
determining the numbers of the anticipated
average audience load from the data available
and calculating the anticipated number of
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Visitor Reception Centre - Level 4.4

FLOW DIAGRA!,I

visitors per hour in the building. According to a
paper issued by the Denver Service Centre
(USNPS 1974) the following average can be
applied to calculate gross space requirements.

1. Lobby -1.1 m2/person

2. Theatr=/Assembly  rooms -1 sq. m/person

3. Exhibit Areas -1.8 m2/pemon

4. Lounge/Rest Areas - 1.8 m2/pemon

These space requirements can then be used to
show a flow diagram (or bubble  diagram) which
indicates the desired visitor flow from one aree
to another, and how the areas should related to
one another. It can fio indicate the desired
approach to the centre and featur~ of the site -
e.g. orientation to views, prop~ed boardwalks or
trailheads,  etc. Other space require.ments such
as offices, washrooms, furnace room, etc. can be
estimated by consulting with the project
architect. Any special requirements such as
environmental controls (temp., humidity, etc.)
should be stated.

PREPARE REPORT From these gr~ estimates it will ~ possible to
prepare class ‘C” estimates for the proposed

OBTAIN APPROVAL- facility and for the associated exhibits and AN
N-PRINCIPAL require.menu.  All this information - flow
FOR FACILITY diagrams, space requirements, ,money estimates,

etc. are then combined into a report which is
submitted, with an aeco.mpanyi~  PIP, to the
park superintendent for approval. After
receiving park approval, it is subsequently
submitted for approval by Region md then
Ottawa.

PREPARE MEDIA
PACKAGE

After the architect has been selected, a media
package will be prepard either in concert with
the design architect (the ideal) or working with
the architect’s preliminary designs. Media
package development will generally follow the
procedures d=cribed  in Level 4- PLANNING.

—- ..:
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Visitor Reception Centre  - Level 4A

OBTAIN FINAL
APPROVAL

PREPARE TERNIS OF
REFERENCE

CONTRACT FINAL
DESIGN

PROVIDE SUPERVISION

INIT’iATE CONTRACTS

INST.4LL AND
SIGN-OFF

VRC CHECK LET

Every member of the team should review all
stages of media package development and
building design. A class “C” estimate should
result from this and the necessary revisions
should be made to the PIP. me media package
is then submitted to the park for approval.

After receiving park approval, the media
package is forwarded to region for review by
figineering  and Architecture and approval by
the Regional Director. It is then combined with
the building design submission and sent to
Ottawa for approval to proceed with
Construction.

IMP~ENTATION - ~~  THE ~RY”

After obtaining final approval for the project, a
terms of reference is prepared to assist the
Canadian Government ~ositions  Centre in
contracting for final exhibit design. (See Level
5A - Planning, for details). With a project of
this size, it is usually not practical for Parks
Canada staff to undertake the find design
themselves. Previous experience has led us to
hire a term designer to provide full-time
supervision for the design development of the
project.

Once the final design is complete contracts can
be initiated throuh  CG EC for fabrication and
ins~tion.  -

After fabrication, the designer will c~rdinate
and supervise the installation of the exhibits and
sign  off the project to the park via a product
acceptance form. Persomel  from Historic
Resource Conservation will install artifacts or
period furnishings.

EVALUATION - ‘IS ANYONE LISTENING?”

As with  other media, a Level 1 checklist
evaluation should be done, once the centre is
open and operating. All the components should
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Visitor Reception Centre - Level 4A

iMEASURE
PUBLIC RESPONSE

MAN.4GEMENT
DIRECTIVE 2.1.2

be complete and in place, or, the evaluation will
lack credibility. The building d~ign  and its
environment may also be included as part of the
exercise.
At the same time, attendants should record the
numbers of visitors and any public comment or
r~ponse. This information along with the
checklist report can then be used to determine if
any minor revisions are necessary, or if a level
H, ~ or N assessment if required.

