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YELLONKNI FE  WORKSHOP ON | NTERPRETATION | N MJSEUVS AND
VI SITOR CENTRES

| NTRODUCTI ON
The historical, natural and cultural heritage
of the north is celebrated in both nuseuns and visitor
centres., Both types of centres use interpretive

techniques to provoke the interest of their audiences.
On Septenmber 11th and 12th, 1988 in Yellowknife an
informal workshop on interpretation was organized by
the Departnment of Econonic Developnent and Tourism in
cooperation with the Prince of Wiles Northern Heritage
Centre.

Through a series of short sessions a wde

range of relevant topics were discussed, including
exhibit design, knowing the audience, AV progranm ng

i deas, and operational experience. This sinple
docunent is intended to capture sone of the highlights
of the sessions. It is by no neans a conplete guide
to interpretive program ng. It is, however, a |oose
summary of issues, approaches and objectives. Anyone
interested in developing a snall nuseum or visitor
centre in the N.W.T. should review this docunent as a
way of stimulating ideas and alternatives. For nore

detailed information of some of the ideas contained
herein, piease contact the Department of Econmic
Devel opnment and Tourism or the Prince of Wles Northern

Heritage Centre.
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| NTERPRETATION AS A FUNCTION - M chael Mirray

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

Signage

It is sonetines necessary to tell a story
about a building wthout having public access to that
bui I di ng. 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, wthout entering the building which is now
privately owned.

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

If a sign is to be portable (i.e., if
interpretive centre staff wll have to nove it from one

| ocation to another) ensure that it is designed to be
carried easily.

Interpretive centre and nuseum visitors

usually fall into one of three categories. depending on
how much time and effort they devote to viewing an

exhi bi t: Streakers, the majority of peopie (80%),
Strollers (15%Z) and Studyers (5%). In order to relav
the message to the maximum audience possitle, use only
the minimum amount of text possible. Use of different
type size and colour will enhance the appearance and
conveys the nessages on three |evels: large, brightly

coloured type to bring out the main points, slightly

smaller type for the secondary information, and smaller
still for the greatest anount of detail.

The use of many photos and minizum text on a
sign will add interest, particularly for the
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“Streakers”. It may also encourage them to cone back
when they- have nore tine.

If nore 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 |ocated near an
area which attracts nany people, such as a beach or
vi ewpoi nt, the designer needs to be original in the
approach chosen to divert the visitor for |ong enough
to interest him in the exhibit. It is often a good
idea to present the information in a stvyle which suits
the place and the nood the audience is likely to be in.
One unique nethod 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” costuned characters who
nmoved anongst 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
| anguages and “T” shirts, conmic books and other
nmerchandi se were produced to reinforce the story.

The use of brightly coloured signs, humour
and easily identifiable images, such as cartoons or
sinple aninmal drawings, is an inportant technique in
attracting people, particularly famlies, to an
interpretive trail. If people can idezzifv potential
“rewards” such as the possibility of seeing an unusual
animal or bird, they will be nore inclized to use the
trail.

The use of large nurals can bs a way of

making a large indoor area nore invitinz: for example,
in a park registration building, while osae parent is
filling in the paper work, the other casx divert the

children’s interest with an attractive =zural and
related exhibitry which is situated adjacent to the
registration desk. The nessage contaized in the mural
can act as a catalyst, informing the visitor of the
attractions in the area and stinulating their interest
for nmore detailed informtion.
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Life size sculpture is another dramatic way
of gaining a visitor’s attention, especially if the
nodels are particularly lifelike. A group seated at
a picnic table, for exanple, with room for real people
to join them wll form an extrenely popular backdrop
for photographs. It will probably be necessary to
nove 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, nention can be
made of them in signs on the primary trail, by relating
one area to another. A particular type of plant, for
exanple, could be highlighted, and nention nade that

other species of the sanme type wll 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
di splays can nake the arrival of a bird species or the
flowering of a plant seem like an event.

If resource conservation is inportant wthin
the interpretive area or exhibit, nake sure that the
reasons why the resource is in danger are clearly and
sinmply expl ai ned. In this way an exhibit does nore
than just increase know edge; it cones to change the
attitudes and so behaviour.

One original idea of appealing to a younger
audience was to create an “interpretive playground”,
usi ng equi pnent which reinforces the story to be told.
Children were encouraged to imtate aninmals through
pl ay: sliding domm a slide like otters, wggling
though a tube like salnon, junping like frogs between
"lily pads” nade of old tires.

Using Models instead of text

Avoid using too such text on a sign - be
creative in thinking of alternative ways to convey the
message, such as with nodels, perhaps incorporating
artifacts into the nodel to denponstrate how they were
used. The remains of prehistoric cooking utensils or
hunting weapons has little relevancy for many people,
but incorporating these sanme artifacts (or snall
replicas of the artifacts) into nodels of people from
the time using them wll bring the exhibit to life.
People can nore easily identify with information wth
which they already have sonme famliarity.
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In the same way, a structure which relates to

an exhibit’'s thenme wll enhance its appearance and nake
it nore attractive to the casual visitor. For

exanple, the Fox Mth Gllery at the Prince of Wles
Northern Heritage Centre wll be using shipping crates
as display cases, but also to add interest to the

ai rplane’s surroundi ngs. Anot her exanple would be to

use a child's building blocks many tines enlarged to
house an exhibit on toys.

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

I ncorporating Indigenous Crafts into the Exhibit

I ncorporating indigenous arts and crafts into

an exhibit to illustrate a story adds a unique |ocal
flavour and contributes to conmunity pride and
i nvol venent . 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 becones transportable.

The interpretive sign system for the Dempster
H ghway is planning to use delta braid in its signage,
to add local identity and interest and to stinulate the
purchase of local handicraft.
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: KNOW NG THE AUDI ENCE

M chael Miurray and Lynette Harper

More than 30,000 visitors a year visit the
Prince of Wales Northern Heritage Centre in
Yel | owknife, and for sinplification they can be divided
into two categories: one tinme visitors, such as
tourists or visiting dignitaries; and local residents
who visit the nuseum two or nore tines during the year.
In actual visits, those by local residents outnunber
those by tourists and other one tine visitors.

M ke pointed out that the nature of |leisure
is different from the nature of work; leisure allows
freedom of choice, immediate rewards, variety and
relief from stress, whereas work has the exact opposite
attributes (for nobst people).

Museuns have to conpete in the “leisure tine
mar ket pl ace” to attract visitors who might otherwi se go
to waterslides, funfairs, shopping malls, etc., and the
following list contains sone of the reasons why people

visit nuseuns:

i nformati on

- validating the experience of their trip (i.e., “l was
t here”)
- social interaction (research shows that people

generally wvisit nuseuns in groups, either of fanily
or friends)

— personal interest/self imge [people choose an
activity which interests them

- novelty of exploration

- participation and rewards
nostal gi a

- feeling confortable in the environment
chall enge of new experiences

People go to visitor centres for nmany of the
same reasons, but in addition tiey often have inmediate
needs for orientation, direction and guidance about
what to do.

Research also shows that only 20% of the
total population actually visit =zuseums and
interpretive centres. Pl anners should try if possible
to address the issue of why people DO NOT cone to
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museuns and to nmake the ouseum a place which people
will feel- attracted to visit.

