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ABSTRACT 

The New Brunswick College of Craft and Design (NBCCD) has been an important 

influence on cultural development in the province ofNew Brunswick, with a heritage 

dating back to a government handicrafts training program of the 1930s. Over the years 

that outreach program has evolved into a contemporary post-secondary institution 

of fine craft and design, a designated centre of excellence. Today a range of College 

programs leading to certificates and diplomas, and an articulated program leading to a 

baccalaureate degree offered by the University ofNew Brunswick, provides students 

an educational experience unique in Canada. Appointed Principal in August 2007, I 

attempted to learn more about the venerable institution prior to beginning work on a new 

strategic plan. I quickly realized there was no formal documentation of the College's 

history or development, very little institutional data available and only anecdotal 

recollections from current and former instructors and administrators. Therefore the 

focus of my interdisciplinary research has been a history of the College, the first formal 

documentation of its development. This research has included interviews with key 

College staff and stakeholders, a comprehensive review of College documents and 

government files at the Provincial Archives, and the sourcing, editing and presenting of 

archival and contemporary visual material. This interdisciplinary focus reinforces the 

pivotal role the College has played- and continues to play - as an important resource 

within New Brunswick's cultural fabric. 
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Chapter 1 

INTRODUCTION 

Figure 1. Young woman seen through the threads of a loom's warp (no date). 

1 



2 

Context 

Canada has a long and rich tradition in the design and making of craft objects, including 

Aboriginal crafts, pioneer handicrafts and one-of-a-kind collectibles. Craft is part of our 

cultural landscape and Canadians are familiar with the beauty of handcrafted objects 

showcased in regional and national craft fairs, in historical museum collections and 

contemporary gallery exhibitions. Examples of functional and fine craft can be found in 

many Canadian homes. Less well known are the post-secondary initiatives implemented 

over the past 50 years in support of craft education and professional practices. These have 

included the launch of programs and departments within college and university learning 

environments and the development of schools with a dedicated focus on craft education. 

The New Brunswick College of Craft and Design (NBCCD) in Fredericton is one such 

institution. 

Having spent most of my career as an educator and academic leader within the 

Ontario college system, I knew little about NBCCD until invited to assist in conducting 

an external program review in 2004. I discovered major differences to my post-secondary 

reality. Its heritage dated from the 1930s, almost thirty years prior to the establishment of 

the Ontario community college system. Unlike Ontario colleges NBCCD was governed 

by civil servants within a government bureaucracy. Tensions between institutional 

management and instructors were longstanding and often divisive. Enrolment was low 

and in decline, and annual budget deficits were the norm. But subsequently during a five

year term as senior administrator at NBCCD I witnessed first hand its supportive learning 

environment, and its influential role within local and regional culture sectors. These 

experiences confirmed that while NBCCD, in various permutations, has been associated 

with craft education in New Brunswick for over 70 years, the limited knowledge of the 

institution I brought with me from Ontario was not unique. Based on my interactions with 

the public during my tenure, NBCCD is unfamiliar to many outside New Brunswick's 

culture sector and its close knit community of visual artists, designers, craftspeople 
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and educators. This in spite of national and international recognition for the work of 

NBCCD instructors and students over the years. It is my contention that the lack of a 

documented history ofNBCCD, including its influence on regional cultural development, 

has affected its public profile outside the province's culture sector. Prominent Canadian 

fine crafts advocate and author Jean Johnson (1924-2014) believed the lack of 

historical documentation of crafts development is an issue not only for NBCCD, but 

is one of national concern. "Considering that early Canadian craft pioneers are often 

forgotten or unknown," she has written, "it is important to our cultural history that their 

accomplishments be recognized and documented."1 

Three years after my introduction as an external consultant, I was appointed 

campus Principal ofNBCCD and began working with staff within government and at 

the College, and with members of a new external advisory council, to draft a multi-year 

strategic plan. Building on my introduction to the College community as a consultant, 

and out of respect for previous initiatives and institutional culture, I attempted to learn 

more about its history. But I discovered that no-one had routinely collected and filed 

institutional material documenting its development. What I did find were random 

examples of College literature and local newspaper clippings. Many instructors, some of 

whom had worked at the College for almost 30 years, shared their personal recollections. 

But my research into NBCCD development indicates the lack of archival data and 

associated documentation has been an issue throughout the College's history. In 1946 

Ivan Crowell was appointed inaugural director of the province's Handicraft Branch, 

the precursor to what is now NBC CD. Crowell served in that capacity for the next 23 

years. He was a practicing weaver himself and throughout his long tenure worked hard 

to raise awareness and appreciation ofN ew Brunswick crafts. As he began to develop 

the first training program in traditional weaving skills he identified the lack of historical 

documentation regarding craft development in the province: 

Weaving was one of the basic crafts in which our pioneers engaged. In 



my investigations of the history of this craft in our province, I found that 

neither the literature nor our museums had much specific information to 

offer. Discussions with several historians showed an almost complete 

absence of concrete data about weaving in the early days of our province. 2 

George Fry (1929-2014) was another influential College Director and also a practicing 

artist, serving from 197 6 until his retirement in 1993. As he developed plans for new 

programs he too was frustrated at the lack of historical documentation. "The major 

difficulty has been the very inadequate records kept," he wrote regarding the lack of 

archival student data, "much of the earlier information has been lost."3 But he persevered 

( although the issue of institutional documentation was only partially addressed, by 

storing contemporary College print literature in the office of the Registrar), and during 

his tenure curriculum expanded to include drawing, design, photography and Aboriginal 

visual arts. 

1.1- Statement of the Problem 

My research into archival files and my experiential knowledge ofNBCCD confirms 

that the omission of historical documentation has been a longstanding issue for the New 

Brunswick College of Craft and Design. Therefore my fundamental research problem 

derived from the lack of organized and comprehensive documentation ofNBCCD 

history and the effect of that on institutional development. To address the problem I 

have undertaken a study where I combine written text and visual material to produce 

an inaugural history ofNBCCD. In creating this first formal NBCCD history I am 

contributing to a better understanding and appreciation of Canadian cultural history, 

identified by Jean Johnson as an issue of national concern. 

Today NBCCD is the only school in Canada offering students an exclusive focus 

in craft and design disciplines such as ceramics,jewellery, textiles and Aboriginal visual 

arts. Through my research I have learned that NBC CD dates from 193 7 as a provincial 
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outreach training program in handicraft, and it is with this outreach program that I 

begin its history. The program was disbanded during WWII but in 1946 the province's 

Department oflndustry and Reconstruction hired Ivan Crowell to lead its newly formed 

Handicrafts Branch. The outreach training program was relaunched to encourage rural 

entrepreneurship and tourism. Provincial governments have continued to support the 

delivery of post-secondary craft programming-although levels of that support have 

varied- and over the years curriculum has expanded to include jewellery, photography, 

graphic design and integrated media. NBCCD currently operates as a Special Operating 

Agency within the Department of Post-Secondary Education, Training and Labour 

(PETL ), with the NBC CD Director reporting to managers within that department. 

My research reveals that in the face of challenges and tensions associated 

with this governance model, and with limited resources, low enrolment and a public 

anonymity relative to larger Canadian art colleges, NBCCD's development over the past 

seven decades has been characterized by the qualities of passion and persistence. These 

qualities are prevalent throughout my inaugural study of institutional development. The 

passion and persistence of students, instructors and managers at NBC CD are defining 

qualities associated with contextual tensions I have identified in my narrative in Chapter 

4, including governance, pedagogy and profile. 

In addition to acknowledging these institutional tensions I was made aware of 

prior to my appointment as senior administrator, in addressing the research problem I 

have also acknowledged the personal experience of managing a team of craft and design 

instructors - who by their very nature are independent thinkers - while at the same time 

being held accountable to the policies and procedures of a government bureaucracy. 

Ultimately these tensions resulted in my reassignment from NBCCD to a position at the 

University ofNew Brunswick. In my narrative I have attempted to put these tensions 

into perspective by keeping my focus on institutional development rather than writing a 

collection of personal biographies, including my own. 

5 
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1.2 - Research Questions 

My problem statement led to several research questions, including: 

l. How has the Colleges heritage as a government outreach program shaped 

curriculum development? My research confirms that College curriculum has always 

reflected its heritage as a community-based training program featuring traditional crafts. 

Shortly after his appointment in 1946, Ivan Crowell described the focus of the Handicraft 

Branch's new program: 

'Learn by doing' is a fine old motto that applies today as well as it has for 

many generations past. It is a living, active and progressive motto. It seems 

to apply particularly well to the Handicrafts programme that is now being 

built up in New Brunswick.4 

Having evolved from a handicrafts training initiative to an institution offering post

secondary programming based in Fredericton, Crowell's credo continues to be the 

pedagogical model for current course design and delivery. Levels of technical standards 

and proficiency have evolved over the years but College curriculum still features 

professional skill development in craft disciplines such as ceramics, jewellery and metal 

arts, weaving and textiles. This traditional pedagogical model, where a student acquires 

technical skills by working alongside and learning from an experienced craftsperson, is a 

time-honoured one enshrined in European craft guilds. The model predates the industrial 

revolution and the establishment of specialized art schools in Europe and North America, 

such as NBCCD. SandraAlfoldy is a professor at the Nova Scotia College of Art and 

Design University (NSCAD U) and has written extensively on Canadian craft: 

Ironically, the development of professional craft, with its attendant power 

struggles within the field of cultural production, was actually a rebirth, for 

it echoed the craft guilds that operated as the first professional systems 

in the West as early as the twelfth century. Indeed, many of the traits 

attributed to contemporary professional craft grew directly from its guild 

precedents. 5 



2. How has NBCCD s governance model, featuring a civil service manager 

supervising a College Director or Principal and his or her administrative team, 

influenced institutional development? And who has been responsible for academic 

programming and institutional resources? NBC CD has remained a unit of government 

since its founding as a provincial skills training program. Today it is unique in being a 

post-secondary institution still governed within a government bureaucracy. Gleaned 

from institutional print literature such as academic calendars (Figure 2, p.8) and from 

conversations with former Directors, Principals and government officials I have 

assembled a list of administrators and managers within the 12 government departments 

responsible for College governance since 1946 (Table 3, p.244). The listing confirms 

frequent changes in management throughout its history, underscoring the difficulty in 

establishing and maintaining multi-year strategic plans. For example, during my five

year term I reported to four different supervisors, each with individual administrative 

and management experience within government and with differing sets of priorities 

for the College. To complement this listing I have also included the names of College 

administrative and academic staff, together with curriculum from 1946 through 2012 

(Table 7, p.254 and Table 8, p. 285). Unfortunately these listings are incomplete because 

some records were not available, underscoring the challenge in understanding NBCCD 

history and development. In the past this lack of knowledge about institutional history 

has made it difficult for managers within government to develop informed and long

term plans for the College. My inaugural history will provide a foundation for futher 

research, and contribute to a more effective planning process at NBCCD, one that builds 

strategically on previous institutional initiatives I document in this study. 

3. How has NBC CD development compared to that of other North American art 

schools? To fully appreciate the development ofNBCCD as Canada's only publicly 

funded school devoted to craft education, I provide a regional and national context. Craft 

programs at Sheridan College in Oakville, Ontario and NSCAD U in Halifax have been 

7 



Figure 2. Cover for New Brunswick Craft School calendar featuring a photograph of wooden bee 

carving (detail). Design by Jane Geurts (1985). 

documented in published works and profiled in national periodicals, and this has helped 

both schools establish national and international reputations. 6 I reference these and 

other Canadian schools in my literature review and throughout my narrative to position 

NBCCD's development relative to other post-secondary institutions. I also include 

references to several schools in the U.S., but a combination of first-hand knowledge and 

formal research7 confirms that with its unique governance and persistence in maintaining 

a curricular focus on craft training, NBCCD is indeed a unique post-secondary 

institutional model. 

4. How have institutional operations developed and what has been their impact 

on NBCCD development? I have reviewed publications from various sources regarding 

College administration, program support and development, institutional promotion, 

studio facilities and community outreach. Operational initiatives are incorporated 
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throughout my historical narrative, accompanied where possible by visual material. 

Relevant statistical information is presented in tables within Appendices. 

5. How have significant artistic achievements of College staff and students been 

recognized regionally, nationally and internationally and how has this recognition 

impacted student success and NBCCD s stature within the Canadian craft community? 

From various sources including personal interviews I have compiled achievements 

by academic staff. Documentation of professional activity in Chapter 4 and Table 6 

celebrates the influence of instructors' creative output on student success, on the stature 

of the College's reputation, and on the institution's role as an incubator for artistic 

accomplishment. 

1.3 - Significance of the Study 

My own lived experience at NBCCD, corroborated by that of other NBCCD leaders such 

as Crowell and Fry, suggests information that is rife with inconsistencies and alternate 

perspectives, combined with the lack of comprehensive historical data, has created a 

number of tensions affecting the process of strategic planning at NBCCD. So the primary 

significance of this study is a documented history that can contribute to more effective 

institutional planning in the future. 

Secondly, by addressing my research questions in a historical narrative including 

written and visual material, the College's stature will be enhanced. Ultimately my intent 

is to publish my interdisciplinary narrative so a public audience, including government 

officials, can fully appreciate how its history has led observers such as consultant 

Frarn;ois Colbert, a professor and UNESCO (United Nations Educational, Scientific 

and Cultural Organization) Chair at HEC (Hautes Etudes Commerc_iales) Montreal, to 

envision the College as "a top, world-class, quality institution."8 

And thirdly, my research findings, presented as an inaugural history ofNBCCD, 

will provide a foundation for subsequent research into specific areas of College 

9 



development and activity, helping the process of creating a more sustainable, viable and 

competitive post-secondary institution. 

1.4 - Limitations and Tensions 

10 

A limitation in this study has been the availability of historical information related to 

College development. As George Fry pointed out in 1984, prior to his tenure record 

keeping at NBCCD had been inconsistent; as I discovered this was still an issue in 2007. 

Random files kept by some College staff included handbooks and promotional flyers, 

while the Provincial Archives had on file some archival annual reports from government 

departments and a few internal memos of interest. Most of the archival photographs 

were found by chance in a government office. I elaborate on these issues in Chapter 3. 

My research has unearthed several gaps in listings of instructional and administrative 

staff, and I was unable to assemble a list of graduates because registrarial records are 

incomplete, both at NBC CD and in departmental files. A related issue is the integrity of 

published data. There are several instances where separate documents I have reviewed 

include different numbers and dates, and conflicting spellings of names. I have examined 

multiple sources to confirm my figures and attempt to ensure correct spellings. 

How have limitations led to tensions? Without an understanding of institutional 

history, NBCCD management decisions have sometimes seemed arbitrary and without 

context, especially by long-term teaching staff. To help inform the decision-making 

process and to promote the formal cataloguing and storing of College documents in 

the future, I have provided the Provincial Archives with annual reports, newsletters 

and promotional literature produced during my tenure, and I will be handing over 

additional material upon completion of my study. This will result in formal archiving and 

safekeeping of historical documents and facilitate public access to College material for 

further review and research. 

Another limitation has been my challenge in finding differing perspectives 



regarding NBCCD development. With so little published literature to reference, for 

insights into systemic institutional challenges and opportunities I have often relied 

11 

upon published reports prepared by external consultants such as Franc;ois Colbert. 

These documents provide snapshots of the institution at a particular point in time but it 

must be acknowledged they reflect the authors' biases and are usually written from an 

administrative perspective. Documents with an academic focus have been more difficult 

to find. Apparently there has never been a formal and regular program review process at 

the College, so any professional feedback regarding curriculum design, course delivery 

and studio resources has been irregular or anecdotal, and largely undocumented. For 

more personal perspectives on curriculum development I have interviewed instructors 

and NBCCD graduates. These interviews, together with those including current and 

former academic and administrative staff, government officials and members of the 

culture sector have also enhanced my understanding of College culture. 

My knowledge ofNBCCD development and my first hand experience as College 

Director led to personal tensions for me in researching and presenting this history. Some 

of these were the result of historical tensions between instructors and administrators I 

reference in Chapter 2 and document in more detail in Chapter 4. Some tensions were 

associated with my perspective as an experienced educator who moved from the Ontario 

post-secondary system to NBCCD. A related tension was my working relationship with 

College instructors, all of whom reported to me in my role as senior College administrator. 