If a project costs $100,000 or more, according to
this management directive, a post-review of the
capital construction will occur. This is a two-
phased process conducted by programming.
Ph~e one occurs at the time the superintendent
assumes management of the project, and phase
two occurs one year after the project has been in
operation. The need for this level of assessment
will be determined by senior management.
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KALESKI ON SIGNS
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fNTERNATIWL Dean Follis
2124 West Venice Blvd.

*LTEC REPRESENTATIVES LOS Angeles, CA 90006
Phone 213-735.1283

FMT ~ FOR WELTEC FAX 213-730-1334

1. ~ PROSEnameltec, also known as porcelain enamel, is fused (or fired) onto special steel at
1500 degrees Fahrenheit and has a glass-like finish which is normally a rich, deep gloss, but is
also available in any degree of gloss to full mat[e.

2. ~ Enameltec colors have an exceptionally tong fife with a minimum of fading. Fifty year color
stability in direct sunlight is not unmmmon.

3.

4.

5.

6.

7,
.

8.

9.

10

WRANTFE  Enameltec  panels are guaranteed for fifteen years anywhere, even near the seaside or in
acid rain environments.

PRODUCTION Tl~ Fabrication time is four weeks after client approval of project

U Enameltec has a library  of 2,500 stock colors and will match to client samples. All PMS
colors excepl the following can be ordered:

These cannel & reproduced:

203 210 213 219 225 232 239 246 252
204 211 217 223 226 233 240 247 253
205 212 218 224 231 238 245 248 254

Approximation of these PMS colors are altain~le:

182 184 190 196 198 241 256
183 189 191 197 230 243 257

.GO1 D FINISH Can be screened on any design or background. 23 karat gold is used and gives a smmth
high permanent gloss.

~1 ACK AND WHITF Photographs, illustrations and fine art can be reproduced in any effect screen Up
to 133 lines per inch, then fused as an integral part of the finished panel.

PROCESS CO~ Four mlor photographs” and illustral!ons can be reproduced in porcelain in desired
dot pa!lems from 101065 lines per inch. once fused the glass colors bemme an integral parl of the
Enameltec panel.

~ Maximum size Is, 72” x 48” with or without flanges (return edges), minimum size is
1- square or 1- diameter.

~RGER  Sl@ For murals, arl pieces, signs, etc., or that exceed 72- x 48”, can be achieved by
ganging as shown in these diagram panels. Continuous arl can be produced that runs over panels.

2’ o “

3’ 6 “

2 ’  6 “

5’ 0 “

30’ o“

.4..,

.-.. .— —-— . . . .
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11.

12.

13.

14.

15.

16.

17.

18.

19.

20.

21.

22.

23.

24,

~ Maximum 4 deep, minimum, 3/6’ deep. Panels can also be ordered flat
(without flanges),

~ AND COR~ All flanged panels have radius edges and cornersof316“. Larger custom edge
radii can be obtained for an additonal charge.

~l!u Can also b fabricated with or without flanges. Shown below are two examples of
ganged panels making larger shapes.

8’ O“ 2 3 ’  0“

I

2 1 ’  0“

~ SHAP& Can be formed in cast iron and then enamelized. Similarly, sheet metal forms
can be sculpted and enamelized,

~RAL INSTA1 I m Panels can be attached fo a wall or mounting surface by expansion sleeves or
vandal proof fasteners. Permanent installation of the panel to applied backing board is possible with
fhe use of silimne adhesive. Semi-permanent mounting fo backing is possible fhrough the use of
double-sided foam tape or specialty hardware.

~U! And other openings in fhe panel must be made prior to firing.

~if Can be permanently affixed to &ck of panels for affatiment  purposes.

~ High density foam or 40 year plywood k used as an installafbn backer or
mounfing panel outdoors.

~ Common plywood or high density foam, depending on preferred installation
method.

~ Background wior must be stated but is not included as a chargeable @hr. A panel with
a green background and three a~itional  screen (or image) mlors  will be priced as a three mlor pb.

fiTIMATF$ Can be obtained by specifying panel size, shape, flange size and number of screen mbrs,
photographs and illustratbn sizes.