People may decline to visit a nusem because

they feel wunconfortable 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 exanple
of an attenpt to involve visitors in the exhibit by

using all the senses - touch and snell, as well as |ook
and listen. Social interaction is encouraged in a
confortable Ilearning environnent.

Research on the expectations which an
audience may have is a valuable planning tool. Thi s
can be gathered through governnent 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 nmuch as possible about the area they are
in, and the planner should find out whether visitors to
his area wusually visit nore than one place, what they
want to see, and what they could be “led” to see.
VWhen the visitor |leaves the museum or interpretive
centre, they should have had their appetites

sufficiently whetted that they wll wsh to explore
further on their own to see “the real thing”, such as a
carver working in his home or a local |andmark. The

interpretive centre could act as a stepping stone in
encouraging local people to nake such visits possible
for a tourist.

Involving local residents in the planning and
design of an interpretive centre or nuseum is an

integral part of <the overall process. Too often,

pl anners think only of the tourist audience, and forget
that local visitors wll conprise the bulk of the
audience during the course of the year. Nort hern

native organizations and people have been excludes :or
too long, and they are anxious to be involved not
merely in the input stage, but in the total process of
decision making, design and content.

The nanme “Interpretive Centre" is inportant
from the point of view of not excluding the | ocal
Commnity’ as "Visitor Centre" mght do.

By involving the local comunity, the
residents feel they have “ownership” of the
interpretive centre or mnuseum If a planner can keep
an open door and ensure that the comunity knows he
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wants to.hear from them he wll build up good will and

acceptance. Local translators can be hired to
prepare the exhibit |abels; el ders can be enployed as
gui des. 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 exanple of how a whole community was
involved in creating an exhibit which told their story.
Like the layers of an onion, there were nmany |levels of
i nvolverent from different groups, and the exhibit
brings out this involvenent through photographs and

film Many nuseum visitors bring preconceived
illusions with them and a skilful exhibit wll be able
to destroy these illusions and replace them with
reality.

Another inportant piece of information which
interpretive centres need to give to tourists is “how
to behave” in the comunity. Tourists want to know
what the boundaries are in terns of photographing |ocal
people and sights, and whether or not to approach
residents in their hones. It is inportant that the
tourist understands that residents are not “walking
exhi bits”. It is inportant, also, to nake sure the
exhibit is realistic - if there is a downside to 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 nodern day devel oprent.
Only in the N.w.T. pavillion were the native people
shown as integral to the story in the past, present and
future.
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VI SI TOR CENTRES AND MJSEUMS
SIMLARITIES AND DI FFERENCES

Goal s:

The mmin goal of nuseuns has often been to
col | ect, conserve, docunent and exhibit, however the
nove nowadays is towards nounting exhibits which are
both educational and enjoyable. Museuns are

attenmpting to bring social benefit to the audience, and
not nerely to portray the local heritage.

An interpretive centre can be narrowy
themed, according to the story they wish to tell or the

mood they strive to create. A museum nust be nore
broadly based. In terms of dollars, it is presently
easier to obtain funding for an interpretive centre
than for a mnuseum This is because visitor centres
are seen as having a greater role in pronoting
visitation to an area. The success of a visitor

centre is thus judged in ternms of its ability to
encourage people to spend tinme (and noney) going to see
the “real thing”. A nmuseum is nore internally
focussed as samples of the “real thing” are on display.

Management :

The questions which nust asked when
addressing the issue of managenment of a nuseum or
interpretive centre are: -who controls the facility and
what organi zations should be behind iit?

Interpretive Centres can be managed by a
local tourism group, or by the nunicipal governnment, or
by the Chanber of Conmnmerce, or by local industry (such
as the Tar Sands Interpretive Centre in Fort McMurray,
Al berta).

Museums are wusually run by federal,
provincial or territorial governnents, or are founded
by special interest groups on a volunteer basis, such
as the Northern Heritage Society. This vol unt eer
effort grows into a non-profit society and nay
eventually be taken over by governnent. There are a
few private nuseuns, run by industry.




A very inportant factor to bear in mnd is
that any “communityouseum is essentially a small
busi ness, wth capital (invested in the collection),
staff, goals and other attributes essential to running
any small Dbusiness.

Col | ecti ons:

Museuns usually own their collection of
artifacts, or they borrow exhibits on long term or

per manent | oan. Interpretive Centres sonetinmes own
artifacts, or they may develop a storyline and then try
to borrow the artifacts to match. Museuns tend to try
to convey information about “things”, interpretive

centres try to create feelings or attitudes towards
potenti al experi ences.

The question of repatriating artifacts to
their original area is of current concern, but this
depends very nmuch on whether the receiving organization
has appropriate storage space. There is a heavy
responsibility in repatriating artifacts in that the
item nust be preserved “for ever” by the nuseum and

must therefore be stored carefully. Di spl ay of

fragile artifacts requires special |Ilighting and

hum dity controls and may be difficult to acconplish in
a small interpretive centre. It is possible to

replicate the artifact using a plaster cast, or to
display a secondary item which is |ess valuable.
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CONSERVATION COF THE COLLECTION - Barb Wnter

There are four physical areas in the
collections section of the Northern Heritage Centre:
the registration area, where artifacts are nunbered and
cat al oged; the conservation area, where fragile
objects are carefully preserved and protected for
storage and display; the shipping area; the storage
ar ea. These types of areas differentiate a visitor
centre from a nuseum

Regi stration Area

Wel | -nmeaning tourists often retrieve
artifacts from the land and bring them to the nuseum
A better route would be for the tourist to l|leave the
object where it was found, noting its exact |ocation
and description, and informng the nuseum staff who

will then send experts into the field to retrieve the
article.

A conputer link wth Otawa provides access
to an enornous national data base, conprising several
mllion pieces, located in nuseuns 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 extrenmely inportant. Conservers play an inportant
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 inportant, and the Heritage Centre conservation
staff are available for consultation.

VWhen consulting a conserver =zbout artifacts,
information relating to the nature of the exhibit is
i mportant. WIl it be a traveling or static display?
How will the artifact be displayed?

Storage Area

Vul nerable objects, which may be contam nated
by insects or other destructive influences, are stored
in isolation for three nonths.
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Cold storage is provided for objects which
would detiorate at room tenperature.

G her articles not on display are stored on
hangers or shel ves.
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AV, FILMS AND PHOTOGRAPHS
Janme 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 nakers in order
to keep research costs down to a mninmm Pot enti al
clients should allow adequate tinme to make a film
properly (up to a year or nore nmay 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 nuseum setting.

Jamie showed a slide/tape presentation his
conpany has made in the Maritines. He stressed the
need to think about the audience and to formulate
obj ecti ves. 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. Pr epare
a reference package for the show s producer, giving the
storyline, |listing existing shows on sinlar topics or
areas, old and new photos which could be used, on site
i nspections which wll be required, and the nunber of
appr oval st ages.

If feasible, a Request for Proposal should
all ow prospective conpetitors to be paid for their
bi ddi ng work. However, if the budget is restricted,
consider wusing a two part tendering process; find out
who the film nakers are and what they can do, and in a
second tender ask for a dollar quote. In this way,
the nost creative film makers can be identified before
the dollar figure is known, allowing a decision to be
based on creativity, not necessarily on the |owest bid.