This sometimes presented a challenge with respect to alternate perspectives when 

instructors spoke of institutional development. Others were exacerbated for me 

following an abrupt change in my role within government in late 2012 while writing 

this narrative (in late 2012 I was moved from my leadership position at NBC CD to the 

role of curriculum consultant at the University of New Brunswick). One of the greatest 

tensions has been providing differing perspectives while dealing with the emotional and 

psychological ramifications of that abrupt departure from the College and the resulting 
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change in my life and that of my family, accompanied coincidentally and simultaneously 

by the deaths of both my parents.9 "In narrative inquiry," write Canadian academics Jean 

Clandinin and Michael Connelly, "it is impossible ( or if not impossible, then deliberately 

self-deceptive) as researcher to stay silent or to present a kind of perfect, idealized, 

inquiring, moralizing self. " 10 British academic Patricia Leavy is the author of several 

books on arts-based research practice and she also believes objectivity is difficult if not 

impossible to attain in ethnographic research. "Although historically even qualitative 

researchers such as ethnographers were charged with rendering 'objective' accounts 

of social reality," she writes, "it is now well accepted that ethnographers are positioned 

within the texts they produce."11 Reflecting on these scholars, including varying 

perspectives in my writing of College development has been an objective throughout this 

study, especially since my two-year secondment to the University ofNew Brunswick and 

subsequent decanal appointment at Seneca College in Toronto. I acknowledge Leavy's 

thesis and have been conscious of where and how my voice is present throughout the 

narrative. 

The historian is like a point in space-time - though to be sure a 

moving point - and only language makes it possible to reach out in 

imagination and rhetoric into past, future, and whatever lies beyond 

immediate experience. This, too, is a condition of historical inquiry and 

interpretation.12 

1.5 - Passion and Persistence 

My dissertation title "Passion and Persistence" refers to recurring themes and tensions 

identified during my research into the College's storied existence. It refers to the passion 

ofNBCCD students for their area of study and their persistence in pursuing careers. No 

comprehensive or centralized listing of College alumni has been created or maintained 

since George Fry identified the lack of documentation in 1984, but in this study I have 
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been able to identify those alumni and students whose work has been publicly recognized 

for creative excellence. These include recipients ofNew Brunswick's Nel Oudemans 

Award; 13 the regional Atlantic Craft Trade Show (ACTS) awards (Figure 3, p.14); 14 and 

national student competitions such as the BMO 1st Art! Student Art Competition. 15 Their 

professional recognition is noteworthy given that work from New Brunswick College of 

Craft and Design diploma students is often judged against that of degree students enrolled 

at regional universities such as Nova Scotia College of Art and Design University and 

Mount Allison University. The impressive and consistent record of student achievement 

confirms the College learning experience prepares graduates for successful careers in 

their chosen field. 

'Passion and Persistence' also refers to the passion of craftspersons / instructors 

and their persistence in championing the New Brunswick College of Craft and Design in 

the face of frequent changes in management, physical facilities and government agendas. 

As the senior administrator at NBCCD I experienced this commitment throughout my 

tenure, and I am not alone in my impression of a passionate academic staff. An external 

report from 2001 identified "the dedication and professionalism of staff." Students 

are outspoken in their appreciation of instructors. 16 Monica Lacey was the recipient of 

the 2011 Governor General's Medal. "Thanks to my instructors," she enthused at her 

graduation ceremony, "who continually set an example of excellence, dedication, drive, 

perseverance, enthusiasm and mindfulness."17 

'Persistence' also recognizes the 12 government departments and their support 

ofNBCCD for over 70 years when in other provinces a similar pattern oflow enrolment 

and high operating costs has led to the closure of fine craft programs, including those at 

Georgian College in Ontario and Holland College in Prince Edward Island. 

And the title refers to my own passion for NBCCD. I was an Associate Dean at 

Sheridan College when I first learned of the College, when Principal Robert Kavanagh 

visited Sheridan's Oakville campus. I came to New Brunswick with a deep respect for 
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Figure 3. NBCCD student display, Atlantic Craft Trade Show, Halifax, NS (2008). 

the skills and knowledge involved in creating craft objects, having worked with craft 

instructors at Sheridan as well as at Georgian and George Brown colleges. My intent was 

to combine this respect for the artisanal creative process with my background in graphic 

design and my roles as an educator and academic leader. I looked forward to working 

with NBC CD instructors, staff and culture sector stakeholders to create and implement 

a new long term strategic plan for the school, one that was respectful of its heritage and 

institutional culture but aligned with visionary statements regarding its potential. "One 

could easily imagine a College of Craft and Design," Principal Kavanagh stated in 2003 , 

"with 350 students as a vibrant arts component in downtown Fredericton."18 Although 

the tensions I have described earlier were an issue throughout my tenure, my passion 

for NBCCD grew exponentially as I worked with enthusiastic students, instructors, 

administrative staff, civil servants, advisory council members and colleagues throughout 

the culture sector. The focus of this interdisciplinary study is an outcome of that passion. 
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1.6 - Organization of the Study 

Chapter 2 contains a literature review, including an exploration of writings on visual 

arts and pedagogical theory relevant to program development at NBCCD. Chapter 3 

discusses my research methodology which includes interviews with NBC CD staff and 

stakeholders and the sourcing/creating and editing of visual material. Chapter 4 contains 

my research findings, presented as a chronological, institutional history of the New 

Brunswick College of Craft and Design. This inaugural history includes archival and 

contemporary visuals together with written text that documents development over the 

past seven decades. Chapter 5 presents conclusions from my study. A Bibliography lists 

reference material, and my Appendices include tables cataloguing NBCCD quantitative 

data, one of the outcomes of my research. 

Notes 
1. Jean Johnson, introduction to Crafting New Traditions: Canadian innovators and influences, Melanie 

Egan, Alan Elder and Jean Johnson, eds., (Gatineau, QC: Canadian Museum of Civilization 

Corporation, 2008), 1. 

2. Ivan Crowell in "Annual Report," Department oflndustry and Reconstruction, Fredericton, NB, 1948, 

32. 

3. George Fry, "Overview of the Student Population of the New Brunswick Craft School, 1973-1983," 

Fredericton, NB, 1984, 1. 

4. Ivan Crowell, "Handicrafts Branch: Services and Teaching Projects," Department oflndustry and 
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ON: McGill-Queen's University Press, 2005), 11. 
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Garry Neill Kennedy, The Last Art College: Nova Scotia College of Art and Design, 1968-19 7 8 

(Cambridge, MA: MIT Press, 2012); "Visual Arts Education at Sheridan," a feature issue of Applied 

Arts magazine, September 2011. 

7. I attended several East Coast art schools as an undergraduate arts student. I took a course at the 

Massachusetts College of Art in Boston, completed the Foundation Year at the Rhode Island School 

of Design in Providence and earned a four-year Diploma at the School of the Museum of Fine Arts, 

Boston. 
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9. Edna Maynard (Nov. 16, 1922-Dec.2, 2012) and Stanley Maynard (Sept. 21, 1918-Dec.25, 2012) 

both died within three weeks of my secondment to UNB. 
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Research (San Francisco, CA: Wiley & Sons, 2000), 62. 
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University Press, 1998), 11. 
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14. Created in 2006, the Heather Stone Emerging Artist of the Year award, one of several Atlantic Canada 

Craft Awards held in conjunction with the annual Atlantic Craft Trade Show, has been won by NBCCD 

students every year since 2008. The award is valued at $5,000. 

15. Since its launch in 2005 NBCCD students have won four out of the seven top prizes awarded to New 

Brunswick students in BMO 1st Art!, a national student competition sponsored by the Bank of 

Montreal. 

16. Karen MacDonald and Roger Arseneau, "Management Review: College of Craft and Design," 

Fredericton, NB, June 2001, 2. 

17. Monica Lacey, quoted in NBCCD "e-Newsletter," Fredericton, NB: NBCCD, July 2011. 

18. Robert Kavanagh, "NBCCD: 2002-'06 Business Plan," Fredericton, NB: Department of Training and 

Employment Development, January 2003, 11. 
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Figure 4. Cover of the brochure promoting the inaugural program of New Brunswick School of Arts 

and Crafts handicraft workshops in Fundy National Park, with a map showing highway access 

from Boston and Quebec City (1950) . 
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Introduction 

Given its unique place in Canadian post-secondary education the College's development 

is an important research objective. I began my research by addressing the problem 

identified at the outset of this study, the lack of organized and comprehensive documen

tation of NBC CD development and the effect of that on institutional development. 

I quickly realized that since its founding as an outreach program of government, 

very little institutional data related to NBCCD history had been kept or archived. The 

material I was able to source and review as part of my primary research confirms that 

NBCCD is unique in Canada with its focus on skill development in craft disciplines; with 

its management by personnel within government departments; and with the accounts of 

passion and persistence by its academic and administrative staff related to maintaining 

operations with limited resources. 

I was aware of the predominantly administrative perspective of the institutional 

information I sourced and reviewed during this process, and how that perspective might 

differ from that of students, instructors and culture sector representatives. However, 

by using this information I was able to create a chronological timeline ofNBCCD 

development from 1937 through 2012, a 75-yearhistory. I then attempted to place that 

development within the context of Canadian post-secondary craft education. But I found 

few references to NBCCD in published literature on Canadian craft or craft education. 

For example, NBCCD and its crafts programs are not mentioned in craft historian Sandra 

Alfoldy's Crafting Identity: The Development of Professional Fine Craft in Canada. 19 

This contrasts with her references to the growth of craft education at other Canadian 

post-secondary institutions such as the Nova Scotia College of Art and Design University 

(NSCAD U). I found similar omissions in the writings of historians Paula Gustafson, 

Harold Pearse and John Reid. 20 "It has always seemed to me that the crafts sit at the 

most interesting of conjunctions in the visual arts," states Paul Greenhalgh, author of 

several volumes on the visual arts and former president ofNSCAD U. "Rather tragically, 



this most fascinating of positions has not, over the last decades, resulted in consistent 

quantities of historical and theoretical study."21 Greenhalgh's observation underscores 

both the importance of my inaugural study ofNBCCD history, and the challenges in 

researching and presenting that history. 
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Quite apart from these challenges, the lack of recognition for NBC CD in Canadian 

craft literature is a significant issue for the institution and its future development. The 

process of strategic planning at NBCCD has been and will continue to be compromised 

without an understanding of its history. And its anonymity in published literature impacts 

NBCCD's stature with the public, and significantly, with government administrators. 

Without an appreciation of its past, the future ofNBCCD remains susceptible to political 

or personal agendas of those responsible for its governance and management. This formal 

study, and the comprehensive documentation of institutional development I present in 

Chapter 4 and Appendices, are the first such initiatives in NBCCD's 75-year history. 

In the absence of published references to NBCCD I have expanded my literature 

review to include broader perspectives on post-secondary pedagogy, governance and 

professional practice. Although this too has been a research challenge. In their book 

Historical Research in Educational Settings, British scholars Gary McCulloch and 

William Richardson describe existing contemporary literature on the subject of history 

and education as "disappointing in its scope and ambition, notwithstanding its influence 

around the English-speaking world."22 Indeed I have found few publications to review 

that include specific references to the development of 20th century post-secondary arts 

education, especially within a North American context. 

In this chapter I present my findings in thematic groupings related to the research 

questions that flow from the overall problem, together with contextual references to 

institutional development. 



2.1- Heritage and Curriculum Development 

How has the Colleges heritage as a government outreach program shaped curriculum 

development? My review of institutional data confirms that economic development was 

the rationale for launching an outreach handicrafts program in rural New Brunswick in 

1937. This is the heritage of the New Brunswick College of Craft and Design (NBCCD). 

While an in-depth analysis of the economic context behind NBCCD development is 

beyond the scope of this study, it is clear that the Great Depression had devastated 

the provincial economy. New Brunswick's government envisioned that renewed and 

expanded handicraft production in rural areas of the province, initially in weaving and 

wood turning, would generate new sources of income for rural youth, reduce their need 

for social assistance and increase tax revenue for the provincial treasury. 23 The social 

context for this initiative also included cultural discourse prevalent throughout the West 

during the 193 Os promoting the notion, "that the production, study, appreciation, and 

consumption of art were the panacea for society's ills. "24 

My research included a review of the few publications documenting the 

development of other Canadian art colleges: Nova Scotia College of Art and Design 

University (NSCAD U), Ontario College of Art and Design University (OCAD 
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U), Alberta College of Art and Design (ACAD) and Emily Carr University of Art+ 

Design (ECU). While limited in quantity and scope, these publications confirmed my 

initial impression that NBCCD is a unique post-secondary institution. Founded as the 

government's Handicrafts Branch, it was a publicly funded economic development 

initiative organized to deliver craft workshops to a rural population. My literature review 

shows that by contrast NSCAD U in downtown Halifax was a private venture launched in 

1887 to deliver classes in fine arts, industrial design and art education to an urban student 

population. 25 I suggest this difference in origin to NS CAD U - and other Canadian and 

U.S. art colleges-may be a contributing factor in NBCCD's anonymity in published 

literature. 



Handicraft workshops were delivered in homes and community centres 

throughout the province, following the model implemented during the 1930s by 

New Brunswick Women's Institutes in their own rural handicraft workshops, and in 

Newfoundland by the Newfoundland Outport Nursing and Industrial Association 

(NONIA), where hand knit garments were produced to provide funds to hire medical 

care for the island's rural communities.26 To ensure high professional standards in 
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the workshops and subsequently in Fredericton-based classes, Handicrafts Branch 

instructors were hired for their professional expertise rather than academic credential or 

teaching experience, a practice that has continued to the present day. This hiring practice 

was - and continues to be - a key factor in graduate success. 

The intensive approach to skill development in craft production reflects European 

traditions dating back to medieval times and the apprenticeship system established 

by guilds. Craft guilds ensured high standards of craftsmanship in the production of 

utilitarian handcrafted objects, passed from one generation to another through a rigorous 

apprenticeship system. In this system apprentices served for several years with a master 

craftsman, learning requisite skills before graduating as a journeyman and professional 

recognition as a guild member. 27 British culture critic and author Raymond Williams 

believed this model actually provided the foundation for most post-secondary curriculum 

regardless of discipline, suggesting that while crafts training may be specialized, it is not 

an idiosyncratic pedagogical model. 

The fact about our present curriculum is that it was essentially created by 

the nineteenth century following some eighteenth-century models, and 

retaining elements of the medieval curriculum near its centre.28 

I could find no references in my literature review - whether in the archival 

data I sourced to establish a historical timeline or in published literature placing that 

history within a broader context- to direct influences on the development ofNBCCD 

curriculum. But my experience in working with instructors in the design and delivery 
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of craft programming suggests they reflect these European traditions. Commenting 

on a 1995 exhibition of work by metal artist and College instructor Beth Biggs, guest 

curator Barbara Lounder noted in the exhibition catalogue, "to be a jeweller, silversmith 

or metalworker is to engage bodily with a technology which has remained essentially 

unchanged since early times."29 Studio heads ('master craftsmen') have been hired 

because of their expertise in a particular craft discipline ('trade') such as ceramics, metal 

and jewellery and textiles, to teach students ('apprentices') how to create handcrafted 

objects to high production and aesthetic standards. After several years of education 

('apprenticeship') the graduate ('journeyman') earns a post-secondary diploma ('guild 

membership') and is prepared for employment or self-employment as a professional 

craftsperson, or for further studies at another post-secondary institution. 

This applied learning model was first formalized in a contemporary setting in 

Europe, in Weimar, Germany at the Bauhaus, the influential art school which opened in 

1919. Students were introduced to applied learning in traditional crafts along with courses 

in art history, colour theory, drawing, painting, design, architecture and sculpture. The 

Bauhaus teaching philosophy encouraged the creation of beautiful and functional images 

and objects, within a culture of social responsibility. Although the school closed in 1933 

due to pressure from the Nazi government, "the fundamental teaching methods of the 

Bauhaus have transformed art-teaching methods throughout the world," noted historian 

Hans Wingler (1920-1984),30 one of many authors writing aboutthe school. 31 Indeed, 

following its closure the interdisciplinarity of core subjects and the applied learning 

formalized in Bauhaus curriculum was replicated in art schools throughout Europe and 

eventually Asia and the Americas. These schools included NBCCD with its foundation 

courses introduced by George Fry during the 1980s in art history, colour theory, drawing 

and two- and three-dimensional design. 32 

These new courses were an important addition to NBCCD curriculum. My 

literature review confirms that core curriculum has featured studio-specific applied 
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learning in traditional crafts throughout its 75-year history. Meanwhile my research into 

the history of other Canadian art schools shows they have added similar courses to craft 

curriculum as well as new programs in design and the visual arts, and moved to university 

status and degree-granting authority. Today, students of craft, design and the visual arts 

can earn undergraduate degrees at NSCAD U in Halifax as well as at OCAD U in Toronto, 

ACAD in Calgary, and ECU in Vancouver. As part of their evolution to university status, 

provincial and regional accrediting bodies required instructors at these schools to have 

earned graduate degrees, and the inclusion of 'breadth' or 'general education' courses 

in curriculum. 33 These changes have fostered a more academic perspective within craft 

programming at the universities. And the inclusion of courses in the humanities has often 

compromised the amount of time students can devote to studio production. NBC CD 

introduced an articulated degree in partnership with UNB in 1999, but the successful 

2+ 2 model allows students to spend two full years in craft studios while completing 

their degree at UNB with another two years of study in the humanities. My review of 

institutional literature has shown this commitment to dedicated studio time and the 

applied learning model has never wavered. 