FINAI OUOTAT~ When camera-ready art is received or tight mmprehensive drawings and
specifications are provided, a final quotation will be presented within 24 hours,

u~~ Unit rests drop dramatically when pane!s of same size andor artwork are
produced in quantity

~ Sime all Of these PaflelS  are custom designed, we require a 50% deposit on all orders with
lhe balance due on delivery

. . . . . . . —._————.—_  .——
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P~e Three

25. J 5 YFAR ~ Enameltec will replace - free of production charge - any of its s@nage that
discolors, chips, oxidizes, fades or scales for any reason (except vandalism, accidental impact or
improper installation). Extended and customized warranties are available from Enameltec.

26. RFPLACFMFW  DIS~ Enameltec will replace any of its signage that is damaged tor any reason
(with the exception of improper installation), at the following schedule: Within the first 12 monlhs
at 650/. of original invoiced Mst;  13 to 36 months - al 75% of original invoiced wst;  85% of original
invoiced COSI. Damage must be documented by a CLEAR photograph of affectation, and ammpanied  wjlh
a the original invoice, engineering specifications and artwork. Replacement will be produced promptly

For items 25 and 26, these policies are valid for all Nntracts  in 1988

. . .
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KALESKI ON SIGNS
By Cliff Kaleski

Another popular material for signage are the fibreglass  resin encapsulated products. They are
worth considering.

Briefly the prcIcms  IS that a layer of
transparent fibreglass resin  IS Iald
down in a mould  A singie-s}ded
piece of art-work a drawing or a
photograph or other Image IS lald

on the layer O( res!n,  The two
ma!erlals bond into one. A second

transparent Iaver IS put on top A thin

sheet of flbreglms  IS then bonded ICI

the whole

Personally I prefer not to knd  the
backing to the sign I&elf I would use
con!acr cement  or another Similar

adhesive to bond the encapsulated
producl  to the backing A frame

around the outside keeps water from

getting  in betw=n ttre two products
It also makes it look a Iltrle  neater.

Some compan!es are experrmentlng
with plywmd and core boards  ~

backings which are bo”d~ 10 th~e
materials The unit IS then one sol{d

p!ece The maximum  thtck.ess  of the

,., res!n layers is de!ermtned  by the

exothermlc  cur!ng  prmess of the
resins. Advice  on thts  will be given by

the producers

I( the layers are produced tw) thickly

the layers mlgh! tend to expand and

con!ract  at dlfferenr  ra!m and there IS

a danger  o{ delamination

For rhe relatively low cost this

metid  produces sow fabulotls

products II currenrly  runs about

CDN$10 per square foot.  It is rhe

Ideal matertal for a throw-away s!gn

one wlrh an expecieci Ilfespan of
SIX months to a year

A gmd  appl!catlon  of th!s  material IS
}n an area prone to vandallsm  The

artwork for the stgn sho(jld  be done

L, a photographic print  The  pr!n!  is

then encapsulated tn the resin  and the

. . . .

s)gn mountec. The COS! IS low so

when the sign  IS vandalised (t is then

replacd with  another ident)cal  sign

made In the orlglnal  run

A porcela!n  enaml  version of the

same Sign will cost up to ten times  as
much as an encapsulated resin sign

The savings  in this type of s!tuatton

are obv!ous

As a material  for inter!or  s!gns  il !s

may be !he most cosl-effmt!ve,

=Peclally in areas where they are
Itkely  to be touched or handled

One drawback IS a process of

deiaminat,on  in wh,ch  the or,glnal

bondd layers begin to separate II
can also delaminate from plywd

backings (f the backing mater!al  has
no! been properly trea!ed Open

edged plywd need special rreat-

menr to keep water from entering the

layers. A marine grade would be the

mmlmum  to specify especially if the
sign  is ouulde  in cllmat)c extrew

Some sealants break down in the sun
or m the cold and will eventually

admit mls!ure

Th!s material seems to be htghly

susceptible 10 UV tadeout Even atter

only a year some colours  such as
reds and yello%  WIII disappear

Colour  photographs seem epec  tally

susceptible

M!nor  scra!ches  can be pol!sh~ off

wtth a buffing  co~und

Any }mpacts  on the surface can

easily  crack the surface and cause  a

small  craze or open!ng Mo!sture  and
even microscopic gro~hs can enter

and cause the layers to delaminate
Before You knc)w II tie ch!p has

spread into a large area of dlscoi  era-

t!on. Eventually the artwork dts.