A slide/tape show allows good sound
reproduction and a high quality izage when projected on
a large screen, and nulti-inmge techniques can also be

used. If the show is translated to video, between
thirty and forty per cent of the inpact is |ost. The
film maker should be inforned at the start of the
project whether the work wll eventually be translated

on to video so that allowances can be made in the
initial shooting, to reduce the |loss at conversion.

To obtain a suitable nusical score, consult a

record (nusic) library, or enlist the aid of soneone
who has a w de nusical background. Explain what is
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required by describing the action in the show. The

di sadvantage of using a library is that it can be
extrenely tine consuming, and in the long run it mght
be nore cost effective to go to a composer/nusician and
start from scratch.

In the end, the budget wll dictate whether
film slide/tape or video is wused in the exhibit. The
first two nediuns can both have a powerful inpact on

the audience but require nore conplex equipnent.
Video is often of poorer quality but uses simple |ess
expensive technology to display.

Equi prrent will break as it is used, so ensure
that an installation manual is provided which lists all
the equipment originally installed, wth service
manual s for each separate piece of equipnent.

Suggestions on servicing, replacenent |anps and other
parts, suppliers, prices and other technical
information should also be requested at the tinme of
instal |l ation.

Back—-up equi pnent should be purchased when
setting up the exhibit so that no shutdown wll be
necessary to mmke repairs. In any contract for
equi pnent installation, a specific warranty period for
repairs should be stated, and the client should insist
on having an operation and maintenance nanual. Mast er
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
Wod Buffalo Park Interpretive Centre visitors can nake
their own selection of video to watch, or they can play
wth two interactive computers which offer ten
different progranmmed. He stressed that if technical
equi pnent is incorporated, then staff wno will use it
must be trained.

Attached to this document as Appendix Cis a
manual on producing an audio/visual show.
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THE MEDIUM AND THE MESSAGE
Robin Reilly, Karen Legresley, Janmie Steeves

Message

VWhat 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 renenber.

Li nking the ideas

A common approach to developing the nmain idea

of “storyline” for an exhibit is to begin by Ilisting
down all the relevant facts, ideas, stories, events

etc. which could be devel oped. Next try to see a
thread or theme which could tie together the |I|arger

i deas. Now go back with the thenme in mnd and | ook
for nmnore detailed information. The storyline thus
serves as the skeleton about which other information
and’ inmmges is structured. Renmember, don't try and say

everything, rather focus on a main idea and try to
develop it in nmany ways.

What link can be used to tie all the ideas
t oget her ? Perhaps by examining toys and ganes, the
changes in northern culture over the centuries can be
portrayed. Another idea mght be to use the thene of
“l'ines”, as in Arctic Crcle, DEW Line, north-south
geographic line through centre of Canada, traplines,
and so on.
Approaching the site/exhibit/gallery - exterior space

The approach to an interpretive site, exhibit
or nmuseum gallery is inportant to set wood and build
expectation in the mind of the wvisitor, by using
avai |l able space en route for displays, signage or other
medi ums. The journey could start at the local
airport, with a sign or poster inviting people to cone
to the centre, or an advertisement could be placed in a
magazine or |ocal newspaper, or in a hotel room or
canpgr ound.

Try to avoid clutter in the entrance area,
and to have clear information on signage which is
easily understood by visitors (for exanple, the word
“mezzanine’! nmay be inconprehensible to many rural
people and wll confuse them. Creative use of
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lighting and large exhibits can help to subtly orient
visitors 4in the right direction

Adapting a room for a theatre

Often a space never intended to be a theatre

nust be transformed into one. Several points to keep
in mnd are:

bl ock natural lighting, or incorporate it into the
desi gn

ensure there are adequate exits to satisfy safety
regul ati ons

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 wll be required and
install correct electrical «circuitry

deternmine the function of the room will it be

mul ti-purpose?

if there is plenty of wall space, explore the
possibilities of mult-imaging or w de screen
arrange seating and screen for nmaximum confort and
safety regul ations

pay attention to acoustics and nmke adjustnents 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 mnimal to encourage people to think about
the objects, to handle them and to discover for
t hensel ves what the article mght be used for.

Artifacts specifically designed to appeal to
pre-schoolers are displayed physically lower than other
ejects and are nore toy-like, such as the wooden

northern Noah’s Ark, a good exanple of keeping the user
in mnd.

The confort factor and informal atnosphere
has been achieved by:

using natural 1light

by encouraging people to touch and feel

- by using cubes to sit on instead of tables
and chairs

- by random placenent of artifacts to add
novel ty

- by placing toys on the counter which appeal
to adults and encourage them to cone into
the gallery with their children instead of
being spectators from the outside

— by use of colour

— by allowing people to nove at different
speeds through the gallery

— by providing “quiet” areas where people can
rest and study an object or the passing
scene in nore detail

- by having clothing available which people

can try on and be photographed in

Anot her, unexpected, feature of the Discovery
Gallery has been the protection of the pernmanent
exhibits in other areas of the nuseum For exanple,
the caribou tent used to be on display in the South
Gallery and visitors would clinb over the barrier to
pose for photographs in the tent. Now that they have
free access to it in the Discovery Gllery, they stay
on the right side of the barriers in the other
gal l eri es!
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_For many northerners, the Heritage Centre is
the first museum they have ever visited and they are
inclined to touch exhibits in all areas of the nuseum
The Discovery Gallery acts as a bridge which enables
them to touch and feel, before exploring the rest of
the nuseum where handling of exhibits is prohibited.

Observations show that visitors take care of
the artifacts in the Discovery Gllery, putting them

away in the proper place after use. This is
reinforced by wusing storage boxes wth 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 becone 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 wll work and not be “over designed”.

The Discovery Gllery 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 nmuseum will be to
decide WHY such a facility is desired. The group
menbers should brainstorm conpile 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 Econonic
Devel opnment staff are available to assist |local groups
in setting up interpretive centres and are very wlling
to help. The Departnent of Public Wrks has
architecture and design experts who could be consulted,
once ideas and objectives have been devel oped.

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

M. J. stressed the need for continuous
conmuni cation 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
reconmendation nade by the consultants, but should
trust his comobnsense to achieve the objective he has
in mind.

Mai nt enance

During the planning stages, every |last detail
should be discussed and agreed upon, right down to
i ssues such as whether punp-out service would be nore
reliable and cost-effective than wutilidor. Ensure the
janitorial duties are not overlooked - someone has to
be responsible to replace lightbulbs and ensure the
washroons 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-prepared and ready to run as efficiently as
possible.- Leave nothing to chance - do not assume
that “sonmeone 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 requirenents - wll
training be necessary for the personnel who wll run
the facility? WIl the facility only be open for part
of the year? If so wll it be possible to find
qualified staff who wll be prepared to work on a
seasonal basi s? Make sure that space is provided in

the facility for staff to work confortably, and if
possible include space for large groups for special
events.

In a government run facility, staff relations
are well-defined, but a non-governnmental centre, run by
| ocal volunteers or other organization nust 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
di scussions on long range and short range planning and
goal setting.

In many nmnuseuns, all staff, from the top
down, are required to work regularly on the reception
desk, in order to remain in contact wth visitors and
di scover how the “systeni works.