The rise in unemployment rates for Canadian university graduates has led to 

national discourse on the value of a liberal arts education with its emphasis on theory and 

critical thinking.34 Within this context, I found that NBCCD's long-standing commitment 

to applied learning is reflective of a trend gaining renewed support from contemporary 

academic commentators such as Lorraine Wild, an award-winning graphic designer, 

educator and author based in Los Angeles. 

The tacit knowledge required to make something work is not the same 

as a theoretical understanding of the principles behind it. Theory might 

help you understand how to make something better, but craft knowledge 

(sometimes referred to as a "local" knowledge) is necessary to know how 

to begin in the first place. 35 
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From the initial workshops delivered by experienced artisans as part of an 

economic development initiative and throughout its history, NBCCD has been steadfast 

in maintaining that commitment to applied learning. It is encouraging that the tacit 

knowledge associated with this approach is increasingly being recognized in public 

discourse and published literature for its merits not only as a workforce strategy, but also 

as a pillar of many contemporary college and university programs. 

2.2 - Governance 

How has NBCCD s governance model,featuring a civil service manager supervising a 

College Director or Principal and his or her administrative team, influenced institutional 

development, and who has been responsible for academic programming and institutional 

resources? Published data reviewed in annual reports at the Provincial Archives confirms 

that NBCCD has operated as a unit of a government department throughout its entire 

history. Deputy Ministers or Assistant Deputy Ministers within these departments ( 12 

to date) have been responsible for College operations. None have been experienced 

in craft education or arts administration, so maintaining the integrity of academic and 

administrative operations at NBCCD has been delegated to Directors and Principals. 

Although several of these 11 individuals have brought a working knowledge of the visual 

arts, craft education and arts management to their role, the majority have come from the 

province's civil service with business backgrounds and administrative experience similar 

to their supervisors. 

My review of published histories ofNSCAD U and OCAD U and the institutional 

websites of other Canadian art schools confirms this governance model is different to 

that of other art schools, where elected Boards of Governors are the senior governing 

bodies with authority to manage institutional affairs. 36 Boards of Governors normally 

include business and corporate leaders who bring an entrepreneurial spirit to institutional 

development such as program growth and fiscal management. 37 This is quite different 



to the value system that has shaped NBCCD development. Being a unit of government 

NBCCD has never had to adopt an entrepreneurial focus in its strategic planning, or 

compete with other post-secondary institutions for students. Operating as a unit of a 

government department, even when enrolment has dropped below fiscally sustainable 

levels, government managers have maintained operational funding and staffing levels 

have not been affected. 

However, this does not mean the issue of institutional development has not been 

an area of concern for management. Particularly since 1988 when NBCCD became 

a campus within the provincial community college system, departmental managers 

have regularly pondered the College's future, seeking advice from external consultants 

to inform the process. Written from an administrative perspective, their reports were 

included in my literature review to help further my understanding of issues related to 

institutional history such as program focus and facility requirements. Consultant Gerri 

Daigneault wrote one such report in 1988 and did include input from current and former 

instructors as well as the Director George Fry and former Directors, from members of 

the provincial crafts community and from senior civil servants. Daigneault presented 
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a brief overview of the School's history to date, provided data on the economic impact 

of the national crafts community and outlined future options for NBCCD. External 

advisory councils have occasionally provided additional feedback to the process. One 

was established in 1997, but only lasted one year before being disbanded by government. 

Another external advisory council was re-established in 2007 but five years later it too 

was disbanded. Managers within government departments have not been obligated to 

accept recommendations from Daigneault or other consultants or advisory councils, and 

the lack of documentation of NBC CD history suggests that curriculum development and 

enrolment trends have not been top priorities for government. 38 

My review of the reports and accompanying internal memos shows the 

governance model has also created tensions because of the difference in priorities 
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between civil service managers and craft instructors. Government's priorities, policies 

and procedures have not always resonated with instructors whose focus has been 

developing meaningful and creative course content within their subject areas. George Fry 

faced initial opposition from longterm instructors when he was appointed Craft School 

director and began implementing changes to curriculum; I have documented how campus 

principals Janice Gillies, Luc Paulin and Robert Kavanagh faced similar challenges. 

Instructors have been passionate in championing College curriculum throughout its 

development, perhaps the most dramatic instance occurring when government threatened 

closure of the photography studio in 1996, which I document in Chapter 4. By 2002, 

during the term of Luc Paulin, tensions between instructors and administrators at the 

College were serious enough that an external consultant was brought in to facilitate 

two days of meetings designed to foster more constructive dialogue between the two 

factions. 39 Such tensions are not unique to New Brunswick. In writings on government 

and the arts in other provinces, an Ontario Minister of Culture and Recreation describes 

the inherent tensions: 

From a political point of view, the arts present a tremendous dilemma. 

No matter how it is rationalized, the politician is faced with significant 

contradictions in this area and they are inherent in the system itself. They 

produce pressures on government to be increasingly directive in the 

arts, whereas the role of government should be simply supportive. In 

many jurisdictions, Canada included, this dilemma is a source of tension 

between government and the arts.40 

The development of other Canadian art schools suggests that Board governance at 

NBCCD would have enabled the institution to develop its own policies and procedures, 

rather than being accountable to those of government. A Board of Governors could have 

fostered a more open attitude to new ideas regarding its learning environment, rather than 

following policies that reinforced the economic context for crafts training. My review 
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of published literature related to NS CAD U shows that Board governance has led to an 

expansion of programming from an initial focus in the fine and industrial arts to include 

various undergraduate and graduate degrees with majors in fine arts, craft, design, art 

history and media arts. Several publications have documented the school's history and 

today NSCAD U enjoys a national profile, although recently its inability to address 

annual budget deficits has raised concerns about its viability as an independent art school. 

Consultants are currently studying options including amalgamation with a larger Halifax 

university, a reminder that a Board of Governors does not necessarily eliminate all 

challenges, or all tensions.41 

As part of my primary research I have identified the names and titles of 

government department managers and NBCCD Principals and Directors responsible 

for governance from 193 7 through 2012; please refer to my Appendices for a complete 

listing, presented for the first time and in chronological order. 

2.3 - Institutional Development 

How has NBCCD development compared to that of other North American art schools? 

The experiential knowledge gained during my term as NBCCD Director suggests that 

operating within a government department has influenced institutional development 

throughout its history. New Brunswick's ongoing economic challenges have affected 

government's ability to allocate funds to its departments and agencies, including 

NBCCD (officially designated a 'Special Operating Agency'). With an operating budget 

dependent upon government grants and student fees, NBCCD has often been challenged 

to meet budget targets and has struggled to maintain integrity and currency in its 

programming. Only rarely have funds been available for institutional development such 

as professional development activities, the hiring of new full-time staff or upgrades to 

studio infrastructure. 

My literature review shows that at other Canadian art schools, Board governance 
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has fostered a more entrepreneurial spirit and the ability to establish proprietary policies 

and procedures, ones independent of those representing a government bureaucracy; 

in particular, this governance model has allowed more flexibility in fundraising. In 

2012 NSCAD U and OCAD U each raised over $1-million in private sector revenue to 

supplement their government grants and student fees and these funds were allocated 

at their discretion, primarily in support of institutional development.42 At NBCCD, 

government policies stipulate that any private sector donations must be allocated 

exclusively to student scholarships, not to support other institutional priorities such as 

facility upgrades, professional development initiatives, program expansion or outreach 

activities. By contrast, the entrepreneurial spirit of Board governance at other colleges 

has led to curriculum expansion in response to changes to student demographics and 

evolving national and global economies. New revenue associated with larger enrolments 

at these colleges has become increasingly important in an era of government grant 

reductions, in all provinces. 

Along with my review of comparative curriculum and institutional development 

at NS CAD U, OCAD U and the Bauhaus, the history and heritage of several other art 

schools have provided context for my understanding ofNBCCD development. These 

include the University of Alberta's summer arts program in the Banfftownsite in 

Banff National Park. Launched in 193 3, The Banff Centre has grown to become one 

of the world's leading arts and culture institutions.43 It was the model for Director Ivan 

Crowell 's handicrafts program in Fundy National Park, a summer fixture in the province 

from 1951 through 1985, and I reference this association in Chapter 4. 

Art schools in the eastern U.S.A. with a similar, rural heritage include the Black 

Mountain College in North Carolina, founded in 1933, and Haystack Mountain School 

of Crafts in Maine, founded in 1951. Black Mountain was a private sector institution 

that closed in 1956 due to financial difficulties, but Haystack and the other art schools I 

have reviewed continue to offer a range of visual arts courses, including traditional crafts. 



But because of its geographic proximity and program mix NS CAD U remains the most 

relevant institution to consider in terms ofNBCCD development. This is because both 

NSCAD U and NBCCD are located in Canada's Maritime provinces, both are relatively 

small compared to larger Canadian art schools and both off er programs in craft and 

design. 

The geographic proximity ofNSCAD U to New Brunswick (Halifax is a four

hour drive from Fredericton) together with its reputation for creativity and degree

granting status has regularly attracted New Brunswick crafts students; Bachelor of 

Fine Art (BFA) graduates include current NBCCD instructors Beth Biggs, Brigitte 

Clavette, Nancy Blanchard-MacDonald, Craig Schneider and Harriet Taylor. Founded 
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in 1887, NS CAD was a small regional art school until the term of President Garry Neill 

Kennedy. Appointed by the NS CAD Board of Governors in 1967, Kennedy set about 

transforming the institution's program focus from traditional Nova Scotia arts and crafts 

to more contemporary abstract art theory and practice. He hired instructors who shared 

this vision and he invited leading Canadian and U.S. artists including Michael Snow, 

Claes Oldenburg, Andy Warhol and Joyce Wieland to deliver student workshops. In 1969 

'Design' was added to NSCAD's title to reflect the growing importance of design studies 

in the curriculum, followed soon after by the launch of a baccalaureate degree program 

and the move into renovated historic buildings near the Halifax waterfront. In 1973, U.S. 

artist and critic Les Levine proclaimed that NS CAD just might be "the best art school in 

NorthAmerica."44 However, notwithstanding Board governance, Kennedy's initiatives 

and NSCAD's international reputation, the institution is currently facing financial 

challenges and the possibility of amalgamation with another Halifax university. 

At NBCCD there were frequent changes in leadership during Kennedy's 23-year 

tenure in Halifax - seven Assistant Deputy Ministers in six government departments 

supervised five Directors responsible for institutional operations. But even with these 

frequent changes in leadership, development at NBCCD was also ongoing, particularly 
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during the tenure of George Fry who was appointed Director in 1976. Initiatives at 

NBC CD during Kennedy's tenure at NS CAD included a program of visiting artists; the 

college title was changed from the New Brunswick Craft College to the New Brunswick 

College of Craft and Design to reflect the addition of design studies to the curriculum; and 

NBCCD studios and administrative offices moved from WWII portables into a historic 

building in downtown Fredericton. Similarities in institutional development between the 

two schools even included operational challenges. In 1989, two decades before NSCAD 

had to face the prospect of amalgamation, New Brunswick's Department of Youth, 

Recreation and Cultural Resources, the government department responsible for managing 

NBCCD operations at the time, decided to improve administrative efficiencies by moving 

the school within the New Brunswick Community College system. 

My review suggests that Board governance helped accelerate institutional 

development at NS CAD U and other art schools, especially in the areas of programming 

and facilities. Even though fiscal challenges at NSCAD U currently pose a threat to its 

independence it remains a highly respected institution with modem facilities and almost 

800 full-time students. At NBCCD, domicile within government departments has resulted 

in more measured development and enrolment has never grown beyond 290 full-time 

students. The trade-off is that this governance model has ensured continued operations 

even in tough economic times. 

2.4- Operational Development 

How have institutional operations developed and what has been their impact on NBCCD 

development? To gain an understanding ofNBCCD operational development since its 

founding over seven decades ago my research focused on sourcing published information 

dealing with College operations. This research has generated a range of institutional 

publications and internal memos regarding College administration, program promotion, 

studio facilities and community outreach. All feature time-specific descriptions of 
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College operations and while all are written from an administrative perspective, together 

they helped me understand the development ofNBCCD from studios housed in surplus 

WWII huts to the College's current facilities located in renovated heritage buildings. 

Visual elements of my research process complement the review focus on 

written publications. Archival photographs helped place NBCCD facilities within a 

chronological timeline, and my own photographs include several taken on-site ( e.g., 

Figure 11, p.61 and Figure 46, p.123) to bring a visual dimension to the literary narrative. 

2.5- Professional Recognition 

How have artistic achievements of College staff been recognized regionally, nationally 

and internationally, and how has this recognition influenced student success and 

NBCCD s stature within the Canadian craft community? Given its small student 

population, NBCCD has never had a large complement of full-time instructors. Yet 

archival and more recent announcements of awards and professional recognition 

bestowed upon many of them in New Brunswick, Canada and internationally, rival those 

oflarger art schools. This reputation for excellence is a source of pride for the College 

community and has helped fuel the passion and persistence associated with NBCCD. 

Published recognition of professional activities of those involved in craft 

education dates back to the 1930s and the success of full-time studio potters Erica 

( 1913-2007) and Kj eld ( 1900-1963) Deichmann. Among the first craftspeople in North 

America to earn their living solely from the sale of pottery, the New Brunswick-based 

couple helped raise awareness of fine craft and the opportunity for self-employment. 

Accordingly, with the subsequent development of formal craft training at schools such 

as NBCCD, Canadian craft production began to move out of the domestic realm into 

one of entrepreneurship. Self-promotion became increasingly important. Craftspeople 

in New Brunswick and across Canada followed a fine art tradition and entered juried 

competitions and public exhibitions to promote and sell their work. During the early 



years of Handicrafts Branch activity these promotional opportunities included the 

Canadian National Exhibition in Toronto and its juried national craft exhibition; in 
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1949 the Deichmanns won top prizes in two categories as well as 'Best of Show. ' 45 In 

New Brunswick the Women's Institutes sponsored annual handicraft competitions and 

regional fall fairs featured displays oflocal handicrafts.46 Recognition in these juried 

events was an affirmation for entrants of their creative and technical competence. As craft 

programs were introduced in colleges across the country and more artisans pursued full

time teaching positions, these regional and national competitions and craft exhibitions 

continued to help set high standards for Canadian craft production and education. 

Permanent galleries were eventually established within art college facilities, 

including one at NBCCD, providing venues for the display of fine craft and artwork by 

students, staff and alumni. Emily Carr maintains three such galleries for exhibitions 

of work by the university community. NSCAD Uhas two galleries mounting 125 

exhibitions a year with estimated attendance of20,000.47 

Exposure of their work in galleries and recognition in juried competitions helped 

raise the profile ofNew Brunswick crafts and in 1991 art patron Sheila Hugh Mackay 

(1946-2004) created the Strathbutler Award. Today the Strathbutler is valued at $25,000 

and is awarded biennially to an artist or craftsperson "who has made a substantial 

contribution to the province. "48 Winning the Strathbutler is a significant achievement 

for the recipient, moving them into a pantheon of distinguished New Brunswick artists 

and craftspeople. Winners include NBCCD drawing instructor Rick Burns (1949-

2004), jewellery instructor Brigitte Clavette, weaving instructors Susan Judah and Nel 

Oudemans (1919-2002), and art history instructor Janice Wright Cheney. Along with 

jewellery instructor Beth Biggs, professional recognition for instructors Clavette and 

Wright Cheney also includes their election to the Royal Canadian Academy of Arts, 

one of Canada's pre-eminent cultural associations.49 Such high profile recognition of 

their work in fine crafts has earned NBCCD instructors a reputation for professional 
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excellence within Canada's craft community- and beyond. In 2009 work by seven 

members ofNBCCD faculty was accepted into a national juried competition organized by 

the Canadian Craft Federation for display at the Cheongju International Craft Biennale, 

in South Korea. To put this into perspective, craft programs at OCAD U, George 

Brown College and NSCAD U were each represented in Cheongju by the work of four 

instructors. 50 The Internet has enhanced and expanded craft instructors' ability to promote 

themselves and their work, and today faculty information available on NBCCD and other 

institutional websites includes professional experience, links to personal websites, and 

lists ofrecent exhibitions.51 Regardless of venue or promotional vehicle, creating and 

exhibiting personal work ensures professional currency in course delivery, it generates 

interest and respect from culture sector stakeholders, and it fosters pride within work and 

learning environments. 

Since winning the Strathbutler Award, instructor Wright Cheney has continued 

to receive significant professional recognition, both in New Brunswick and outside the 

province. A solo exhibition of her work was presented at the BeaverbrookArt Gallery in 

2012, and the same year her artwork "Widow" was one of 62 Canadian artworks selected 

for the exhibition "Oh Canada" at the Massachusetts Museum of Contemporary Art. 