colours  or deter ioratfi to the point

where It must  be replaced

I thtnk  It mlghl  he Possible 10 repair

these small chips with a sealan!  but I

don’! have any d!rect experience

with  doing thai Perhaps some of our

readem can advise  on the)r experl.

ence. These materials m!ght also

cause a ddractlon  of the lIglII and be
a vlsuai d)straalon  to viewers.

Any sign IS suscepoble  to vandalism

and they all have a lifespan II is
msential  that the srgn program have a

replacement or ret)remen!  schedule

built into the plannlng  process no
matter how rellahle  you have been

told the product IS.

I

.

———.
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PORCELAIN & VITREOUS ENAMEL SIGNS

by Cliff Kaleski

Fire-prml, fade-proof and almos~
vandal-proof, an old technlql)e  for
productng stgns  has made a coloL1rful
come-back in North America

The porcelac~ or vitreous enamel on
steel tecnnique ls more than a
hundred years  old. II was used in the
past ior making  s,gns  and was also
used, in decorail~e  and purely
prac[[cal  contexts, on pa[is,  basins
and eating urenslls,  More recently II
has been used wideiy  in Lnduslry,  for
stove tops ano pors and pans. Over
the pasi (Ive or 5X  years, rev(lalzed
by modern processes tnat make II
@ssble to ob[a(n  a wide range of
colours,  I{ has again become a
common malerlai  for Iong-lasing, all-
wea~her” signs.

Glass IS ground UP Info a very  f[ne
“frit- abuur  The consistency of flour.
T h i s  !s mtxed  wrth  warer a“d b[u~hed
or spraved on~o a sleel base. The
waler  e~aporz.es  lea~,]ng  :he powder
coal[ngrhe  me[al The me!al  IS
prepareo  by an acd e[ch,n~ 10 make
ILS surface more Ilkely to bond wl:h
the  frii. This coa[eo ptale IS then f{red
in a kiln al h,~h !empera:ures  where
the glass  beads melt and bond
together o~cr {he metal ,n an even
glass surlace.

T h e  neuiral.c[)ic)ured  RI,3SS (rlt IS
tinted b~,  the aoo,:lon  01 irIr p(~men!s
in any shade or nue much In The
same way ~hat palnr IS coloured
Some cotours  are more d,iflcuit  10
create  or m,x [nan olhers  bu[ rhe
[echnolo~y  IS dei,elo~ln~  q~)lckly and
rechn(cal  oltfcull;esare  w,ng over.
come.

S\mple  s;sns are easy to produce bul
the technolu~y  can also meet more
sophls!,  ca:ed  oemands.  Anvlh,oq

that cao w done in a st?ndsro  s,; . .
screeneo  Dl}i>(wo  s,gn car  be
dup!, ca:ec  In vtreous enzn>el. The frlt
can be s(!k-screened  o~lo  The si; n,
and even work  tr~r, four. c o jot ir
p r o c e s s  phoiograpl>,c  separ~:lons

can & produced. “L’V fade” and
fugitive colours  seem not 10 be a
problem with enamel colours,  even
the reds and yellows seem to stand
up well. Metals  can be added to the
frlt to create exotic metallic finishes
too.

Not all companies produce first-rate
results. Some have difficulties wl~h
some of the silk-screening proc-
esses.. The more colours  used, [he
more difficulties are encountered. For
example the elgh~h colour  added and
fired may begin to cause problems In

the previous wven  colours.

The size of the sign IS limited only by
the size ot’the company’s kiln.
Generally the companies WIII charge a
rate by the square foot, so the cost
rises with  size and the number oi
times the sign must be fired.