Cost—effecti veness and attention to detail in

the initial planning phases wll have many long term
inmplications and benefits for the interpretive centre.
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I NTERPRETI VE PLANNI NG PI TFALLS - 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 |earning
who the client was. Parks Canada had conmitted half a
mllion dollars but at the eleventh hour had to
wWithdraw from the project due to budget restraint.

The whole concept 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 progranme budget to suit your purposes.

Rel ate the storyline to the community so that | ocal
people can feel confortable with it. In Pangnirtung
the planners chose to concentrate on the story of
whaling as many local people had long famly ties to
the whaling industry.

3. Experts from across the north were involved,
as well as people from southern based libraries,

nuseuns, and so on. The first big mstake was 1in
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

t oget her. In future, the design and excution of an
interpretive centre should be tendered as one conplete
package, wth the onus on the primary consultant to put
together a conpetent team of professionals who wll
work cooperatively on the project.

4. Make sure the budget is well though out and
that every effort is nade to adhere to it. When noney
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 - M chael Murray

The session began with a brief discussion of
two terns commonly used in defining the focus of
interpretive mterials. The first, a “nessage
anal ysis” 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 mmjor classes
of ideas and information, according to the principal
subjects to be related.

The second stage is the “storyline” which is
an attenpt to sumarize 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 mgjor
thread which binds the entire centre together.
Typically, this central thread is conprised of a
variety of distinct but inter-related themes, each
developed to tell one aspect of the larger story.

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

JUSTI FI CATI ON: decide why the facility is needed.

VISITOR ANALYSIS AND SITE USE: conduct research wthin
the conmunity to discover who visitors are and where
they come from (talk to local hotels, airlines and
others who have contact wth tourists). Build a
profile of the “typical” visitor to your comaunity and
incorporate the results of the research into the
Justification statenent.

CONSTRAINTS: exam ne all the physical and financial
constraints that my have an effect on the project
(e.g., is there a sensitive archaeological site nearby

which ought to be protected?)

LOCATI ON: deci de exactly where the new facility wll
be situated.

SI TE DESCRI PTI ON\: identify any special hazards and
deal with them.
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S| GNI FI CANCE: this is tied into the Justification and

Restraint ‘statements ; 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
of f-site.

ACCESS: determ ne how people wll interact with the
exhibit - wll it be “hands on” or *“do not touch”; if
it is an outdoor site, wll transportation be required

to bring visitors to it, or is it within easy walking
di stance of hotels or canpgrounds?

EXI STING FACI LI TIES: check thoroughly to ensure that
the new facility wll not duplicate an already existing
one.

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

STORYLI NE: the initial drafts can be witten in
narrative or point form but it is essential to bring
out all the inportant points which should be included
in the exhibit.

BUDGETTI NG When drawing up the budget, pay close
attention not only to the capital costs, but also to
the O and M. inplications and forecast what the

recurring O and M, costs will be, The budget will
determne how big a project it wll be.

The scale of the project will also deternine
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

inmportant to establish a team of core people who wll

be involved with every stage of the project, and beyond
that to have access to other experts who become

involved only when needed. Don't forget to build
travel costs for consultants into the proposal.

DESI GN  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, wusing the following schedule as a

gui del i ne:
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Ternms of Reference Besi de each step of the

Approval - project, wite the nane

Draft text of the person responsible for
Draft design its completion, and the
Resource package projected date of conpletion.
Mock- up

Pre—t est

Fi nal text
Transl ati ons

Fi nal design
Site preparation
Typeset

Proof read
Corrections

Proof read

Paste up

Blue prints
Fabricate

Install exhibit
Open for business

Take <care to ensure that designers and
interpreters work closely with one another, so that the

message is not lost in the nedium If the exhibit is
slick, in an interesting environment and very

colourful, the visitor will be inpressed but wll Ilearn
not hi ng. It is essential to reduce the story to a few

basic nessages, and to reproduce it on text which is
easy to read and sinply worded.

If there is concern about structural
limtations of the design, a foam core nockup will
allow nodifications to be nmade in advance, thus saving
costly alterations.

FINDING THE RICGHT ARTIST: There are a couple of
resource catalogues available (see Appendix F) which
list artists and the type of work thev do.
"Networking" is another useful way of fianding out who
is available and good in their field. If you are
unsure which conmpany or individual to hire, run a small
conpetition for mninmal dollars and base your decision

on the results. when the artist is actually hired, it
is inmportant that he or she is aware of what the final
medium will be in the exhibit, so work canbe adapted

accordingly.
Docunent every step thoroughly, so that in

the event it is postponed or cancelled, the paper work
wll be there in case of a restart in the future.
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MATERI ALS - M chael Mirray

Qut door signs nust be Oounted on sturdy,
preferably concrete, bases capable of wthstanding the

el enent s. They nust also be capable of wthstanding
vandalism - once the first scratched initials have
appeared, others wll follow rapidly.

ENAMELTEC is the nost durable material presently

avail abl e. Made of simlar material to a fridge or
stove, it is harder than steel and inpossible to

scrat ch. Spray paint wpes off easily. Colours
remain true and nore than one colour can be used in the
texts and illustrations. However, you should work

with the manufacturer when determning the design as
some colours are hard to reproduce and it is inportant
to know the limtations of the product. Build in
several approval steps, and nmake sure that you have
colour sanples to ensure the end product is what is

envi saged. Enameltec is slightly nore expensive than
Spectrolite and a good deal nore expensive than

p! ywood. (See Appendix E)

SPECTROLITE or DUROLAM: text and illustrations can be

sil kscreened onto plywod or other base naterial,
phot ographs pasted on, and then it is covered with

fibreglass. This gives the flexibility to use various
print forms, drawings and photos, but the resins in the
fibreglass will interfere with sonme inks, so
experimentation wll be necessary. It is vul nerable
to vandalism as it scratches easily, and colours fade
when exposed to sunlight over a period of tinme. If a
crack or break appears in the fibreglass, water wll
seep in and cause irreversible damage. (See Appendi x
B)

EPOXY FIBREGLASS: This is a good material to use for
large models, either indoors or out. It does not

fade, is durable and the lifelike effect can be quite
dramati c.

Great Slave Graphics, Yellowknife employ a
technique of cutting vinyl and glueing it on tg a
pl ywood backi ng. This is faster and cheaper than
sil kscreening and is nore durable for exterior signs.

It was pointed out 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 inportant

~
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to bear in mnd whether the sign will be attractive for
target practice! If the sign is erected at a flatter
angle, it is harder to hit.

If the sign is to be only tenporary, use |ess
expensive material. Red Deer Signs, Red Deer,

Al berta, produces “disposable” signs which are cheap to
manufacture in bulk and easily replaced.

Be aware of the environnent in the area where

the sign will be placed and consider the erosion

factors (sand, snow, wnd, water etc.) Conpar e

various nmaterials for durability, price before deciding
on one particular type. Consider the possibility of

seasonal signs which are renmpved during the wnter
nont hs.

I ndoor signs and display cases should be
designed and constructed so they are suitable to their

| ocati on. If people will be inclined to lean on a

di splay case, ensure it is strong enough to wthstand
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 noving signs around.

Try to use nedia 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.