Wright Cheney's standing grizzly bear covered in felted flowers was a featured artwork in 

this exhibition, billed as the largest survey of contemporary Canadian art ever produced 

outside Canada (Figure 76, p.177). 52 

In 2002 Mackay established the Nel Oudemans student scholarship at NBCCD 

to acknowledge the contributions to arts education of the former instructor and award

winning weaver. Mackay's recognition of student excellence in craft includes a $1,000 

award and is aligned with celebrations of student work at other art schools across the 

country. OCAD U awards over $50,000 annually to students based on academic grades 

while the School of Design at George Brown College regularly publishes an award

winning yearbook to showcase graduating student projects. 53 The 280-page full colour 
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publication is distributed throughout Toronto's culture sector, helping promote graduates 

and through their success, the School of Design. 54 

Promoting student achievement at NBCCD is also a priority, celebrated most 

recently in a 2012 exhibition featuring craft, art and design work inspired by preservation 

areas of the Nature Trust ofNew Brunswick. Curated by Terry Graff, director of the 

BeaverbrookArt Gallery, the student exhibition was presented at the New Brunswick 

Museum in Saint John and the University ofNew Brunswick, Fredericton.55 

2.6- Summary 

My review ofliterature related to my research problem -the lack of documentation of 

NBCCD history- has helped me position my account ofNBCCD development within 

regional, national and international perspectives. It has also introduced me to aspects 

of development that resonate personally. Having worked at The Banff Centre I was 

thrilled to discover that I van Crowell used Banff as a model for his summer workshops 

on the East Coast. And I was intrigued by Gerri Daigneault's 1988 report prepared for 

senior management where she outlined growth opportunities that I was also addressing 

during my tenure 24 years later. She wrote that NBCCD should forge articulation 

agreements with NSCAD U and with UNB; a fourth year should be added to program 

curriculum; budget allocations should be amended to align with College needs; a 

formal program advisory committee should be engaged in College governance; and 

the feasibility of a graduate incubator should be explored. 56 All of these initiatives were 

priorities during my five-year term. I was unsuccessful in forging a formal articulation 

agreement with NS CAD U, but promoting the existing articulated degree program with 

UNB generated significant enrolment growth and an alumni exhibition in the UNB Art 

Centre; an inaugural graduate certificate was launched, in entrepreneurship; an Advisory 

Council was established with representation from the arts, academia and government 

including artist Peter Powning, artist and educator Jennifer Pazienza, retired Assistant 



Deputy Minister Raymond Daigle and UNB President Emeritus John McLaughlin; 

and a comprehensive study was completed on the incubator concept, although to date 

this initiative has not been supported by the Department of Post-Secondary Education, 

Training and Labour, the current government department responsible for NBCCD 

governance. The fact that these issues remain priorities underscores both the measured 

pace of development at NBC CD and ongoing recognition of its potential. 
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In a 1994 speech by former New Brunswick Premier Frank Mc Kenna he 

described what he felt was needed to transform the provincial economy. "It's been too 

easy to cut trees, catch fish and plow land in this province," he declared. "We've never 

had to think. Now it's time to be creative."57 His call to action is reminiscent of today's 

discourse regarding New Brunswick's economic dependence on finite natural resources 

and associated challenges, and validates recent attempts to position NBCCD as a 

recognized resource within New Brunswick's creative economy.58 It is also a reminder 

of how art schools in other provinces have become important drivers of development 

within their respective creative economies, and have been recognized as such in 

published literature. 59 I believe that although it is a smaller school with a different model 

of governance, NBCCD's potential in New Brunswick is equally significant, equally 

deserving of recognition in published literature. 
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Chapter3 

METHODOLOGY REVIEW 

Figure 5. Mrs. Alfred Anderson and her spinning wheel , Maugerville, NB (1948). 
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Introduction 

The lack of organized and comprehensive documentation, and the ensuing effects on 

institutional development, has been the primary problem ofmy study. Throughout I have 

been cognizant of my own perspectives: as an educator with extensive Ontario-centric 

experience; as a graphic designer whose professional priority is the presentation of 

information rather than content development; as an external consultant to NBCCD with 

an administrative project focus; and for several years of this study Principal of an NBCC 

campus and subsequently Director of the College. These personal perspectives, together 

with my passion for NBCCD, resulted in new tensions in my approach to the study 

when I was unexpectedly seconded by government to the University of New Brunswick 

(UNB) in late 2012. At the time I was still immersed in writing this narrative, including 

its account of challenges associated with a government bureaucracy managing a post

secondary institution with a curriculum focus in craft.60 This change in roles heightened 

my sensitivity to research biases. "Researchers must be aware that they could and often do 

influence all aspects of the research," write scholars Howard, McLaughlin and Knight in 

their comprehensive discussion ofresearch theory and practice in academic institutions.61 

My readings confirmed that the tensions I experienced related to those influences 

are reflective of scholarly writings on narrative inquiry theory and methodology. "In 

narrative inquiry," state Canadian academics Clandinin and Connelly, "it is impossible 

( or if not impossible, then deliberately self-deceptive) as researcher to stay silent or to 

present a kind of perfect, idealized, inquiring, moralizing self. "62 

Acknowledging the biases, including my career experience outside New 

Brunswick, my leadership role at NBCCD and my persistence in championing the 

College's potential as a centre of excellence, reinforced the importance of using various 

research methods. 63 These have generated not only new information on institutional 

development, but viewpoints different to my own regarding that development. 

This chapter includes a description of my methodologies and explains my 



rationale in selecting them. The institutional history resulting from these research 

methodologies addresses the study problem, the lack of organized and comprehensive 

documentation ofNBCCD development and the effect on development. And within 

the broader context of Canadian craft history, it addresses the need for recognition and 

documentation cited by Jean Johnson in Chapter 1. 

The methodology I have used in the editing and presentation of visual material 

has featured an 'applied' focus. This is relevant to my history ofNBCCD, where so 
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many aspects of its development in craft and design education are best illustrated with 

documentary visual material capturing the qualities of passion and persistence. This 

approach also resonates with my formal training and professional experience as a graphic 

designer. The sourcing and presentation of visual material is a core activity in the creation 

and production of effective visual communications, whether traditional print literature 

such as books, or contemporary social media such as websites. My professional career has 

included the production and art direction of many award-winning graphic design projects 

and my photographs have been published and exhibited in art galleries. My dissertation 

was yet another opportunity - albeit within the confines of UNB dissertation regulations 

and guidelines - to express my passion for the design process and visual communications. 

Even though its history has yet to be formally documented in published literature, 

my research suggests that NBCCD has had a pervasive influence within the New 

Brunswick culture sector. The phrase 'culture sector' has been defined by Statistics 

Canada as areas of activity positioned within a framework that "categorizes culture with 

groupings of domains and sub-domains that are measurable, distinct, and intended to be 

recognizable to data users," including: 

• Heritage and libraries; 

• Live performance; 

• Visual and applied arts; 
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• Written and published works; 

• Audio-visual and interactive media; 

• Sound recording; 

• Education and training; 

• Governance, funding and professional support. 64 

It has been exciting when my research within the culture sector has led to accessing new 

visual and written information regarding NBCCD, and I have included these discoveries 

in my narrative. In this chapter I explain my rationale in selecting those images that relate 

to my narrative text. 

3.1 - Personal Interviews 

Given the lack of formal documentation ofNBCCD history, and because many instructors 

hired in the 1980s are still teaching at the College, my initial research method featured 

personal interviews. To ensure scope and depth in the personal interview process, 

professor and author John Creswell recommends qualitative researchers "select one or 

more individuals who have stories or life experiences to tell, and spend a considerable 

time with them gathering their stories. "65 As part of my own interview process I 

interviewed over 30 individuals. My approach was personal, reflecting my preference 

for face-to-face dialogue rather than more formal correspondence by email or telephone. 

Some connections to the College spanned five decades of institutional development. 

Their individual perspectives on institutional development and their shared passion for 

NBCCD helped add an important personal dimension to the administrative history I was 

concurrently sourcing in my primary research. 

Following policies outlined in the Tri-Council Policy Statement on "Ethical 

Conduct for Research Involving Humans" and the University ofNew Brunswick's 

Research Ethics Board, I began my face-to-face interviews with a request of each 
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individual to read and sign a form explaining my study and confirming their voluntary 

participation. Then I asked them to explain their background and what brought them to 

the College, with a request to share any significant experiences from their association 

with NBCCD. Depending upon their preference and schedules I met participants at their 

convenience in my College office, in their homes or in their offices. Recognizing that it 

may be difficult for some participants to separate my role as NBCCD Director from that 

of graduate student and researcher, I deliberately designed this process to be as informal 

as possible, encouraging participants to talk candidly as I took notes in longhand with 

no tape recorder to interfere with the conversation, only interrupting when needing to 

clarify details. Participation was voluntary and because of their passion for the institution 

everyone was enthusiastic in recounting their personal experiences at NBC CD. These 

interviews and relevant perspectives comprised an important aspect ofmy research into 

institutional development, particularly for the 1970s and 1980s timeframe when many 

instructors and administrative staff moved to New Brunswick and found employment at 

the College. 

In my interviews, current and former instructors tended to concentrate on their 

personal lives and career experiences, while former College administrators and managers 

within government departments focused on operational issues, again in some instances 

dating back several decades. "Participants are engaged in the unfolding stories they 

share," states educator and author Patricia Leavy, "stories that they restory or replot 

through their own reflective process and with the passing oftime."66 Leavy's use of 

'restory' and 'replot' is deliberate, suggesting that narratives can be retold over time as 

interview participants reflect upon and reassess major life experiences. All interviewees, 

regardless of their personal or professional association with NBC CD and regardless of 

their ability to remember details from many years ago, contributed to an understanding of 

institutional development. In the process of incorporating their stories into my narrative I 

was sensitive to the inherent dangers in editing and transcribing personal histories. In my 
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readings I learned of a high profile case involving the Canadian Broadcasting Corporation 

(CBC). In 1992 the CBC had been accused of using flawed oral history methodologies in 

its three-part television series about WWII, "The Valour and the Horror." 

While veterans felt personally slighted by the documentaries, many 

historians questioned their veracity, complaining of quotes that were 

cut up and misrepresented, gross generalizations without evidence, and 

factual inaccuracies. 67 

So I was very careful not to misrepresent personal histories when transcribing them 

- whether instructional or administrative in origin - within the broader narrative of 

NBCCD development. While I recognized, as Creswell and Leavy have suggested, that 

no recounting of personal stories can be truly objective, I did edit personal anecdotes from 

the interviews to maintain a more formal institutional narrative. Personal stories from 

NBCCD stakeholders could certainly shape another narrative but that is beyond the scope 

of this study. Out of respect for interviewees I shared my edited text of our conversations 

with those who asked, to ensure they were comfortable with my transcription of their 

personal stories. I have not shared my interview notes with anyone; I will be shredding 

them all upon completion of my study. 

Conscious of my role as a senior administrator as well as researcher of 

institutional history, I solicited feedback from various constituencies: 

• Current and former academic staff; 

• Current and former administrative staff; 

• Farmer principals and directors; 

• Farmer government managers; 

• Farmer students; and 

• Culture sector representatives. 

This approach did result in differing perspectives on several issues regarding 



NBCCD development. An example would be the College becoming a campus within 

the New Brunswick Community College system (NBCC) in 1986, a move promoted 

by Armand Saintonge, Deputy Minister in the Department of Historical and Cultural 

Resources and Director George Fry's manager at the time. In our interview Fry recalled 

his disappointment in the cultural shift at NBCCD following this move to the province's 

community college system, from the individualistic work and learning environments 
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he had fostered during the previous ten years of his term to one with centralized 

administration systems driven by computer databases, labour market trends, policies and 

procedures. 68 His recollections were reinforced in my interview with Raymond Daigle, 

a retired civil servant who worked in various government departments throughout his 

career, including a term as Assistant Deputy Minister in the Department of Advanced 

Education and Training, with responsibility for NBCC and the NBCCD campus. Daigle 

also spoke of the difference in institutional cultures and how difficult it was for NBCC 

administrators, used to developing programs in response to employment needs oflocal 

industry, to understand the rationale for specialized craft programs at NBCCD and their 

emphasis on self-employment. 69 

From an instructional perspective, in her conversation with me Karen Burk 

believed the move to NBCC led to more stable institutional funding, where part-time 

teachers could now be offered contracts from one year to the next. She pointed out the 

move benefitted students because with a high turnover of part-time instructors there 

had been little formal documentation of program curriculum or consistency in course 

content and delivery. She stated that with a more stable teaching complement and new 

administrative standards the integrity of curriculum documentation was enhanced. 70 

The personal interview methodology helped provide new perspectives on 

NBCCD history, in this case from a College Director, a government administrator and a 

College instructor. 



3.2 - Historical Documentation 

Concurrent with my interview methodology I began to conduct my primary research, 

sourcing documents with published information and data on specific aspects of College 

history, including: 

• Exhibition catalogues; 

• Internal memos; 

• Government documents; 

• Annual reports; 

• Newspaper clippings; 

• External and internal reports; 

• College promotional booklets, pamphlets and brochures; 

• Archival photographs; 

• Print literature; 

• Contemporary photographs. 

When I began my research into historical documentation at the Provincial 

Archives I was surprised to find that no-one in any of the 12 government departments 

responsible for NBCCD governance had archived institutional data or information. 

So I reviewed annual reports from departments responsible for its management and 

operations, including those of the 1940s (Figure 6 and Figure 7, p.46). Using data 

from these reports I assembled elements of my narrative pertaining to institutional 

development, recognizing that the administrative bias in these reports needed to be 

supplemented with other perspectives. 
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Certain internal memos and correspondence in various files helped in this regard, 

adding context and personal anecdotes to my understanding of many issues related to 

NBC CD development. In his first Annual Report in 1946, Handicrafts Branch Director 

I van Crowell described how he designed a new handicrafts program in response to 

requests from "numerous persons"71 interested in crafts instruction, and the following 
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Figure 6 (left). Cover of New Brunswick Handicrafts brochure (no date). 

Figure 7 (right). Cover of New Brunswick Handicrafts Division brochure featuring "Services and 

Teaching Projects" (1947). 

year he was able to report, "in total we estimate that we taught about ninety groups 

consisting of close to one thousand persons."72 These and other personal recollections 

validated and expanded my research findings related to institutional data. 
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Reviews of published literature introduced me to several key figures within the 

New Brunswick craft community,73 and in the College Registrar 's office I found details on 

staffing and course offerings from the 1980s until Registrar Louise Neveu's retirement in 

2010. I have collated all this information and compiled inaugural listings in Appendices in 

the following categories: 



• A listing of College facilities, and where available, complemented by 

visuals in the narrative; 

• Names and disciplines of visiting artists, 1979 through 1990; 

• Names of those within government responsible for College governance; 

• Authors of external and internal reports on College operations; 

• A listing of College Fellows; 

• Significant awards and scholarships awarded to instructors, 

administrators and students, 1987 through 2012; 

• A list of academic and administrative staffing, 1946 through 2012; 

• Full-time program options; 

• Full-time student enrolment; 

• Advisory Council membership. 

Several of these lists are incomplete because of gaps in the information I was able to 

source; further investigation by other researchers may provide missing facts or resolve 

contradictory evidence. 

3.3 - Visual Documentation 
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The primary focus ofmy visual research was the sourcing of archival photographs 

presenting various aspects of institutional history and development. Initially this proved 

as difficult as sourcing examples of print literature - neither NBC CD nor the Provincial 

Archives had formal collections of historical College photographs. Those provided by 

College staff from individual files rarely had dates or descriptions attached. But within 

New Brunswick's small and interdependent communities, culture sector news travels fast 

and word of my study eventually resulted in the offer of a large box of archival black and 

white photographic prints from Michel Berube at the Department of Culture, Tourism 

and Healthy Living (renamed 'Tourism, Heritage and Culture' in 2012). Subsequently, 
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in a chance conversation at a provincial culture policy meeting with Gail LeGresley, 

Manager of Export Development with Business New Brunswick, I was delighted to learn 

that she had been a student at the College during the late 1980s and long ago had donated 

this archival collection of photographs to the Department. It actually became the norm 

throughout this study that casual conversations with individuals such as LeGresley, many 

with no obvious affiliation to the College, would generate new information or new leads 

through personal connections. 

Photographs constitute an important visual dimension to my narrative, especially 

when they document key individuals cited as influential in College development. 

LeGresley's archival collection of curled, sometimes cracked and musty-smelling 

photographic prints was very welcome in this regard, although few had photographer 

credits, dates or subject identification. Most photographs were documentary in 

composition and content. There were few 'fine art' photographs as described by Canadian 

documentary photographer Fred Herzog when he spoke recently about his work. Herzog 

has spent his lifetime photographing the people of Vancouver's Downtown Eastside, 

and their connections to the city around them. Vancouver was his adopted city after 

emigrating from Germany in the early 1950s. His significant body of work, comprising 

over 100,000 colour images, has been celebrated in an exhibition at the Vancouver Art 

Gallery and in the publication Fred Herzog: Photographs. Herzog understands that his 

documentary images can have multiple interpretations. "Every picture, I've sometimes 

said, has a curve ball in it. They're not just pictures of pretty scenes," he notes. "They're 

pictures that have a curve ball in them which makes you think. "74 

Certainly the photograph I found in LeGresley 's collection of a young female 

weaver transcends documentary photography and has a 'curve ball' in it (Figure 1, p.1 ). 