The base used almost exclusively at
the moment is a s~cial qualfty  ot
enameling steel. The sheet IS either
used alone as a sign or it is shaped
Intoa  flange-form which  will usually
accommodate a backing. The backing
is usually a high quality marine grade
plywood but a spray foam matertal is
somerimes  used.

One O( the drawbacks of vitreous
enamel IS that, lf~he steel shee[ flexes,
IL w!II damage the bond[ngo(the
enamel m  that it kcome  prone to
later deterioration. The larger the sl~n
the more Iikelv It IS to be stressed in
this way. However, once It is (n~alled
pro~rly tt IS probab!y  one O( [he
toughest SIZn  m3:er[als  a~,ail able. If I!
,s tnstallec  ,ncorrecllv  II is a wa>[e  0(
money.

The mos[ frequent problem I ha~e
seen ts [hat [he SIRn wili be mc):)fi!ed
wfth a flange c[]\,ertn; a one Inch
piece  of plywm wth noth!ng
belween lhe piyww and the me!at
surface. When II IS mounted there IS a
cenaln  amount ot space between the
:W,O materials Anv  pressure or sharp

blow hitting that potnt, a stone or
vandal’s axe, will cause the metal  to
flex and fraaure  the finish. Grea[ care
has 10 be taken to ensure that it
doesn’t flex.

As a response, installers will apply
silicone seal to the back of [he sjgn
and press the plywti against i{ so
that when the silicone cures It bonds
to the piywmd and creates one solid
permanent un[t.

The problem with this approach IS
tha{ if a change IS ever required II ;s
vtnually  impossible to separate the
sign from the plywood. There is a
tr[ck though which solves this
dilemma. When the sign !soriginally
bs[ng bonded to the olywood,  spray
a layer of Insulation  and lay a length
of piano wire around the edge of the
s!gn. Leave a tfnv gap in the outer
dimensions O( the plywd backing
Ii there IS ever trouble you can use
~he Iengrh of piano wire 10 sever the
Imnd, ng O( the [nsulat,on  thus free,ns
Ihe IWO p,eces,  just  as a wire cheese
sl, cer cuts cheese.

I! vandals are de!ermlned,  they can
d~mage [he sign but [t is more
resistant !han orher  ma!erials.  A
hardened steel knlie  will leave a
scra[ch. Keys usuJlly do not scratch
but leave a metal resdue  on [he stgn
wb,lch can beea$,ly  bu{(ed oii A
severe scratch can be repaired by
returmng  the sign to rhe manuiac-
!Jrer to be rei!rea.  The molten  enamel
v.(ll  fill  Inlhescra[ch  bu:rherekvlll i~a
sldeefteci  !nthal  !~etief,  nfttono:  all
~nelma Sesw,li  &si, gh[lydjm,  nlsh,ed

~) that back, nRs eon’{ break down
they should  be aporc>pr,  a!e 10 the
conci,  ~,ons In uh, cn Inc) WII;  be use{]
1 hc copes of p!ym ood must  ‘w
Irealeo v.lth  s)itco~<> or bv app,  \IPF  ?
melal clado, ng An\  Press  uretrea:eo
woti will be aoeq~;a:e  but h)gh
qual)lymarlne  plywmd will be~he
be$t.

-. . . . . . . . -...—. . . . -—. .— .—-. .
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Plast,c board, foam-core materials,
have ,ncredible  s[reng~h  and little
weigh~ One company is considering
producing a vitreous enamel so thin
Ihat it could k bonded to a plastlc
material or core board so that die-cut
letters could be produced. In stlu-
ations where texts change frequently
this could k a real breakthrough.

ifa small error is found in the sign, or
a small change is required Ia[er, there
IS an opwnumty to make the change
at a Ialer  date by replaclng  the letting
or image by hand and refiring. Even
damage from a gunshot can be
repaired in the same manner.