AUDI O VI SUAL EQUI PMENT: Attached to this docunent as
Appendix F is a list of resource mterial which wll
aid planners in finding out who the artists,

phot ographers, filmmuakers and others are.
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Appendi x A

TOURI SM AND ARCHAECOLOGY - Chuck Arnold

There is an increasing interest in
archaeological sites on the part of tourists, but there
are inherent dangers in permtting free access to these
sites. The oldest, prehistoric sites are generally
obscure and hard to identify by a lay person, but the
nore recent sites (less than 1,000 years old) are nore

easily recogni zed. 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
ar chaeol ogi cal laws, on environnental concerns and on
the exposure of archaeological sites. Nat ur al er osi on
is causing the disappearance of nany archaeol ogical
sites, particularly along the Mackenzie River.

Northerners have been involved in
archaeol ogi cal work for several years now, and nost
communities have l|ocal people with “hands-on”

experience at a dig. El ders have been involved in
showi ng students traditional land use areas and
denmonstrating the old way of life for tourists.

For every hour spent in the field at an
ar chaeol ogi cal site, four hours are spent in the
| aboratory, labelling and examning the specinens
retrieved.

The Historical Resources Act is a plaguing
programme, comenorating historic sites and heritage
buildings throughout the N.w.T.. There is the tension
between aboriginal history, preserved through
prehistoric artifacts namde out of stone, bone or wood,
and european history, as portrayed in old buildings
whi ch have survived. Careful resolution is needed of
the technical problens in preserving these buildings,
along with the philosophical problens of highlighting
one culture as opposed to another.

The three priorities facing northern
ar chaeol ogi sts are:

— how to protect archaeol ogical sites

— how to draw the local community into the sites



- how to -work with the tourism industry

The Meliadine River site was nmentioned as an
exanple of an area where on-going conmunity involvenent

i s needed. The personal approach of having | ocal
guides on-site, instead of wusing signs telling people
to “keep off”, is preferred.

Interpretive Centre planners should build
into their budgets funding for training progranmed and
for brochures and interpretation of the archaeol ogical

process. It is inportant for visitors to recognize
that if continued disturbance of archaeological sites is
allowed, within ten years the sites wll lose their
appeal .

Consultant archaeologists are available to
work with interpretive centre planners, such as
happened in the devel opment 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 1ocal benefits of an
archaeol ogical site oDust also be considered, once again
drawing the local community into the project.
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USEFUL

TELEPHONE NUMBERS

PRINCE OF WALES NORTHERN HERI TAGE CENTRE

Di rector

Territori al

Li brari an

Phot ogr apher

Archi ves

Curator of Collections
Conservat or

Curator of Exhibits
Curator of Education
Museuns  Advi sor

Seni or Archaeol ogi st

Toponymic

Oficer

873- 7685
873-7698
873-7177
920- 8842
873-7668
873-7664
873-7321
873-7h84
873-7244
920-8839
920- 8854

ECONOMIC DEVELOPMENT AND TOURI SM

Assi st ant
Di rector,
Coor di nat
Site Dev
Exhi bi t

Deputy

Pr oduct
or,
el oprent
Desi gn

Capi t al

M ni st er

Devel opnent
Pr ogr ans

Speci al i st

Speci al i st

873-7115
873-7902
873-7368

873-7906

(not vyet

st af f ed)




APPENDI X C THE AUDIO VISUAL PROGRAMVE




The Audio vi sual Programme

S you have decided to produce an a/v show, you have a budget
and you believe you know what the show should cover, so what
teppens now? As with all media planning and production it-s
imperative to establish objectives, from selecting a single
image t 0 producing an eatire a/v show the same basic
planning process 1s used.

The following isalist of questions t o help anal yze your
requirments for an a/v p Sgiom These questions and their
answers when witten do.m‘knake up the project proposal.

What are your objectives?

An alv showhasthe potentialtodo three things for your
audience; it can increase their knowledge, change their
attitude and/or help them devel op a new skill. However unl ess
the show is well developed it could instead bore them to
tears, misinform or alienatethem. Sothe first thing to
decide is "whmtistheisproduction going to do for your
park?" Willitemin emloyees more effeciently? WII it
change attitudes of the public? WII it improve or enhance

the parks image? State your objectives as clearly as
possible.

An alvproduction can do an excellent job of presenting a
hal f dozen major points; If you want to be sure that the
audience remembers the information, consi der devel opi ng
additional print mterials for the audi ence to keep.

An a/v show can also be useful in developing new skills such
as back-country camping, cross country skiing, canoeing etc.

A/V media can alsobe a powerful tool in perswding people toO
change their attitudes, but you nust take into account these
principles if you're going to be successful:

1. No matter how persuasive your message, you
aren” t likely to change the attitudes of people
whose viewpoint {s radically different from the
one you are proposing.If you're trying to develop
support for your case, you'll get better results
if you design the show to mobilize people already
sympathetic to your viewpoint instead of designing
it to convert your opponents.



2. You-re more likely to influence peopl e about an
issue if they have no prior opinion on the
subj ect .

3. |If audlence members are trying to mke up their
m nds about an issue, present your Side as well as
the arguements of the opposing vi ew. By presenting
“both sides of an issue, you imoculate your

audi ence agai nst the persuasive power of your

opponents .

4. When trying t o persuade a iostile audience tO
see your point of view, start by pointing out
those i Ssues on which you both agree. Having
demonstated common ground, the audience should be
more receptive tO your position.

5. Don”t rely on your show alone to persuade the
audience

6. Don’t try to intimdate your audience into
accepting your petit of view, chnces are they'1l
dismiss you entirely.

7. 1f the message In your production iSpresented
by a credible speaker your presentation may tave
mre * Ct.

3. Provide your audience with suggestions of
concrete action, let them know exactly what you
want then to do or feel.
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Who is the audience?

Who are they and what what are they looking for or expecting
from this presentation?

Try to deterndne the factors that will make them listen and
understand your message. Think of the audience as one person
with specific questions and concerns, make the listeners
feel that the commmication iS aimed at them.

Where the target audience is not well known, it isstill
wise totry and find out as much as possible about them., Do
they kmow much shut the subject? What are their educational
and occupational | evel s? Wt are the age levels of the
group? |s there an attitude towards the subject or possibly
towards the park ? Does the growp have a predominant
discriminatory attitude?

Never underes timate the intelligence of your audience .
People are ms t likely to learn when the message is relevent
to thelr current needs.

What content should the show rover?

If you're not already familiar with the subject to be
covered by the production, consult somecne who iS. List the
six or eisht main points to be covered, exlain each point
In as nuch detail as poss ible, and explain how this content
will help achieve theintended objectives. Initial research
should provide enough informtion to deterinine whether the
subject is suitable for a alv presentation.

How will the show be presentad?
1. What playback equipment is available’?

2. Wt type of facility willbe used to screen the
show?

3. Who will run the show?

4.Whatotheractivitieswilltake pl ace at the time
the show 1S aired?

5. Who will be responsible for the condition of the
show?

6.Is a video transfer wanted at a later date?



What resources are available to pr oduce the show ?

Is the show to be produced at the park, regionmal office or
by outside contractor? What budget is available to do the
show. Remember you get what you pay for. Rather than asking
aproducer howmuch a show will cost, you should tell. them
how mich you are willingtospend. objectives can help
determine what ashow is worth.