Carefully posed and wearing makeup, the weaver has been photographed behind a veil 

of threads (technically, the 'warp'), gazing wistfully off-camera into the near distance. 

The image is haunting because the viewer can respond to the girl and her gaze, to the 
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weaving in progress, or to the combination of both, where the interpretation might be 

that the process of creating original handicrafts provides the opportunity for thoughtful 

reflection. I am using this image and several others as visual introductions to chapters in 

my narrative. With my background in photography, design and design education I bring 

the perspective of a visual communicator to my interpretation of the images, and what I 

believe are their iconic representations of the creative process. As a researcher ofNBCCD 

development I bring an historical perspective, presenting the images to provide context to 

the College's development over the years. 

Some of the photographs I see transcending mere documentation, becoming 

iconic visual representations of the creative process. These include ceramics instructor 

Margaret Anne Capper carefully painting a delicate image on the lid of a small clay vessel 

with an extremely thin paintbrush. Her focus on the task is intense, her glaze-splattered 

clothing a reminder of the applied nature of craft production (Figure 10, p.57). The 

photograph of artist Barbara Maccallum captures the intensity of her eyes and assertive 

body language as she leans forward over a student's desk to explain a technique in her 

textiles workshop (Figure 56, p.137). And the spontaneous image of three exuberant 

graduates at the 2012 NBCCD Convocation is at once a celebration of student academic 

success and a reminder of the passion and persistence that defines the College learning 

experience (Figure 102, p.23 7). In visualizing these attributes and values the images 

become iconic manifestations of the College's special learning environment. 

One image I chose for its relevance to NBCCD history documents a pottery 

demonstration by the Deichmanns, the husband and wife team who established one of 

North America's first successful ceramics studios in their home on New Brunswick's 

Kingston Peninsula in the 1930s. Upon reflection I found other layers of meaning in the 

image, reinforcing the importance of critical analysis and questioning the role of women 

subjects in the selection and viewing of documentary imagery (Figure 8, p.50). I found 

the uncredited photograph in LeGresley's collection. It documents a 1952 visit to the 



Figure 8. Kjeld (foreground) and Erica Deichmann demonstrating wheel-throwing and ceramic 

painting techniques at the Rockefeller Center, New York City, NY (1952). 

Rockefeller Center in New York City where the Deichmanns demonstrated ceramic 

production techniques to help promote New Brunswick as a tourist destination. In the 

composition Kjeld sits on a raised bench in the foreground demonstrating throwing 

techniques to an attentive audience, exclusively female and fashionably dressed. He 
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is dressed in dirty work attire and a beret. Erica sits on a low stool in the background 

applying glazes to finished work, her very clean attire featuring traditional dress, apron 

and necklace, and pinned-up coil hair braids. The portrayal of gender identity presented 

in this photograph, through positioning and clothing, suggests Erica is not as important as 

Kjeld in the partnership. He is the centre of attention and the photographic documentation 

does not reflect Erica's prodigious artistic talent and her significant role as studio co-
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partner, not to mention her important contributions to that partnership as wife, mother, 

homemaker and studio marketer. In fact Erica was a pioneer in developing ceramic glazes 

for the studio pottery. "In her lifetime Erica created a staggering number of glazes - over 

5,000-and diligently recorded the formulas," confirms Canadian author and craft and 

design curator Rachel Gotlieb. 75 

In addition to gender representation and how it shapes the culture of the College 

in our imaginations - and actions - an important cultural issue implicit in all these 

photographs, as well as several others sourced in this aspect of my research is related to 

the predominance of women as subject matter (Figure 9, p.52). Growing out of a domestic 

context where pioneer women created functional items for their homes and families, this 

historical tradition of women as crafts practitioners continues to impact College student 

and staff populations - in 2007 the staff demographic was 63 percent female and 3 7 

percent male. 76 Clearly the issue of gender, both in terms of representation and portrayal, 

is an important theme in NBCCD development. Especially because, by inference, images 

featuring women have most likely been significant influencers of public and government 

perceptions of craft practice, of their perception of the institution and its programming, 

and of associated assumptions regarding NBCCD as a potential driver of economic 

development. 77 

As part of my primary research I solicited the help of former administrators and 

instructors in identifying people and places in many photographs. In several instances 

this helped resolve questions regarding identity and dates but unfortunately many more 

remain anonymous. Hopefully further historical research will source additional details. 

When no images existed, in particular of the College's physical facilities, I 

personally photographed sites in Fredericton, Gagetown and Fundy National Park. Before 

my appointments as an academic administrator I studied and taught photography as well 

as graphic design. So these journeys of discovery, researching and photographing sites 

of historical significance to the College, provided a creative outlet as I composed subject 
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Figure 9. Promotional photograph for edVentures' summer workshops, with rug hooking instructor 

Doris Norman (left) and NBCCD student Bronwen Gallagher in the College weaving studio (2012). 

matter in the viewfinder and exposed images in my digital camera (Figure 11, p.61). 

Ultimately my selection criteria for photographs and visual images included: 

• Effective visual composition in the image based on fundamental design 

principles. Wucius Wong, author of classic texts on two- and three

dimensional design, believes these include the interrelationships 

of form; semi-formal and formal structure; contrast of visual elements; 

visual texture; and positive and negative space; 78 

• Suitability of print quality for reproduction, reflecting my professional 

experience as a graphic designer; 

• Relevance of images to text within my narrative, and to other images; 

• Reinforcing chronological historical development at NBCCD based on 

my research and analysis. 

As I reviewed each image I asked myself whether it reflected principles espoused by 
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design theorists such as Wucius Wong. Principles that include the interrelationships 

of forms and the contrast between visual elements; visual texture; the effective use of 

positive and negative space; and the relationship of photographic images to narrative. 

How did it represent College history, as I understood it from my various research 

methods? How did it contribute to related issues such as professional recognition of work 

by staff and students, to curriculum development, facility expansion or governance? How 

was my passion for NBCCD and the integrity of its programming influencing my choice 

of image? While an individual analysis of each image with respect to subject matter, 

visual composition or gender representation was beyond the scope of my dissertation, this 

could certainly be the focus of a future study. 

Once I had answered these questions to my satisfaction and made the selections 

( an ongoing process as I came across new images throughout my research), I had to 

confirm an approximate date for the image and identify subject matter and context. Then 

I had to determine whether they contributed to my overall historical narrative. This 

narrative includes references to individuals associated with the College and many are 

featured in the photographs I selected, making the relationship between image and text 

even more critical, even more interdisciplinary. 

Then I scanned each image - photographs and print literature - at high resolution 

appropriate for print reproduction, retouching in Adobe Photoshop® where necessary if 

the original print was damaged. 

Once I had assembled the images I determined were most appropriate to help 

address my research problem, I capitalized on my formal training and experience in 

photography and design to plan their presentation within my textual narrative. 

3.4 - Presentation 

I decided that a combination of image and text associated with institutional development 

would be most effective in presenting findings from my research. The challenge was 



how best to incorporate visual material, mostly documentary photographs, into a 

format that was informative, engaging, and supportive of College development. Only 

then would I feel confident I had addressed the research problem: the lack of formal 

and comprehensive historical documentation and the effect of that on institutional 

development. Design practitioners and authors Ellen Lupton and Abbot Miller have 

contributed significantly to contemporary design theory and their comments on the 

importance of photography and its relationship to graphic design resonated during 

this design phase of my study. "Photography," they have observed, "is rarely accorded 

attention as one of graphic design's primary resources."79 I was determined to celebrate 

photography within my own layout. Important both to my interdisciplinary approach 

to this study and to my own sensibility as a designer, the next challenge was how best 
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to present selected visual material within the narrative. I began as I would in any design 

project by creating several digital layouts featuring different approaches to the challenge. 

I reviewed them according to my creative criteria and their success in helping address the 

research problem: the need for comprehensive and organized documentation of College 

history and development. These draft layouts included: 

• Integrating images within the narrative to provide visual context to the 

historical development ofNBCCD; 

• Presenting a portfolio of images separate from the narrative, with 

accompanying descriptive and/or analytical text; 

• Combining image and text in subject groupings ( e.g., personalities, 

facilities, artwork, etc.) to create a more obvious reference to similar 

images, and to historical themes within the narrative. 

Milton Glaser has written several books featuring the subject of image and 

text. Glaser is the graphic designer and illustrator best known for his iconic "I Love 

NY" graphic combining typography and a stylized heart symbol. "I was convinced 



that narration - and the dialectic between words and images - was central to all design 

problems,"he has written.80 Glaser's belief in a dialectic or intellectual investigation of 

word and image reinforced the importance of the design challenge in selecting a layout 

for my narrative. 

The final layout is formatted according to my first creative concept, e.g., 

images integrated within the narrative. The integration of photographs, print literature, 

digital imagery and written text reinforces the interdisciplinary nature ofNBCCD and 

skill development in craft and design. "It becomes clear," states Glaser, "that when 

the narrative and the poetic operate together, we can produce our most powerful and 

meaningful work. "81 
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FINDINGS 

Figure 10. Margaret Anne Capper (no date). 
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Introduction 

The New Brunswick College of Craft and Design (NBCCD) is a post-secondary 

educational institution with a program focus in fine craft. This focus would make 
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it unique in any North American jurisdiction but its location in New Brunswick, a 

province on Canada's eastern seaboard with a relatively small population of756,000 

means NBCCD's founding and historical development is of particular interest.82 This 

development has yet to be chronicled. The lack of formal documentation and its impact on 

understanding institutional development is the research problem I am addressing in this 

study. In this chapter I present my findings, presented as an interdisciplinary visual and 

written narrative. 

I was first introduced to New Brunswick in 2004 through an invitation from 

NBCCD Principal Robert (Bob) Kavanagh. He was seeking an external and informed 

perspective on NBCCD programs as part of a curriculum renewal process. My 

background and perspective as an educator came from extensive career experience 

within the Ontario college system. Like most of my colleagues I knew very little about 

New Brunswick, or NBC CD. This would change during my review of programs and 

subsequently during my 5-year term as senior administrator at NBCCD. As I gained 

a deeper understanding of institutional issues and opportunities I came to appreciate 

how College development has been inextricably linked to that of the New Brunswick 

government. Unlike other Canadian post-secondary institutions, NBCCD has been a unit 

of government since its founding as a handicrafts training program. Therefore, to provide 

context for my history I begin with a brief overview of New Brunswick's social and 

economic development. 
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4.1- Context 

In 1867, together with Nova Scotia, Quebec and Ontario, New Brunswick was one of the 

four founding colonies in the federated Dominion of Canada. At the time fishing, farming, 

forestry and shipbuilding provided a livelihood for New Brunswick's workforce. There 

was a :fledgling industrial sector and the population of Saint John was 42,000, making it 

larger than Halifax and comparable in size to Toronto and Quebec City.83 Most ofNew 

Brunswick's population of270,000 was concentrated in coastal communities along the 

shorelines of the Bay of Fundy and Northumberland Strait, in farming communities 

throughout the fertile St. John River valley, and in the towns of Saint John, Moncton and 

Fredericton. With abundant natural resources and related industrial activity the provincial 

economy was relatively strong, and well-established north-south trade routes supported 

export markets along the Atlantic seaboard south to the Caribbean. But Confederation 

brought new east-west trade policies favoring Quebec and Ontario and as a result New 

Brunswick's maritime trade suffered dramatically. The impact on the economy was 

exacerbated by the demise of wooden ships and loss of the province's shipbuilding 

industry in the late 19th century, and by the routing of the new transcontinental 

railroad along the north shore through Moncton to Halifax, bypassing Saint John, New 

Brunswick's year-round ocean port. The province's population grew only marginally 

in the years following Confederation; by mid-20th century it was not quite 460,000. By 

contrast, Ontario's increasingly diversified economy featured a strong manufacturing 

sector and its population had grown to 4-million.84 

Today in New Brunswick the legacy of these developments includes collective 

pride in the province's heritage, acknowledgement of the challenges facing the province, 

and faith in its ability to survive in spite of them. These cultural values, captured in 

my dissertation title "passion and persistence" are manifested in those ofNBCCD and 

permeate the story of its development. As I began to work with instructors and staff in 

2007 on a new strategic plan for the institution, I found their passion for the College and 

its past accomplishments infectious. 



4.2 - Heritage 

From the earliest days of European settlement, New Brunswick's economic dependence 

upon farming, fishing and forestry has meant a rural lifestyle for most of the workforce. 

Even today almost half the province's population lives outside urban areas, the largest 

rural population of any province in Canada except Prince Edward Island. 85 A rural 

lifestyle engenders a culture of self-sufficiency. A stereotypical pioneer landscape can 

still be experienced in Fundy National Park, created in 1948 to preserve and protect a 

segment of the province's Bay ofFundy shoreline (Figure 11, p.61). Within the park 

Herring Cove is the site of a former pioneer homestead. Visitors can walk the fields and 

nearby beaches and imagine how resourceful 19th century settlers would have adapted 

to the isolation and rugged natural environment by using local materials to create 

inexpensive and utilitarian handicrafts for their homes. Traditional handicraft skills 

were handed down from one generation to the next including quilting, candle-making, 

leatherwork and weaving. Hand-woven coverlets, bedspreads, clothing and rugs could 

be found in most homesteads. Wool from domestic sheep was sheared, carded, dyed 

with local wild berries including sumac, elderberry and goldenrod, spun on home-made 

spinning wheels and then woven into cloth using home-made looms, often given pride 

of place in dedicated weaving rooms. 86 An archival photographic print I found during 
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my research portrays a New Brunswick homemaker (Figure 5, p.38). The portrait is 

illustrative of this self-reliant lifestyle. Mrs. Anderson is the subject of the photograph 

and according to the handwritten note on the print's verso she was 80 years old when the 

photograph was taken in 1948, living in the village ofMaugerville, a farming community 

just downriver from Fredericton. She is standing in front of her rural home alongside her 

spinning wheel. While there is no documentation of why the photograph was taken, nor if 

and where it was published, her pose appears to have been carefully arranged to illustrate 

the self reliance of New Brunswickers and the importance of handicraft production 

within a rural lifestyle. The photograph has a timeless quality and is evocative of New 

Brunswick's pioneer heritage in handicrafts. 



Figure 11. The beach at Herring Cove on the Bay of Fundy, Fundy National Park, southwest of 

Alma, NB (2011 ). 
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The province's low population density and vulnerable economy meant New 

Brunswick property values have always been inexpensive compared to property in 

central Canada. Ocean beaches, fertile river valleys and forested Appalachian highlands 

have attracted artists and craftspeople, drawn by the inspiring natural landscapes and low 

cost ofliving. Former NBCCD Director George Fry, who moved to the province himself 

in the 1960s, included poet Elizabeth Brewster's poem "Ifl Could Walk Out Into The 

Cold Country" with its description of New Brunswick landscapes in his 1990 book, The 

Landscape of Craft. 

Ifl could walk out into the cold country 

and see the white and innocent dawn arise: 

the mist stealing away, leaving the low hills 

bathed in pale light; the pink unreal sun; 

the jagged trees stabbing the cold, bright sky; 

ifl could walk over stubble fields white with frost 

and see each separate small beaded blade 

loaded and edged with white; or climb the fence 

of grey and twisted wood, to find and eat 

the crab-apples in the pasture, sharp with frost; 

ifl could shelter, shivering, in a clump of woods 

to watch the chill and beautifying day go past; 

perhaps I might find again my lost childhood, 

a ghost blowing with the November wind, 

or buried in the wood, like those dead pioneers 

whose tumbled tombstones I found overgrown with brambles, 

their names erased, in an unfrequented way. 87 

In 193 7, responding to the devastating economic and social impact of the Great 

Depression, the provincial government used federal funds to develop an outreach 
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program to enhance handicraft production by rural New Brunswickers. Then in 1950 

a summer program, envisioned as a tourism strategy for the province, was launched in 

Fundy National Park near Herring Cove. These initiatives, grounded in New Brunswick's 

tradition ofrural handicraft production, constitute the heritage ofNBCCD. My study 

begins with this heritage and documents the ensuing seven decades of applied learning in 

craft, a continuing focus of program design and delivery. 

4.3 - Handicrafts Branch 

Perhaps the most successful of the many artists and craftspeople who were attracted to 

New Brunswick because of the province's natural beauty and affordable land prices were 

Erica (1913-2007) and Kjeld Deichmann (1900-1963), husband and wife studio potters. 

Their success was influential in the launching of government outreach programs in New 

Brunswick in 193 7 and the creation of a Handicrafts Branch in 1946, the heritage of 

NBCCD. 