Enamel will cope with the majority of
standard vandal tools and tech-
niques. Spray palm will easily wipe  off
with a solvent. This can actually be
used to advantage by a manager who
knows (n advance that a sign will
have to be changed some[lme  jn the
future. A sign with an empty spt in

Texas Parks and Wildlife Department
Although :he Department does not
prov,de a spec, fic definition of
lnterpre[atlon  II has a well-established
interpretive p!anning  program with
experienced staff who stay current
current on developments in the field
of interpretation. As stated in our SIX

year Program Plan, one of the goals
of the Parks Division IS “to provide
the public  with  Informative and
educational experiences In the stale
parks lhrough  [he dei,elopment  and
managemen:  of [nterpretlve  pro-
grams that contribute to the preser-
vation and conserva~{on  of the
natural and hls~orlcal resources of
[ne Slate m’ Texas. ” S

htassachusetls  Division of Forests
and Parks
Inlerprc:a[,on  is ar, educational
ac!i,  ty [hat relates and reveais  to
u(sl~ors (n an apWal,  rlg and provoca -
i,t,e manner the natural, cultural,
resou:ce m,anagemen[,  and recrea-
tional features of a foresi  and park
sl:e, thereby [ncreaslng  visitors’

.- .F
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the background can be silk-screened
with conventional paints so that it
can be removed or replaced later.
This is a useful means of accommo-
dating tempra~  (e.g. “opening
soon”) or seasonal information.

in areas where grass or forest fires
are a possible hazard, installations
are mounted on a steel muntin  11 is
virtually immune to the heat an~
flames.

A tamper-proof nut sys:em  will make
signs very difficult to steal but if the
sign is to be placed in an area of
recurring vandalism I would not
advise the use of enamel. The cost
simply wouldn’t  warrant its  applica-
tion.  in such situations you might as
well go for a “disposable” sign In
another material and replace it when
necessary.

in areas where installation costs are
high, where a permanent sign IS

.

enjoyment of and appreciation for
the site. O

Pennsylvania Bureau of State Pa*s
Environmental educat!on  is a Iearnlng
process concerned with the inter-
relationships among components of
the natural and human-made world
producing growth jn the Individual
and leading to responsible steward-
ship of the earth “ 3

William E. Brown (inlslandof  HoDe.
Washington, D.C.  NRPA. 1971. )
En\[ronmental  interprerat:on  [s that
bdv of communlcaiions,  devices
and facilities that conveys envlron-
memal reform. g

John Lunn,  Edmonton, Alberta,
Canada
Interpretation is the art of cOmmunl -

desirable, vitreous enamel signs will
last more than fjfty  years. I have
recovered signs which were erected
in national parks in Western Canada
fifty  years ago which are as bright
today as the day they were erected.
They were nailed to a tree and the
tree grew around them causing them
to buckle around the nail holes bu:
othewlse they looked grea[! Some
others  of equal age on the Pacific
coast, bombarded comlnually  by salt
air and sand, were equally well
preserved.

Costs vary from supplier to supplier.
The new stlk-screening  techniques
have brought the cost down. It is
considered the “gro~h” industry in
signs. With competition now in the
field customers should shop around
for the best competitive rates. There
are now two vitreous enamel sign
companies in Western Canada, at
least NO in Ontario and several in

Seattle, Washington. ~

eating ideas through environmental
ex~sure,  experiential techniques
and media enhancement. Effective
interpretation WIII be planned,
developd and presented with such
sensitivity and skill that thow
encountering Ir will perceive the
experience not only as rewarding
and memorable, but often as sel(-
generated.

Whatever the topic or audience, the
best interpretation should stimulate
further inquiry Into the human
condition, inculcate  a respct for the
lmerde~ndence  of life on this planet,
and Impro\,e  unders:andlng  of the
seminal  role o{ human culture (n the
maintenance oi a balanced global
environment. It is among the highest
forms  of ea~catlve communication lu
which we may aspire. Concomltanl~)
by virtue o! tbe diversity of those
w,([h  whom we wouid  communfcaie,
i[ IS one of the most d!fftctjit  ans [O
practice effectively. D

.. .
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