First rate productions can be madeif enough time is
available and the time used effectively and ef f icently.
Generally the smiler the budget the longer the time
required to develop a good quality show.

Can an exdsting show be used?

Parksoftenemharkon @ producti on without checking to see

i f the show they want ms already been produced. If you

deci de an original production is required, a | 0ok at similar
productions can provide a wealth of good i deas and suggest
areas to awoid.

Do you plan to sell or rent copies to the public?

Sometimes after a slide show has been produced interest is
expressed in having video tape copies or audio cassettes
mde of the show. This information should be identified
early as it my affect cost and copyright coverage of the
original production.

Who will review and approve the show?

Who has the final authority to approve your oroduction?
[dentify everyone who has to aporove .. and in determining
that,don-t just think of senior admnistratrators.Ask for
suggestions from those staff who will actually present the
show.

Consider having the production reviewed by someone outside
vour organization not directly involved in the production of
theshow. Usually you are too familiar with the contentto
be a redistic judge of {t"s effectiveness. Even other staff
members my be prevented from evaluating the show
realistically because they know too much shut the subject
or they don-t want offend you. Try to think of how the
public will recieve your efforts.




If the production deals with controversial Subject matter,
or is designed to convey critica information the audience
has to remember, you may want to have the initial proposal,
the script, and the show itself reviewed by a sample group
of the people you have identified as the audience.

Although you should have the production reviewed, getting
approval from people can be a very time consuning process.

To simplify rotters have your reviewers meet asa group and
lint the size of the grouwp to five or six people,

How will you select or brief the approval committee?

Although you should fmve the production revi ewed, getting
approval from people can be a very time consuming process.
To simplify rotters htave your reviewers meet as a grouwp and
[imt the size of the grow to five or six people.

Select peopl e who can give you themst assistance; people
who know something about a/v media, who work well in groups,
and have previous experience as reviewers. The more
comnittee members understand about the process of
production, the more they”1l be able to help you and they
will also be less likely to mke unreasonable demands.“ake
sure they understand what”s expected of them.

In the early stages Of a show”s develooment, you can revise
your ideas subs tantially. As work progresses, mjor
revisions cannot be mde without incurring considerable
cost. If some of your reviewers think that the show should
be oroducad on video ins tead of s lide rope, they should sav
SO right at the beginning . If someone wants to change words
in the script, the time to do SO iS 3EFORE you've ‘hired a
aarrator and recorded the sound track.

How long will the show be used before replacing or updating
ie?

Depending upon the complexity of a production, workloads and

budgets, an al/v production may take a couple of months to

several years to complete.Shows intended for VRC, smy have P
a life of 5~10 vears, others my only be used for a season i
pertaps even a few days.Don"twait until an existing show

istired and wnfit for public showing, Start your planning

early.




The proposal

"Putting ideas into words’

Once you have determined and written down your objectives,
the process of gathering together all the salient facts
begins . A project proposal should be prepared, this is
usually a one or two page creative document used to
summarize everything kmown about the requirements and
resources, includingthe objectives, intended audience,
content to be covered, distribution plans, budget and other
resources, deadline, and whois responsible for approving
the production. Whether the show is produced by contractor,
or in-house a project proposal should be prepared. The plan
helps form realistic objectives and establishes plans for
production. The proposal can later be used as part of your
terms Of reference and in the evaluation process as a
baseline.

The reference package

A proposal should include a reference package. 3egin
gathering reference material; photos, illustrations, books,
articles, etc. - just about anything that covers your
subject. These materials should give you a general
understanding of the subject, some specific facts and may
also help you "picture” the subject you're researching.
Remember: WHO, WHAT, WHERE, WHY, ~HEN AND HOW.

Once vou“ve looked over all the reference material and have
1 basic understanding of the subject, talk to those people
who can provide more detailed information. Wwhen you conduct
interviess, collect useful phrases that can be used when vou
write the scriot. Peoole like to be interviewed, and once the
questions have begun, few people are clock watchers.If you
have to lnterview several people on the same topic, speak to
each person separately. You're likely toreceive more candid
answers. 3egin with easily answered questions, this will help
esta blish the support needed to obtain candid answers to the
tough questions you” re saving for last. Unless your subjects
need time to research specific topics, don”t submit
qguestions ahead of time or youlitake the spontanteity out
of their answers. Keep your questions short and listen
carefully to whmat your subject issaying.

Once familiar with your subject, get out and mave a | ook at
it. Visit the sites where the show wi || be shot, observe the
peopl e and the operations covered by the stow.lf you are oot
to be the shw”s producer convey this informtion in detail
to the person who will be.Better still, take them

with you on location.



while gathering facts, gather visuwal inpressions and mke
not es about the ideas you want to convey. These visual
impressions of your subject are more important than the
verbal because an audiovisual presentation is predominately
a visual medium.In addition tothe notes shut the visuals,
take some shots of the locations you might use in the
presentation. These slides will be useful when planning the
viswal part of the script. If you plan to turn the shooting
over to a photographer, the slides you shoot in the research
phase of the production will assist in plaming the visuals
and an efficient stategy for shooting the production.
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Visitor Reception Centre - Level 4A

PRELIMINARY
TERMS OF
REFERENCE

IDENTIFY TEAM

REVISIONS
TOT. OF R

PREPARE DATA
BRIEF

APPROACHES
SESSION

SITE REQUI REMENTS

SPACE
REQUIREMENTS

PLANNING - “HOW TO TELL THE STORY”

Aprelimnary terns of reference should be
prepared outlining the scope of the project,
identifying the project team defining the
project objectives and establishing a tentative
schedul e. Because of thenature of theV.R.C.'s
most team members will come from
Interpretation and Engineering and Architecture
and will include the following: 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
consulted, 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.

A good site should nmeet the follow ng criteria:
1. It should be assured of heavy use.

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

3. The site should also include desirable
aesthetic conditions.

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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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. Theatres/Assembly rooms -1 sg. m/person
3. Exhibit Areas -1.8 m2/person

4.  Lounge/Rest Areas - 1.8 mZ/person

These space requirements can then be used to
show a flow diagram (or bubble diagram) which
indicates the desired visitor flow from one area
to anot her, and how the areas should related to
one another. It can also indicate the desired
approach to the centre and features of the site -
e.g. orientation to views, proposed 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.

From these gross estimates it will be possible to
prepare class ‘C” estimates for the proposed
facility and for the associated exhibits and A/V
requirements. All this information - flow
diagrams, space requirements, money estimates,
etc. are then conbined into a report whichis
submitted, with an accompanying PIP, to the
park superintendent for approval. After
receiving park approval, it is subsequently
submitted for approval by Region and then
Ottawa.

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 described in Level 4 - PLANNING.
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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. The media package
is then submitted to the park for approval.

After receiving park approval, the media
package is forwarded to region for review by
Engineering 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.

IMPLEMENTATION - "TELLING THE STORY"

After obtaining final approval for the project, a
terms of reference is prepared to assist the
Canadian Government Expositions Centre in
contracting for final exhibit design. (See Level
SA - Planning, for details). With a project of
this size, it is usually not practical for Parks
Canada staff to undertake the final 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 through CG EC for fabrication and
installation. ’

After fabrication, the designer will co-ordinate
and supervise the installation of the exhibits and
sign off the project to the park via a product
acceptance form. Personnel 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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MANAGEMENT
DIRECTIVE 2.1.2

be complete and in place, or, the evaluation will
lack credibility. The building design and its
environment may aso be included as part of the
exercise.