Erica Deichmann was born in Wisconsin to Danish parents. She first met Kjeld 

in Saskatchewan, where her father, a Lutheran pastor, was touring Danish-Canadian 

settlements. Kjeld was a philosophy graduate of the University of Copenhagen and 

had recently immigrated to Canada to work on a prairie farm. The couple moved east 

and married in Saint John in 1932. They purchased a plot ofland at Moss Glen on the 

Kingston peninsula.88 Running south between an arm of the St. John River and the 

Kennebecasis River, the peninsula has attracted European settlers since 1783 when it was 

the site of the first Loyalist settlement in New Brunswick. The combination of forested 

hills and vistas of broad stretches of open water has always appealed to visual artists and 

craftspeople as well as farmers and merchants, and the current population of3,000 live 

throughout the peninsula in rural homes and the villages of Moss Glen, Kingston and 

Shamper's Bluff. The Deichmanns attempted to establish a working farm, unsuccessfully, 

but they found clay on their property and decided to return to Denmark to learn more 
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about craft production. Although formal training in craft was restricted to members of 

the Danish Handcraft Guild, Kjeld did learn how to build a kiln from a friend and the visit 

exposed the couple to the significance of contemporary craft production in Europe. They 

returned to Moss Glen with a new vision: rural self-sufficiency not as farmers, but as 

studio potters. 

They named their property Dykelands after dykes that had been built on their 

property ( and, one has to believe, with a nod to their surname). Their new ceramic work 

was influenced by their exposure to modernist design in Denmark, a style inspired by the 

Bauhaus, the influential German arts and fine crafts school founded by architect Walter 

Gropius in 1918. The school closed in 193 3 as a result of political pressure from the Nazi 

regime but art schools throughout Europe and eventually North America incorporated 

elements of the Bauhaus curriculum. Craftsmanship and functionality were emphasized 

along with graceful, well-proportioned forms. These characteristics became synonymous 

with the Deichmanns' work, making it qualitatively different from functional pottery 

being produced in New Brunswick at the time. Using clay excavated from their property, 

all their pieces were hand thrown and one-of-a-kind. Recognizing their initial difficulty in 

generating sales, the New Brunswick Museum purchased many pieces to help their cash 

flow and in the process established what is now an invaluable collection of Deichmann 

pottery.89 Production of their work was integrated into a rural lifestyle, and that lifestyle, 

combined with Erica's pioneering work with ceramic glazes and tireless promotional 

efforts began to attract visitors and buyers from across the province and throughout New 

England. The Deichmanns even travelled to New York City for a public demonstration 

of their craft to help promote New Brunswick as a tourist destination (Figure 8, p.49). 

Capitalizing on their success, in 1956 the provincial government helped them purchase 

a house in Sussex near the new Trans-Canada Highway, bringing them closer to tourist 

traffic and the potential of even higher sales volume. Erica's exploration of ceramic 

glazes and surface treatments led to the creation of over 5,000 new formulae. She loved 
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the colours turquoise and pink in her glazes and when she moved to Fredericton following 

Kjeld's death in 1963 she even decorated her home accordingly.90 

In the 1950s a National Film Board documentary celebrated their work and their 

self-sufficient lifestyle. This publicity, combined with their own promotional efforts and 

the integrity of their work helped the Deichmanns become some of the first craftspeople 

in Canada to earn a living through their craft. Prior to their success in New Brunswick, 

North American pottery had been produced in industrial settings or in the studios of 

part-time hobbyists. The Deichmanns played a seminal role in establishing fine craft 

production as a viable entrepreneurial activity in Canada. 

The Great Depression devastated the New Brunswick economy, and the 

Deichmanns' success suggested to government that rural New Brunswickers could earn 

income independent of traditional resource-based industries such as fishing, farming and 

forestry. Their Kingston Peninsula pottery studio and its growing reputation presented 

new opportunities for provincial economic development. If traditional handicrafts could 

be revisited and renewed, rural New Brunswickers' dependence on social assistance 

would be reduced and income taxes would increase, resulting in additional revenue for 

government. Promotion within and outside the province could build the tourism industry 

and boost related income for residents. Therefore government support for training 

in handicrafts in the late 193 Os was a very practical idea, an economic development 

initiative. 

Another factor in government support for handicraft training could have been 

the recent success of applied arts programming at New Brunswick's Mount Allison 

University. Located in Sackville, Mount Allison had a long tradition ofinnovative 

educational leadership. In 1875 it was the first university in the British Empire to grant 

degrees to women, and the first to off er a Canadian degree in fine arts, in 1941. The 

Owens School of Fine Arts at Mount Allison had established an applied arts curriculum 

in 1910 and by 193 7 the School's Applied Arts Department offered a three-year certificate 
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designed for aspiring craftspeople and teachers, and a two-year diploma program with 

a focus on studio production. 91 Under the leadership of Director Ellis Roulston ( 1910-

1973) both programs featured dedicated training in crafts, including ceramics. Until her 

retirement in 1949 instructor Christian Harris McKiel (1889-1978) often looked to Erica 

and Kjeld Deichmann for guidance.92 

So in 1937 the New Brunswick Department of Education decided to take 

advantage of a federal-provincial initiative, the Dominion-Provincial Youth Training 

Project.93 Created to address high levels of unemployment resulting from the Great 

Depression, the project offered$ I-million in federal funding to help provinces train 

young people from rural communities in various trades, including traditional handicrafts. 

New Brunswick projects included forest conservation, surveying of Crown Lands 

and prospecting, women's courses in household work, agricultural training for men 

and women, home making - and handicrafts. 94 Accordingly, during 193 7 one-month 

handicrafts courses were offered in 62 rural communities throughout New Brunswick, 

with 600 women and girls completing classes in spinning, dyeing and weaving techniques 

that year.95 The Deichmanns, Gagetown weaver Pat Jenkins and other New Brunswick 

artisans were hired as instructors. 

Handicraft training was put on hold during WWII, but in 1946 the New Brunswick 

government formed a Handicrafts Branch to support development of traditional 

handicrafts training and appointed Dr. Ivan Crowell (1904-2003) as inaugural Director. 

The Branch operated as a unit within the Department of Industry and Reconstruction, a 

governance model that continues to the present day. Born in Caledonia, Nova Scotia, I van 

Crowell taught in that province's public school system before attending the University of 

New Brunswick where he graduated with an undergraduate degree in forestry science in 

1927. He earned his Ph.D. in forestry from Harvard University and was teaching botany 

at McGill University when he accepted the government's offer of a $3,600 annual salary 

and moved to Fredericton and a new career as an arts administrator.96 
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Crowell organized an outreach program based on the federal Youth Training 

Project of 193 7. Utilizing a Fredericton-based tractor-trailer to transport weaving looms 

to rural communities throughout the province, instructors taught weaving to local 

residents at workshops in town halls or in the comfort of their own homes (Figure 12, 

p.68). The initial commitment was modest. For example, $2.84 was spent on Handicrafts 

Branch advertising in Fredericton's The Daily Gleaner newspaper and $4.49 was spent 

on wool from Briggs & Little's Woolen Mill in York Mills. Today's weaving and felting 

students at NBC CD continue to be enthusiastic about the quality of woolen yarns from 

this 150-year old New Brunswick mill (Figure 13, p.69). 

In his introduction to the 194 7 Handicrafts Branch booklet "Services and 

Teaching Projects" Crowell outlined the original focus of the Branch's handicrafts 

training programs. 

'Learn by doing' is a fine old motto that applies today as well as it has 

for many generations past. It is a living, active and progressive motto. It 

seems to apply particularly well to the Handicrafts programme that is 

now being built up in New Brunswick. This programme, though just in 

its youth, envisages a range of creative craft activities that we feel will be 

particularly interesting and useful to you. 97 

In fact this motto and accompanying pedagogical model have driven crafts 

education at the College throughout its first seven decades of development and continues 

to be the foundation of current course delivery. The traditional apprenticeship model, 

where a student learns technical skills from a master craftsperson, is a time-honoured 

one that predates the industrial revolution and the establishment of specialized art 

schools such as the Bauhaus. Handicraft training had been the domain of European 

craft guilds beginning in the 17th century and as the Deichmanns discovered when they 

visited Denmark 300 years later the model was still being used to maintain professional 

standards. Applied learning in fine craft is still the contemporary pedagogical paradigm 



Figure 12. Participation in handicraft workshops helped reinforce a sense of community in rural 

New Brunswick (no date). 

in post-secondary education. The master/apprentice model addresses the need for high 

levels of technical skill associated with the design and production of handmade craft 

objects. 
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With the cooperation of the University of New Brunswick (UNB) Crowell created 

a training centre with administrative offices and teaching facilities housed in a surplus 

WWII army hut on the university 's Fredericton campus. He revisited and formalized the 

province's pre-war initiative in outreach programming, promoting on-site instruction to 

organizations and groups in local churches, schools and community centres throughout 

New Brunswick. In particular he encouraged veterans, the unemployed and hobbyists to 

participate in Handicrafts Branch training programs. He assembled a team of part-time 

instructors including weavers Adele Ilves and N el Oudemans, both recent immigrants 

from Europe, and local wood turner Alfred Pringle to deliver training in spinning and 

weaving, wood turning, rug hooking, leather making ( slippers, gloves, belts and purses 
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PURE VIRGIN WOOL 

Briggs & Little 
AVAILABLE HERE 

Figure 13. Contemporary promotional placard for Briggs & Little Woolen Mills (no date). 

and billfolds) and lino block printing (for personal Christmas cards). 

Instructor Adele Ilves was born in Estonia and moved to New Brunswick after 

WWII. Initially hired by Crowell to teach weaving in his community outreach program, 

she eventually taught during the summers in Fundy National Park and during the winter 

in Fredericton. Her specialty was the woven placemat with an emphasis on advanced 

technical skill (Figure 14, p.70). Alfred Pringle was a New Brunswicker from Cross 

Creek, a hamlet northeast of Fredericton, and was hired by Crowell in 1951 to teach 

woodturning for the Handicrafts Branch. Pringle had won first prize for a sandwich plate 

and fruit bowl carved out of Birdseye Maple (native to New Brunswick) in the handicrafts 

competition at the 1948 Canadian National Exhibition in Toronto. At the Branch he 

developed his own 'Pringle Chisel,' manufactured in Fredericton with carboloy ( tungsten 



Figure 14. An Adele llves woven placemat, awarded first prize in the 1953 national handicrafts 

competition at the Canadian National Exhibition, Toronto, ON (1953) . 

carbide) tipped steel. The handheld chisel cut into a spinning hardwood disk up to four 

times faster and more smoothly than contemporary wood turning tools (Figure 15, p. 71 ). 

Contemporary photographs of wood turning objects such as goblets show a mastery of 

technique combined with visually pleasing, functional forms (Figure 16, p.71). 
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Crowell 's promotional efforts were successful and in the first year of operation 

nearly 90 groups participated in the outreach program, with almost 1,000 men and women 

taking advantage of the low cost ($1.50 for four classes, including materials) and on-site 

workshop delivery. 

Inspired by the tradition of craft guilds in Europe, in late 194 7 Crowell hosted the 

inaugural meeting of the New Brunswick Guild of Craftsmen in his renovated army hut 

on the UNB campus (Figure 17, p. 72). Participants created an organizational framework 
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Figure 15. Alfred Pringle demonstrating his 'Pringle Chisel' (circa 1953). 

Figure 16. Wood-turned goblets (no date) . 
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Figure 17. A 1948 meeting of the Executive Council of the Guild of New Brunswick Craftsmen. 

With her back to the camera is weaving instructor Adele I Ives. To her right, also with his back 

to the camera, is woodturner instructor Alfred Pringle. On Pringle's right is Handicrafts Branch 

Director Ivan Crowell, founder of the Guild in April, 1947. Standing in the rear is Ellis Roulston, 

Guild President from 1948-49 and Director of the Applied Arts program at Mount Allison 

University. Seated to his right is Kjeld Deichmann, potter and first Guild President (1947-48) . On 

Deichmann's right is Violet Gillett, a designer from Perth-Andover, New Brunswick and consultant 

to the Handicrafts Branch. To her right is Avery Shaw, Curator of Art at the New Brunswick 

Museum in Saint John. And seated in the left background with the bonnet is Miss Lawrence of 

Loomcrofters, Gagetown (1948) . 

for craft education under the auspices of the Handicrafts Branch, and lay the groundwork 

for public craft fairs to raise the profile of craft production throughout the province. Kjeld 

Deichmann was elected President and Erica was elected Chair of Ceramics. Handicrafts 

Branch wood instructor Alfred Pringle was elected Chair of Woods, Ellis Roulston from 

Mount Allison University was elected Chair of Metals, and Crowell himself chaired the 

Publication and Library sections. The Guild of Craftsmen, Canada's oldest provincial 
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crafts organization, continued to meet regularly and has evolved into today's New 

Brunswick Craft Council. The Council's mandate remains true to the vision of Crowell 

and his colleagues: the promotion of good craftsmanship among members and the public. 

Crowell was always looking for new opportunities to promote handicrafts training 

and expand the outreach of his Handicrafts Branch. In the 1948 Department oflndustry 

and Reconstruction annual report he documented the outcome of what would be a 

particularly significant conversation. 

Some seventeen years ago, the teaching of Arts and Crafts was begun 

in the BanffNational Park of Alberta: It has now grown to have [an] 

international reputation; it has attracted so many students that a branch for 

teaching art is being established at Jasper. The greatest growth has taken 

place during the past few years. In recent discussions with its director, I 

have learned that the National Parks Branch of the Federal Department 

of Lands and Mines is prepared to cooperate with us in promoting the 

teaching of Arts and Crafts in our Fundy National Park. 98 

Fundy National Park was created in 1948 by the federal government and its 

natural landscape included a dramatic ocean coastline, the highest tides in the world 

and steep forested hills of the Acadian Highlands ecosystem. Although Fundy's setting 

couldn't compare with that ofBanff, Canada's oldest national park established in 1885 

in the heart of Alberta's Rocky Mountains, Crowell recognized the potential for another 

summer arts and crafts school located within inspiring natural surroundings on Canada's 

east coast. 

The Banff School of Fine Arts cited by Crowell was established in 1933 (not 1931 

as stated in his report) as a summer drama program located in a community hall in the 

Banff townsite, an extension program of the University of Alberta funded by the Carnegie 

Foundation ofN ew York. 99 Over the years The Banff Centre has grown in size and stature 

to become Canada's creative leader in art and culture, welcoming visual artists, dancers, 



musicians, writers, Aboriginal artists and business leaders from across the country and 

around the world. Crowell envisioned Alma, the small fishing village on the outskirts of 

Fundy National Park as an East Coast centre of creative activity similar to Banff. 
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There were other examples, albeit further afield. During the 1930s Mohandas 

'Mahatma' Gandhi (1869-1948) had earned an international profile as leader of the 

non-violent Indian independence movement and Crowell must have been aware of his 

efforts to revitalize traditional rural crafts. One of Ghandi's key independence strategies 

involved the promotion of indigenous hand-spinning and hand-weaving. Gandhi himself 

had adopted the traditional Indian 'dhoti' and shawl, woven with yarn he hand-spun on 

a 'charkha' or spinning wheel. The weaving strategy was designed to reduce dependence 

upon imported British goods by promoting economic development in impoverished 

villages throughout the Indian sub-continent, a strategy similar to the one envisioned on a 

much smaller scale for New Brunswick. Of note is that since gaining independence from 

Great Britain in 194 7 the domestic Indian textiles industry championed by Gandhi has 

grown to become the second largest in the world after China, generating four per cent of 

the country's gross domestic product and employing about 38-million workers. 100 

As the Handicrafts Branch expanded its operations, the Fredericton head office 

moved from UNB to another surplus WWII military hut on the Exhibition grounds, 

providing new and more permanent space for year-round delivery of handicrafts classes. 

Along with organizing these classes, coordinating New Brunswick School of Arts and 

Crafts summer programming and promoting the Branch with examples of contemporary 

weaving (Figure 18, p. 75), Crowell organized craft exhibitions in regional fall fairs and 

encouraged the development of regional craft associations (Figure 19, p. 7 6). These 

venues provided an opportunity for craftspeople throughout the province to showcase 

their work and generate sales. Many had attended workshops conducted by Handicrafts 

Branch instructors and this exposure was reflected in the crafts on display: weaving, 

wood turning and wood carving. To build a case for further development of New 
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Figure 18. Woven runner (79 x 29 cm) with stylized illustrations of handicrafts and the typographic 

title "Handicrafts Branch Fredericton N.B." (no date). 

Brunswick handicrafts he followed Pringle's lead and took representative work to the 

Canadian National Exhibition in Toronto. The 'Ex' was founded in 1879 and had grown 

to become the world's largest annual exposition, where handicrafts from all regions of 

the country were displayed for adjudication and prizes. In 1949 the Deichmanns won top 

prizes in two categories as well as 'Best of Show' and six other awards, confirming the 

calibre of handicrafts being produced in New Brunswick was setting the standard for the 

country. 

4.4 - New Brunswick School of Arts and Crafts 

Following two years of planning, in 1950 Handicrafts Branch Director Ivan Crowell 

launched his summer handicrafts program (Figure 4, p.17). The venture was named "The 

New Brunswick School of Arts and Crafts" and it featured a schedule of workshops in the 

newly opened Fundy National Park. Crowell wrote the introductory text to the program 

booklet, identifying his target audience as vacationers with an interest in crafts: 

One of the dreams of many people, especially teachers, hobbyists and 

craftsmen, is to have a holiday which combines wonderfully restful 
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Figure 19. Handicrafts display including work by Handicrafts Branch consultant Violet Gillette at a 

New Brunswick Craftsmen's Fair (no date). 

recreation and opportunities to learn or to advance the craft of their choice. 

The New Brunswick School of Arts and Crafts combines these dreams. 101 

This was the official beginning of a formalized crafts curriculum, eventually 

institutionalized in year-round programming in Fredericton and then at the New 

Brunswick College of Craft and Design (NBCCD). The inaugural 1950 summer 

workshops introduced participants to crafts disciplines ( e.g. wood turning) using hands

on skill development in the production of craft projects (e.g. wooden goblets). The 

workshops were delivered over one or two days, sometimes a week in length. Throughout 

the College's subsequent development Crowell's 'learn by doing' pedagogical model 

has been maintained, reflecting his original 194 7 rationale for handicrafts training in 

support of economic development and tourism. Today craft students at NBCCD usually 

study in one or two-year programs and graduate with an academic credential such as a 



certificate or diploma (although pathways include an applied degree option at UNB), 

having experienced intensive applied learning within a particular studio discipline 
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(e.g. ceramics). With the introduction of undergraduate degrees to their programs other 

Canadian art schools such as Sheridan College and NSCAD U have been required by the 

standards of their provincial quality assessment boards to supplement craft curriculum 

with theory and 'breadth' courses. As a result the duration of their programs has been 

extended even further, from one or two years to four, making the educational commitment 

of aspiring craftspeople twice as long ( and more expensive) as those at NBCCD .102 

Summer classes in 1950 were delivered in and around the village of Alma, a 

fishing village situated at the mouth of the Salmon River on the Bay of Fundy just east 

of the newly opened Fundy National Park. Handicraft workshops in weaving, wood 

turning, leatherwork, rug hooking and candle-making offered the combination of applied 

learning and outdoor adventure. Workshops were delivered within a natural setting 

overlooking the ocean, fostering a learning environment combining creative discovery 

with recreational adventure. Registrations for the summer program were encouraging; a 

measure of success was the increase in orders for yarn from Briggs & Little, up from $4 in 

194 7 to $189 four years later. 

The range of rustic accommodations available for participants in the National Park 

included tent sites ($1.00 for 2 weeks) and small cabins ($2.00 per day). The inspiring 

landscape and workshop fees of only $1.00 per day attracted participants from New 

Brunswick, Boston and New York City. 103 Recognizing the tourism potential ofCrowell's 

summer program, the federal government provided funding for the construction of nine 

workshop cabins set in the woods of the new National Park. The cabins were linked by 

flagstone walkways, creating an inviting and intimate woodland campus. 

Coincidentally, in 1950 a group of American craft artists founded Haystack 

Mountain School of Crafts, down the eastern seaboard on Deer Island, Maine. Similar in 

concept to Crowell's vision for the New Brunswick School of Arts and Crafts, Haystack's 
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summer workshops were designed to teach handicraft skills in ceramics, block printing, 

weaving and woodworking. The school was a private sector initiative funded by 

endowments and student fees rather than public funding from a government department. 

To remain competitive and attract an increasing number of fee-paying students, Haystack 

has expanded over the years beyond traditional skill development in craft. Today the 

school offers a range of credit courses in the visual arts as well as fine craft, delivered in 

partnership with the University of Southern Maine and Maine College of Art. 

To build awareness in the U.S. northeast of the New Brunswick alternative 

to Haystack, Crowell worked with Canada's Department of Trade and Commerce to 

organize a 1952 display ofNew Brunswick handicrafts at the Rockefeller Center in 

New York City. The display included a pottery demonstration by the Deichmanns and a 

weaving demonstration by Rollande Gervais of the Madawaska Weavers. 

But not everyone in the provincial government was impressed with Crowell 

and his entrepreneurial initiatives south of the border to promote local handicrafts. In 

1956 Fred Phillips, Assistant Director in the Tourism Bureau, wrote to his Director R.A. 

Tweedie expressing concerns (laced with thinly veiled sarcasm) about Crowell 's report of 

a visit to advertising offices of Life and McCall s magazines in New York City, and their 

encouraging reception to his off er of articles on New Brunswick crafts. 

When anybody mentions 'free publicity,' I immediately presume that he 

is either naive himself or thinks we are. The editors did not tell the Dr. 

[Crowell] that 85 per cent of the slush pile [submitted articles] is returned 

unread and that 95 per cent of the free publicity is simply thrown away. In 

this case I feel there is some inclination to have the Bureau feed the cow 

while another milks it. 104 

But Crowell was persistent in his efforts to promote New Brunswick handicrafts. 

Information on the New Brunswick handicraft program was indeed published in 

American popular magazines, and throughout the 1950s the School of Arts and Crafts 



continued to host U.S. tourists at summer classes in Alma and Fundy National Park. 

Woodturning was a favorite workshop. In the cabin studio Pringle and his assistant 

Don Bustin supervised classes of eight students who paid $1.00 a day to create finished 

wooden bowls on lathes using New Brunswick's indigenous Birdseye Maple. The cabin 

was not large enough to accommodate all eight lathes in one room so Pringle had to be 
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on constant alert, listening for any change in sound in the adjoining room indicating 

someone was experiencing difficulties with the sharp blades. Over the years students 

began to come to Alma specifically to attend workshops with instructors such as Pringle 

and with Adele Ilves, both of whom were earning awards in woodturning and weaving. 105 

Crowell 's promotion of summer workshops featured annual program booklets. 

Over 1 7 years the program evolved with the addition of handicraft training in enamelling 

and jewellery, rug hooking, basketry and lampshade making. By contrast, cover designs 

and layouts of these one-colour promotional brochures changed very little. Although 

typographic layouts varied, the presentation of text and visual imagery remained in a 

horizontal format dividing the school's title and location from a listing below of session 

dates and administrators (Figure 20 and Figure 21, p.80). From 1960 through 1964 even 

the cover photograph remained the same. The absence of creative development in the 

design of this promotional material may be reflective ofCrowell's pedagogical approach 

to handicraft training and its emphasis on tradition. Just prior to retirement he recognized 

the need to "improve the design of the articles being made."106 

From the outset Crowell's introductions to these program booklets capitalized on 

the attractiveness of a package that would later be termed a 'learning vacation.' 

The combination of a school of Arts and Crafts, where a wide range of 

handicraft projects are taught, plus a woodland National Park by the tidal 

Bay of Fundy, where there are unlimited opportunities for relaxation -

well, there's just nothing else like it anywhere. 107 

In 2008 the City of Fredericton combined elements of'education' and 'adventure' 
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Figure 20 (left). Cover of New Brunswick School of Arts and Crafts program brochure with a 

photograph of the Visitor Centre at Fundy National Park (1951 ). 

Figure 21 (right). Cover of New Brunswick School of Arts and Crafts program brochure with a 

photograph of Alma community hall, venue for summer handicrafts workshops (1956). 

to create the term ' edVentures,' the title for a summer program of craft and culture 

workshops developed in partnership with the New Brunswick College of Craft and 

Design. Although based in studios and labs in the College 's downtown Fredericton 

campus, and managed and marketed by a municipal rather than provincial government, 

the program is similar in concept and appeal to Crowell 's original summer handicrafts 

program of the 1950s. 

Reflective of Crowell 's promotional efforts in New York with the Deichmanns 

and Roland Gervais, almost half the summer program participants were from outside 
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the province. A 1952 analysis of the geographical demographics of students showed that 

30 per cent were from the United States, primarily New England, with 55 per cent from 

New Brunswick and the remaining 15 per cent from other provinces.108 This distribution 

pattern reinforced the historical importance of the province's economic and cultural ties 

with the eastern seaboard, and validated the role that handicraft training and sales could 

play within a regional provincial tourism strategy. 

While the summer handicrafts program was gaining momentum and stature, 

the School of Fine and Applied Arts at Mount Allison was struggling with rising costs, 

declining enrolment and mounting deficits. This has been a scenario all too familiar in 

Canadian post secondary art departments and art schools. Visual arts and crafts course 

delivery requires expensive equipment and specialized teaching staff. When combined 

with low enrolment and limited job opportunities for graduates the requisite levels of 

public funding can be hard to justify. In 1957 MountAllison asked the School's Director, 

LawrenP. Harris (1910-1994), sonofLawren S. Harris (1885-1970) of Group of Seven 

fame, to form a committee to review the department's future. A graduate of the Boston 

Museum School, Harris had come to Mount Allison in 194 7 following his service as an 

official war artist with the Governor General's Horse Guards. In an oblique reference 

to Crowell's success with the Handicraft Branch the committee reported, "handicraft 

courses are not necessary for the development of handicraft in the Atlantic Provinces, 

since that field is well looked after by the provincial governments. "109 Encouraged by 

painting teacher Alex Colville they also questioned whether applied arts programming 

should be delivered at a university, with its scholarly emphasis on research and 

critical thinking. 110 In 1960 the Mount Allison senate disbanded the programs. m Allan 

Crimmins, Director of the School of Arts and Crafts from 1969-1971, has said that if the 

Mount Allison program had not been suspended there would have been no need for the 

Handicraft Branch and its evolution into a publicly-funded post-secondary institution 

dedicated to fine craft education: the New Brunswick College of Craft and Design.112 

Lawren P. Harris was eventually appointed full professor in 1961 and served as 



Head of Mount Allison's Fine Arts Department until 1973. MountAllison continued to 

deliver visual arts curriculum leading to a Bachelor of Fine Arts degree, and many other 

noted Canadian artists have been associated with the program over the years including 

Alex Colville, Tom Forrestall, Christopher Pratt and Mary Pratt. 

Into the 1960s handicrafts continued to be taught in community centres around 

New Brunswick, with around 2,000 students a year completing workshops in weaving, 

woodturning, leather crafts and clay. In 1957 Jeannine Dugas was hired to help Adele 

Ilves teach weaving as part of the outreach program. Born in a village near Caraquet, 

New Brunswick, Dugas studied home economics in Placerville, Quebec where she 

was introduced to weaving as part of an informal program of study. She worked in 

Edmundston for three years prior to moving to Fredericton and the Handicrafts Branch 

(Figure 22, p.83). She enjoyed the work and eventually delivered weaving courses year

round in Fredericton until her retirement in 1983 .113 

Another Caraquet native and one of the most successful students from this 

era was Leopold F oulem. He studied ceramics at The Craft School during the 1964 

-'65 academic year and subsequently moved to Quebec where he has established an 

international reputation as an acclaimed ceramist and teacher. 114 F oulem returned to 

82 

The Craft School in 1977 to conduct a ceramics workshop and went on to win the Jean 

A. Chalmers National Craft Award in recognition of his 30-year career in ceramics. In 

1986 his work was recognized with the Saidye BronfmanAward for Excellence in Craft, 

Canada's highest award in craft. Although the Bronfman selection committee neglected 

to recognize The Craft School by name, they did note Foulem's success in leveraging his 

initial craft training in Fredericton into a post-modern creative paradigm. 

Although the conceptual base of his practice originates from within the 

craft tradition, it deals primarily with contemporary issues of post-modern 

aesthetics, thus elevating the current discourse about ceramics, and 

challenging generally-held perceptions of what is considered craft. 115 



Figure 22. Jeannine Dugas with students (no date). 

Crowell continued to manage all Handicraft activities from his office in 

Fredericton, holding a traditional ten o'clock 'tea time' every morning with staff. This 

meeting lasted 3 0 minutes - no more, no less - and was an opportunity for issues 

and concerns to be discussed within a collegial atmosphere. 115 Perhaps discussions 

anticipated the 'current discourse' mentioned by the Bronfman selection committee 

because Crowell wrote that "design is becoming an even more important part of the 

programme" in his notes for the 1963 annual report for the Department oflndustry and 

Development. "We no longer do general teaching of crafts of a hobby nature," he stated. 

In the early 1960s the government was beginning to build dams along the St. 

John River to generate hydroelectric power needed to support new mining operations 
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in northeastern New Brunswick. The Mactaquac Dam project near Fredericton would 

eventually create an artificial lake (the 'Headpond') in the St. John River Valley extending 

some 60 miles upriver from Mactaquac to Woodstock. The initial reaction from people 

living in the area was to protest construction of the dam and the flooded river valley 

because they faced the imminent loss of their homes and farmland. They were concerned 
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for their livelihood. So Reginald Tweedale from the New Brunswick Electrical Power 

Commission, the organization coordinating dam construction, visited the Tennessee 

Valley Authority and their recreated historic villages near dams constructed in the 1930s 

and 1940s. Based on his observations in Tennessee he recommended to government the 

construction of an outdoor history museum in the Mactaquac Head pond area. Since all 

extant buildings dating from the arrival of the Loyalists in the 18th century would be 

destroyed when waters rose behind the new dam, it was proposed that a recreated village 

featuring some of these buildings, similar to those Tweedale had seen in Tennessee, 

would preserve not only local history but present the story oflife in the province up to 

Edwardian times. The project had tourism potential, it offered employment prospects for 

local residents who were losing not only their homes but also their traditions and their 

means of income, and it was seen as an appropriate contribution to Canada's Centennial 

celebrations being planned for 1967. 

Coincidentally at the same time I van Crowell was proposing a recreated pioneer 

village with working equipment and authentic buildings "to pay tribute to the skill 

and ingenuity of our early settlers, not only by assembling in one area their houses, 

their churches, their stores, workshops, schools and taverns, but by bringing their 

occupations to life."117 His plan was similar but different to that ofTweedale and the 

Power Commission. He also saw the project as a celebration of Canada's Centennial, 

with the potential for out-of-province tourism. But rather than locating on the Headpond 

he recommended it be located in the village of Springdale, just off the Trans-Canada 

highway on the road to Fundy National Park - and the School of Arts and Crafts. His 

enthusiasm for the project was not completely altruistic. He wanted to direct tourists to 

Alma handicraft workshops and he was hoping for a venue to showcase his extensive 

personal collection of rural artefacts. In a 1962 report, written in third person, Crowell 

stated, "considerable pioneer equipment was available," adding unabashedly that his aim 

"was to set up a modest tourist attraction so that he [Crowell] would have an activity when 

he retired."118 



Crowell's recommendations and aspirations notwithstanding, in 1966 the Power 

Commission began moving buildings and historic farm equipment to a designated site 
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in Lower Prince William, upriver from Fredericton near the banks of what would soon 

become the Mactaquac Headpond. Crowell had been an antique collector for many years, 

driving throughout the province from 1960 through 1966 collecting artefacts in rural 

communities and private homes-including those about to be affected by the Mactaquac 

Dam. He kept very good provenance records of his collection, still considered one of 

the best 1960s-era provincial research collections assembled by a private collector. His 

pioneer equipment inventory included a gristmill and sawmill, a brick oven circa 1830, 

farm wagons and sleighs, and various farm implements. 

Realizing his retirement plans would have to be revisited, in 1969 Crowell 

placed his collection of artefacts on the lawn of the Royal Canadian Mounted Police 

headquarters in Fredericton, now Government House, and sold everything. Kings 
> 

Landing did obtain nearly 2,000 items from his collection although Crowell sold some 

larger, more valuable pieces such as horse drawn vehicles and Loyalist furniture to 

American antique dealers. Many private collectors acquired items, including Leonard 

O'Brien, future Lieutenant-Governor ofNew Brunswick, who came down from 

Miramichi on the fifth day of the sale to purchase what was left. 11 9 

Several directors managed Kings Landing before David Webber was appointed 

to bring new urgency to the project. "Progress had been agonizingly slow up to the 

arrival of David Webber," says Darrell Butler, currently Chief Curator, "but this quickly 

changed and he pushed everyone to make Kings Landing the best museum of its kind in 

Canada."12° Kings Landing officially opened to the public in July 1974 and as a living 

museum it continues to provide a unique learning experience for New Brunswickers and 

out-of-province visitors. 

After a lengthy tenure highlighted by success in revitalizing handicraft training 

and craft production in the province, in championing the founding of the New Brunswick 
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School of Arts and Crafts and witnessing the evolution of handicrafts from part-time 

hobby status to a vocation for entrepreneurial craftspeople, Dr. Ivan Crowell retired in 

1969. Unfortunately his vision of a New Brunswick summer arts school based on the 

Banff model did not materialize, in part because travel time to Alma from major urban 

centres in the East was a factor (the drive from Calgary to Banff is only an hour and a half 

and from Edmonton three hours, while even today the drives from Boston or Quebec City 

to Alma on divided highways are at least nine hours), and in part because his emphasis on 

technical training rather than creative development seemed out of step with contemporary 

trends in crafts towards the end of his term. Other east coast schools such as Haystack 

Mountain School of Crafts and NS CAD U were expanding their range of visual arts 

programming with a learner-centered curriculum featuring creative exploration as well as 

focused skill development in craft and design disciplines. 