At the same time, attendants should record the
numbers of visitors and any public comment or
response. This information aong with the
checklist report can then be used to determine if
any minor revisions are necessary, or if a level
I, I or IV 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.
Phase 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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INTERNATIONAL Dean Follis
2124 West Venice Blvd.
ENAMELTEC REPRESENTATIVES Los Angeles, CA 90006
Phone 213-735.1283
FACT SHEET FOR ENAMELTEC FAX 213-730-1334

IHE PROCESS Enameltec, al SO 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 matte.

{IFE Enameltec colors have an exceptionally tong lite with a minimum of fading. Fifty year color
stability in direct sunlight is not uncommon.

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

PRODUCTION TIME Fabrication time is four weeks after client approval of project

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

These cannelbe 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 attainable:

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

GOID FINISH Can be screened on anydesign or background. 23 karat gold is used and gives esmooth
high permanent gloss.

BLACK AND WHITE 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 COLOR Four color photographs” andiliustrations can be reproduced in porcelain in desired
dot pattems from 101065 lines per inch. once fused the glass colors become an integral parl of the
Enameltec panel.

PANEL SIZE Maximum size Is, 72" x 48" with or without flanges (return edges), minimum size is
1'square or 1 diameter.

LARGERSIZES For murals, art pieces, signs, etc., or that exceed 72 x 48", can be achieved by
ganging as shown in these diagram panels. Continuous ar can be produced that runs over panels.

50"

20" W

D= @A

30’
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11, ELANGE SIZE Maximum 4 deep, minimum, 3/6’ deep. Panels can also be ordered flat
(without flanges),

12. EDGES AND CORNERS All flanged panels have radius edges and cornersof316*“. Larger custom edge
radii can be obtained for an additional charge.

13. |IBREGULAR SHAPES Can also be fabricated with or without flanges. Shown below are two examples of
ganged panels making larger shapes.

8 O“ 23’ o"
|
21’ o*

14. SCULPTURED SHAPES Can be formed in cast iron and then enamelized. Similarly, sheet metal forms
can be sculpted and enamelized.

15. GENERALINSTALATION Panels can be attachedto a wall or mounting surface by expansion sleeves or
vandal proof fasteners. Permanent installation of the panel to applied backing board is possible with
the use of silicone adhesive. Semi-permanent mounting to backing is possible through the use of
double-sided foam tape or specialty hardware.

16.  ATTACHMENT HOLES And other openings in the panel must be made prior to firing.

17.  CLIPS AND THREADED STUDS Can be permanently affixed toback of panels for attachment purposes.

18.  EXTERIOR MOUNTING High density foam or 40year plywoodis used as aninstailation backer or
mounting panel outdoors.

19.  INTERIOBR MOUNTING Common plywood or high density foam, depending on preferred installation
method.

20. QORDERING Backgroundcolor must be stated but is not includeddS a chargeablecolor. A panel with
a green background and three additional screen (or image) colors will be priced as a three mlor job.

21. ESTIMATES Can be obtained by specifying panel size, shape, flange size and number of screen colors,
photographs and itfustration sizes.

22. EINAIQUOTATION When camera-ready art is received or tight comprehensive drawings and
specifications are provided, a final quotation will be presented within 24 hours,

23. YOLUME DISCOUNTS Unit costs drop dramatically when panels of same size and/or artwork are
produced in quantity

24,

DEPOSIT Since all of these panels are custom designed, we require a 50% deposit on all orders with
the balance due on delivery
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25.

26.

J 5 YEAR GUARANTEE Enameltec will replace - free of production charge - any of its signage 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.

BE._LACEMENI_QISQQ_LLNLS 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 months
at65% of original invoiced cost; 13 to 36 months - al 75% of original invoiced cost; 85% of original
invoiced cost. Damage must be documented by a CLEAR photograph of affectation, andaccompanied with
a the original invoice, engineering specifications and artwork. Replacement will be produced promptly

For items 25 and 26, these policies are valid for all contracts 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

Briefly the process s that a layer of
transparentfibreglass resinstaid
down in a mould A single-sided
prece of art-work a drawing or a
photograph or other image1siaid
on the layer of resin. The two
materials bond into one.A second
transparent laverts put on top A thin
sheet of fibreglassis then bonded to
the whole

Personally 1 prefer not to bond the
backing to the Sign itself 1 would use
contact cement or another similar
adhesive to bond the encapsulated
product to the backing A frame
around the outside keeps water from
gettinginbetweenthe two products
It also makes it look a little neater.

Some companes are expenmenting
with plywood and core boards a¢
backings which are bondedto these
materials The unit s then one solid
ptece The maximum thickness of the
resin layers is determined by the
exothermic cuning process of the
resins. Advice on this will be given by
the producers

Hf the layers are produced too thickly
the layers mlghl tend to expand and

contract at differentrates and there 1§
adangerof delamination

For the relatively tow cost this
method produces some fabulous
products llcurrer\rfy runs about
CDN$10 per square foot.itis the
ideaimaterial for a throw-away sign

one with an expectedlifespan of
$1x months to a year

A good application of this material 15
in an area prone tovandalism The
artwork for the signshould be done
as a photographic print The printis
then encapsulated ntheresin and the

worth considering.

signmounted. The COst1S low so
when thesignis vandalised 1t is then
replaced with another identical sign
made In the original run

A porcelain enamel version of the
same sign will COSt up to tentimes as
much as an encapsulated resin sign
The savings in this type of situation
are obvious

As a material for interior signs it 1s
may be the mostcost-effective,

especially in areas where they are
likely to be touched or handled

One drawback i1sa process of
delaminationinwhich the original
bonded layers beginto separate It
can also delaminate from plywood
backings if the backing matertal has
not been properly freated Open
edged plywood need special treat-
ment to keep water from entering the
layers. A marine grade would be the
mimmum to specify especially if the
sign is outside m climatic extremes
Some sealants break down in the sun
or in the cold and will eventually
admit moisture

This material seems to be highly
susceptible 10 UV fadeout Even after
only a year some colours such as
reds and yellows will disappear
Colour photographs seem especially
susceptible

Minor scratches can be polished off
with a buffing compound

Any impactson the surface can
easily crack the surface and cause a
small craze or opening Morsture and
even microscopic growﬂ'vs can enter
and cause the layers to delaminate
Before you know itthe chip has

spread into a large area of discolora.

tion. Eventually the artwork dis-
colours or deter iorates to the point
where Itmust be replaced

I think it might be possible 10 repair
these small chips with a sealantbut|
don’t have any direct experience
with doing that Perhaps some of our
readers can advise on their exper:-
ence. These materials might also
cause a defraction of the light and be
a visual distraction to viewers.

Any sign 15 Susceptibfe to vandalism
and they all have a lifespan ftis
essential that the sign program have a
replacement or retirement schedule
built into the planning process no
matter how reliable you have been
told the product 15.
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PORCELAIN & VITREOUS ENAMEL SIGNS

Fire-proot, fade-proof and almost
vandal-proof, an old technigue for
producing signs has made a colourful
come-back in North America

The porce‘ain or vitreous enamel on
steel technigue!s more than a
hundred years 0id.it was used in the
past 10t making srgns and was also
used, in gecorative and purely
practical contexts, on paiis, basins
and eatingutensils. More recently it
has been used wideiynindustry, for
stove tops angpots and pans. Over
the pasifive or six years, revitalized
by modern processes that make it
possibletoobtain a wide range of
colours. it has again become a
common materiaiforlong-tasting, all-
weather ‘signs.

Glass 1s ground upinto a very fine
“frit” about the consistency of flour.
This 1s mixed with water and brushed
or sprayed onto a steelbase. The
water evaporaies leavingthe powder
coating the meta! The metalis
prepared by an acidetching 10 make
1ts surface more hikely to bond with
the frit. This coated plate s then fired
in a kin athightemperatures where
the glass beads melt and bond
together overthe metal inan even
glass surtace.

The neutral-coloured glass fritis
tinted bvthe aoaition 01 frit pigments
in any shade or hu€ much inthe
same way that paintis coloured
Some Colours are more difficuit 10
create or mixthanothers but the
technology s developing quickly and
technical difficulties are being over-
come.

Simple signs are easy t0 produce but
the technolugy can also meet more
sophisti cated cemands. Anvthing
that canve doneina standardsii . .
screened plvwood sign can be

dupli catedin vitreous enamel. The frit
can be sitk-screenedontothesign,
and even work trom four._j,r
process photographic separations

by ciitt Kaleski

can be 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
frit to create exotic metallic finishes
too.

Not al! companies produce first-rate
results. Some have difficulties with
some of the silk-screening proc-
esses.. The more colours used, the
more difficulties are encountered. For
example the eighthcolour added and
tire maybegm to cause problems in

the previous seven colours.

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

The base used almost exclusively at
the moment is a specialquality ot
enameling steel. The sheet IS either
used alone as a sign or it is shaped
into a flange-form which will usually
accommodate a backing. The backing
is usually a high quality marine grade
plywood but a spray foam material is
sometimes used.

one of the drawbacks of vitreous
enamel sthat, if the steel sheet flexes,
itwill damage the bonding of the
enamel sothatitbecome prone to
later deterioration. The Iarger the sign
the more likely Itis to be stressed in
this way. However, once Itis insialled
properly itis probably one of the
toughest signmaterials avail able it
isinstalied incorrectlv itis a waste of
money.

The most frequent problem ihave
seen tsthatthe signwili be mounited
with a flange coveringa one inch
piece of plywood with nothing
between the plywood and the meial
surface. When itis mounted there 'S a
cenain amount Ot space between the
twO materials Any pressure or sharp

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

As a response, installers will apply
silicone seal to the back of the sign
and press the piywood against it so
that when the silicone cures it bonds
to the plywood and creates one solid
permanent umnt.

The problem with this approach ts
thatif a change s ever required 1tis
vinua!ly impossible to separate the
sign from the plywood. There is a
trick though which solves this
dilemma. When the sign is originally
being bonded to the plywood, spray
a layer of insulation and lay a length
of piano wire around the edge of the
sign.Leave a tiny gap in the outer
dimensions of the plywood backing
If there s ever trouble yOu can use
the length of prano wire 10 sever the
bonding of the insulation thus freeing
the wo pieces, just as a wire cheese
slicer cuts cheese.

If vandals are determined, they can
damage the sign but it is more
resistant than other materials. A
hardened steel knite will leave a
scratch. Keys usually do notscratch
but leave a metal residue on the sign
which can be easily buffed off A
severe scratch can be repaired by
returning the signto the manufac-
turer to be refired. The molten enamel
will fillin the scratch but there willbe a
side effectn that (n€ defi nition of all
the images will be slightly diminished

So thatbackings don’t break down
they should be appropr: ate 10 the
condi tions in whi¢ch tney wili be usea
The eages of plyw ood must be
treated with silicone or by appiying a
metal claddi ng Any press ure-treatec
wood will be aoequate buthigh
quality marine plywood will be the
best.
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Plastic board, foam-core materials,
have incredible strength and little
weighl One company is considering
producing a vitreous enamel so thin
thatit could be bonded to a plastic
material or core board so that die-cut
letters could be produced. In Sttu-
ations where texts change frequently
this couldbe a real breakthrough.

If a small error is found in the sign, or
a small change is required later, there
15 an opporunity to0 make the change
at a later date by replacing 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 paint will easily wipe off
with a solvent. This can actually be
used to advantage by a manager who
knows In advance that a sign will
have to be changed sometime in the
future. A sign with an empty SpOtin

Texas Parks and Wildlife Department
Although the Department does not
provide a specific definition of
interpretationit 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 Divisionts “to provide
the public with Informative and
educational experiences inthe state
parks throughthe development and
management of interpretive pro-
gramsthat contribute to the preser-
vaton and conservation of the
natural and historical resources of
tne State of Texas. ” 3

Massachusetts Division of Forests
and Parks

Interpretationis an educational
actvity thatrelates and reveais to
vISilors in an appealing and provoca -
ve manner the natural, cultural,
resource management, and recrea-
tionaifeatures of a forest and park
site, thereby increasing visitors’
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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 temporary (e.g. “opening
soon”) or seasonal information.

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

A tamper-proof nut systemwill make
signs very difficult to steal but if the
sign is to be placed in an area of
recurring vandalism 1would 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 s

DEFINITIONS

enjoyment of and appreciation for
the site. O

Pennsylvania Bureau of State Parks
Environmental education’s a learning
process concerned with the inter-
relationships among components of
the natural and human-made world
producing growth inthe individual
and leading to responsible steward-
ship of the earth “« 3

William E. Brown (inisland of Hope.
Washington, D.C. NRPA. 1971. )
Environmental interpretation s that
body of communications, devices
and facilities that conveys environ-
mental reform. O

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

desirable, vitreous enamel signs will
last more than fifty years. ihave
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 {0 a tree and the
tree grew around them causing them
to buckle around the nail holes but
otherwise they looked great! Some
others of equal age on the Pacific
coast, bombarded continually by salt
air and sand, were equally well
preserved.

Costs vary from supplier to supplier.
The new silk-screening techniques
have brought the cost down. It is
considered the “grow‘{h' industry in
signs. With competition now in the
field customers should shop around
for the best competitive rates. There
are now twQ vitreous enamel sign
companies in Western Canada, at
least twO in Ontario and several in
Seattle, Washington. D

eating ideas through environmental
exposure, experiential techniques
and media enhancement. Effective
interpretation will be planned,
developed and presented with such
sensitivity and skill that those
encountering  will perceive the
experience not only as rewarding
and memorable, but often as self-
generated.

Whatever the topic or audience, the
best interpretation should stimulate
further inquiry into the human
condition, inculcate a respect for the
interdependence of life on this planet,
and improve understanding of the
seminalrole of human culture inthe
maintenance of a balanced global
environment. It is among the highest
forms of educative communication 10
which we may aspire. Concomitantiy,
by virtue otthe diversity of those
with whom we wouid communicate,
itisone of the most difficuit arts to
practice effectively. O
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