NSCAD U had been founded in Halifax in 1887 as the Victoria School of Art 

and Design by a committee of citizens led by British teacher Anna Leonowens of' King 

and I' fame. In 1967, while Director Crowell and Chieflnstructor Allan Crimmins were 

offering leatherwork, sundry crafts and weaving courses at Fundy National Park, NS CAD 

U President Garry Neill Kennedy was working with faculty and staff to "create a college 

that would be on the cutting edge of contemporary art. "121 'Design' had been added to 

NSCAD's name to reflect the importance of design studies, together with degree-granting 

status and a move from facilities near Dalhousie University to a complex ofrenovated 

shops and warehouses in historic downtown Halifax. Kennedy brought in high-profile 

avant-garde artists from New York to lecture, teach and inspire students and faculty, 

helping NSCAD position itself as a destination for talented and motivated students 

looking for the best education in fine art, craft and design. The list of visiting artists 

included Americans Robert Frank and Claes Oldenburg, and Canadians Greg Curnoe, 

Michael Snow and Joyce Wieland. 

At the School of Arts and Crafts handicrafts training was unapologetically 



building on New Brunswick's heritage of traditional crafts production. This was a very 

different curricular focus from that being developed at NSCAD and Haystack where 

courses in critical thinking were being added to those featuring skill development, 

helping to formalize the study of creativity and innovation. In New Brunswick most 

contemporary observers agreed with the proven applied learning model at The School 
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of Arts and Crafts, including the author of The Arts in New Brunswick, an overview of 

provincial culture published in 1967 by the government's New Brunswick Travel Bureau. 

Since most people of the province are conservative by nature, not too 

many craftsmen are adopting the modem or international type of design 

incorporating 'free forms.' Possibly this is not a detriment since a 

distinctively New Brunswick style is emerging through all the various 

influences to bring recognition, not only to the skilled hands which create 

them, but to a province which is proud of them. 122 

Upon retirement Crowell focused on learning more about pewter. He and his wife visited 

pewter factories in England and Ireland and eventually he was skilled enough to conduct 

a workshop for craft students at Sheridan College. His work was functional and designed 

with market appeal. 

I learned how to do it by hand, as a hobby, in Connecticut. I went to 

Manchester, Birmingham, and learned how to do it professionally, and 

bought professional equipment and brought it home. At one time I was 

employing ten people, so I had quite a little business there. One of the 

things that sold very well were Maritime Province wine cups. 123 

Through his mentoring of students such as Martin Aitken, Crowell is credited with 

introducing handcrafted pewter production to Canada. Although pewter had been 

produced in New England since colonial times, Aitken credits Crowell for reviving the 

craft in the 20th century (Figure 23, p.89). Aitken left Fredericton High School before 

graduating ( at the time located in what is now the Justice Building on Queen Street, 



adjacent to the College of Craft and Design), and with encouragement from his father 

Philip he apprenticed with Crowell. He and eventually 40 other students worked in 

the basement ofCrowell's home on Albert Street in downtown Fredericton, paying for 

the privilege and learning how to produce functional and decorative objects out of the 

malleable metal during a six-month apprenticeship (Figure 24, p. 89). Several of the 

apprentices continue to maintain retail outlets in the region and Aitken has three stores 

of his own. His first shop opened in Fredericton in 1972 and is located today on Queen 

Street across from his old high school and the downtown campus of the New Brunswick 

College of Craft and Design. The others are in Saint John and Halifax. Today Aitken is 

discouraged by the gradual decline of public interest in pewter, due to what he believes 

is a cultural shift away from locally-made handicrafts in favour of cheaper imports 

from China. Of note is that not only are the imports cheaper but unlike their domestic 

equivalents they are exempt from testing for lead content. His staff has dropped from 32 

employees six years ago to ten in 2012 .124 
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Crowell's focus on pewter production took over his life and "I worked myself into 

a state of weakness," he recalled in a 1998 interview. 125 His wife was concerned about his 

health and convinced him to sell his business and take up weaving. Prior to working in 

pewter his first love had been woodworking but he had been building looms and weaving 

tapestries for many years. Five years into retirement and mentored by weaver and former 

Handicrafts instructor N el Oudemans ( 1919-2002) he left pewter and refocused on the 

weaving oflarge tapestries, initially based on drawings by Mike Francis, a Mi 'kmaq artist 

from the village of Big Cove on Elsipogtog First Nation. 

Crowell's mentor Nel Oudemans was born in Holland and studied textiles in 

Norway, Sweden and Holland before moving to New Brunswick with husband Jack in 

194 7 (Figure 25, p.90). Her expertise in weaving was technical rather than creative. "My 

purpose is not innovation," she explained, "but exploration. I explore the techniques 

and traditions of various cultures in order to express my experience in textile."126 
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Figure 23. An Ivan Crowell pewter cream and sugar set with pewter tray (no date). 

Figure 24. Martin Aiken and his pewter display at a New Brunswick craft fair (no date). 
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Figure 25. Nel Oudemans (no date). 

This approach was of course aligned with that of Crowell and the emphasis on skill 

development in handicrafts and he hired Oudemans to deliver workshops as part of his 

post-war outreach program. She remained associated with provincial crafts training for 

over two decades. In her introduction to the booklet accompanying a retrospective solo 

exhibition shown at the UNB Art Centre and the New Brunswick Museum, in 1998 and 

1999 respectively, fellow weaver, teacher, arts and crafts advocate and exhibition curator 

Charlotte Glencross wrote ofOudemans' singular contributions to provincial craft 

development. 

Nel Oudemans is New Brunswick's pre-eminent weaver. She has received 

many honours including the province 's two most prestigious awards in 



the arts: the Strathbutler Award and the Excellence Award. A key figure in 

craft, she contributes her knowledge and experience both by example and 

by countless acts of encouragement to beginning weavers, craftspeople 

and artists. Nel gives her assistance generously to the New Brunswick 

Crafts Council and the New Brunswick College of Craft and Design.127 
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With his new appreciation of Scandinavian design imparted by Oudemans, advanced 

technical skills and large looms allowing him to weave tapestries up to 12 feet wide, 

Crowell was able to create over 1,000 wall hangings over the next 30 years, including 100 

that are now part of the permanent collection of the University of New Brunswick. This 

collection includes a bicentennial series of university buildings, based on drawings by 

UNB 's artist-in-residence at the time, Fredericton painter Bruno Bobak (Figure 26, p.92), 

and several other series featuring student residences, heraldry and figures from childrens' 

literature. 

In 1985 the City of Fredericton commissioned Crowell to create a series of 27 

tapestries to celebrate the city's own bicentennial. Completed over a three-year period 

with designs by Fredericton painter Gertrude Duffie, they were based on W. Austin 

Squire's book, Fredericton: The Last 200 Years and can be seen today hanging in City 

Hall council chambers. The university accepted his last work in 2001 and it features the 

poem 'The Plan of the Master Weaver' embroidered on linen with red and black yarn, 

UNB 's official colours. Interviewed in 1973, Crowell said that his work in crafts and his 

life with wife Olive ('Ollie') made him "one of the luckiest men in the world."128 

Some local weavers saw their market share decline as a result ofCrowell's 

donations to UNB and were not always appreciative of his generosity to local institutions 

and organizations, but regardless of his reputation within the local weaving community 

Crowell's overall contributions to New Brunswick handicrafts were significant (Figure 

27, p.93). 129 These contributions were recognized with membership in the Order of 

Canada in 1973 and an honorary Doctorate of Letters from the University ofNew 



Figure 26. Tapestry (cotton warp, wool weft, 112 x 155 cm) of Memorial Hall, University of New 

Brunswick, Fredericton, NB. Woven by Ivan Crowell from a sketch by Bruno Bobak (1980). 

Courtesy University of New Brunswick. 

Brunswick in 1996. As his eyesight deteriorated he donated his looms to the Fredericton 

Historical Society and arranged for his body to be used for medical research after his 

death. He established a weaving scholarship in his name at NBCCD, which continues to 

be awarded every year to a student producing excellent work in the fibre arts studio, and 

he donated financial gifts to the Fredericton Community Foundation. Dr. Ivan Crowell 

died in 2003 at the age of 99. 
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Figure 27. Retired Director Ivan Crowell on a home-made stool with large tapestry loom (circa 

1970). 

4.5 - Crafts and Entrepreneurship 
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School of Arts and Crafts instructor Allan Crimmins was the son of an aspiring physician 

who joined the Royal Canadian Air Force during World War II. His father was lost in 1944 

when his Supermarine 'Spitfire' was shot down during a mission over France. Born in 

194 3, Crimmins was raised by his mother who studied applied arts with Ellis Roulston 

at Mount Allison University. She later moved with her son to the town ofRothesay 

near Saint John to assume the role of Headmistress at Rothesay Netherwood School, a 

private preparatory academy. Crimmins attended the Saint John Vocational High School 

at a time when the city of Saint John was home to a particularly vibrant art scene. As a 

student he was inspired by his art teacher Ted Campbell, whose uptown studio on Prince 



William Street became a gathering place for artists, writers and craftspeople. It was here 

that Crimmins was introduced to painters Fred Ross (b.1927-2014), Miller Brittain 
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( 1912-1968) and Jack Humphrey ( 1901-1967) and potters Erica and Kjeld Deichmann. 

Crimmins attended Mount Allison University and then the Pennsylvania Academy of 

Fine Arts before working summers as an instructor in New Brunswick at the School of 

Arts and Crafts. 130 He brought this formal education in the arts and his New Brunswick 

teaching experience to the role of Director of the Handicrafts Branch upon Ivan Crowell's 

retirement in 1969 (Figure 28, p.95). 

Handicrafts classes in Fredericton had originally been delivered in the WWII hut 

on the Exhibition Grounds, but in the late 1960s the school moved into leased space on 

the second floor of the Palmer-McClellan Building on Argyle Street (Figure 29, p.96). 

Built in 1913 as a factory and tannery, the three-story brick building was taken over by 

the province when the factory closed and today remains a home for government offices in 

what was once Fredericton's industrial centre, close to the Hartt Shoe and Boot Factory 

building (1899), Chestnut Canoe factory (1921) and train station (1923). Although the 

facility was not ideal for the specialized requirements of a craft school, Crimmins and 

staff found the brick construction reassuring after the impermanence of the wooden 

WWII hut on the Exhibition Grounds. 

In 1968 the inaugural Festival of Crafts was held at the new Mactaquac Provincial 

Park, located on the banks of the Head pond of the Saint John River. Charles Van Horne, 

Minister of Tourism in the Robichaud government, wanted to hold events in the park to 

raise its public profile and he asked the New Brunswick Crafts Council to organize a 

festival over the Labour Day weekend. 131 The Council had gained experience organizing 

annual crafts festivals at Fundy National Park during the School of Arts and Crafts 

summer program. Although the Festival took a few years to become popular with the 

public, by 1976 first-day visitors were lined up waiting for Mactaquac gates to open. 

Attendance that year was estimated at 10,000 and sales of crafts totaled over $45,000. The 



Figure 28. Director Allan Crimmins (centre) with Department of Tourism Deputy Minister Hazen 

Gorman (left) and craft collector Edward Legere (1980). 

Mactaquac Arts Festival continued to be held at the provincial park until 1999 when it 

was amalgamated with the New Brunswick Fine Craft Festival, held at Officers' Square 

in downtown Fredericton every Labour Day weekend. In its last year at Mactaquac 

Provincial Park 60 craftspeople from across the province were selling their work but the 

festival's popularity had been in steady decline and total attendance that year was 3,500. 

The 1970s were exciting years for crafts in New Brunswick and indeed across 

Canada and the U.S. To help promote a thriving crafts scene the provincial government 

published a booklet "Craft Country: New Brunswick" to direct residents and tourists 
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to art and craft studios throughout the province. "Whatever your taste in crafts may be," 

stated the introductory text, "New Brunswick is alive, active and producing some of the 

best works in NorthAmerica."132 The listing of craftspeople represented a 'who's who' of 
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Figure 29. Palmer-McClelland Building, Argyle Street, Fredericton, NB (2012) . 

the provincial crafts community and most were affiliated in some way with the College. 

Artists Brigitte Clavette, Allan Crimmins, John Geldart, Charlotte Glencross, Frank 

Horvath, Susan Judah, N el Oudemans, Peter Powning, Jon Sawyer, Craig Schneider, Joan 

Shaw, Tom Smith, Peter Thomas and Ken Valen were listed, along with retail craft outlets 

Aitkens Pewter, Loomcrofters, Mactaquac Glass Works and Opus Craft Village. 

An increased emphasis on attracting full-time students to The Craft School 

and its post-secondary programming in Fredericton led to a new look for promotional 

literature, with some program covers designed by students (Figure 30 and Figure 31 , 

p.97). As opposed to the static design of Handicraft Branch summer program brochures, 

these were more reflective of contemporary design influences. In fact the integration of 



The New Brunswick 
Craft School 

Figure 30 (left). Cover panel (two-colour offset lithography, 1 Ox 23 cm) of New Brunswick Craft 

School promotional brochure. Design by first year student Elma Johnston (1975). 
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Figure 31 (right). Cover panel (Two-colour offset lithography, 1 Ox 23 cm) of New Brunswick Craft 

School promotional brochure. Design by Gordon Clover (1977). 
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colour, abstract artwork and lower case typography suggested the influence of modernist 

European design principles being introduced in The Craft School's curriculum. 

In 1970 Crimmins was invited to speak at the World Crafts Council Conference 

held in Dublin, Ireland. His talk, "Crafts and Tourism: The Importance of Craft-

Based Industries" referenced strategies being implemented in Europe in support of 

his suggestion that New Brunswick could become more self-sufficient through craft 

production. 

It would be interesting to speculate what might be our situation if New 

Brunswick's neighbours, instead of being Upper Canada and the United 

States, were Denmark, Austria, Switzerland and Norway. These countries 

depend very greatly on the craft-based industries; and by these I mean 

pottery, glass making, furniture making,jewellery work, work done in 

precious metals, fine leather, textiles and paper based industries. All are 

achieved through a very high level of design content. 133 

He went on to present data from Germany claiming that small craft studios ( with 

under ten staff) employed a total of 4,800,000 workers and generated DMl 54-billion 

(CDN$18-million), or 10.3 per cent of the Germany's Gross National Product (GDP). 

Data was similar in other northern European and Scandinavian countries. He stressed 

the importance of design as a contributing factor in the success of craft-based industries, 

even recommending the creation of a provincial design centre associated with the Craft 

School. 134 His recommendation for reinventing the provincial economy through design 

still resonates in New Brunswick where public discourse regularly features the topic of 

more diversified provincial economic strategies.135 

Later that year in the provincial election Premier Robichaud was voted out of 

office and Richard Hatfield and his Progressive Conservatives formed the government. 

Although Crimmins had enjoyed his role as Director of The Craft School he was first and 

foremost an artist. He was anxious to return to full-time production pottery and when 



Hatfield personally asked him to stay on as Director to ensure administrative continuity, 

even offering Crimmins a $4,000 raise as incentive, he declined. 136 
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The following year he and fellow potter William Norman (b.1942) formed a 

partnership to capitalize on the growing public profile for crafts and they made plans for 

studio production of high quality work for local and regional markets. Gail Crawford has 

described Norman in her book Studio Ceramics in Canada as "dynamic, a potter with an 

innate sense of business organization and the energy to work sixteen hours a day," while 

she described Crimmins as "personable, an instinctive diplomat with good connections 

and a flair for the artistic."137 

At the time Kings Landing was being built across the Headpond, upriver from 

Mactaquac Provincial Park. The two entrepreneurs recognized the benefits oflocating 

their studios close to these two new tourist attractions and they bought five acres ofland 

just outside the park on Keswick Ridge, overlooking the St. John River. 

The St. John River is one of the largest rivers on the east coast ofNorthAmerica, 

rising in the forested highlands of upstate Maine and running southeast for 673 

kilometers through New Brunswick to the Bay of Fundy at Saint John. New Brunswick's 

Aboriginal culture has lived near the river and within its watershed for thousands of years 

and Wolastoqiyuk First Nation, the Maliseet, call the river "Wolastoq" or "good and 

beautiful river."138 The French explorer Samuel de Champlain sailed into the mouth of 

the river on June 24, 1604, the feast day of Saint John the Baptist, hence the Euro-centric 

name commonly used today. Over the next 300 years the river served as home and as 

a transportation corridor for Acadian, Loyalist and northern European settlers, and as 

a major artery of culture and commerce in Atlantic Canada. The river flows through 

deep gorges on its way through the Appalachian Highlands in northern New Brunswick, 

while in its lower reaches below Fredericton the river broadens to meander through a 

verdant valley before meeting the highest tides in the world as it empties into the Bay 

of Fundy at Saint John. For artists and artisans, whether Aboriginal or European, the St. 



John River has always been an inspiring natural feature of the regional landscape. The 

new provincial park and surrounding hills and valleys offered an ideal setting for the 

creative enterprise envisioned by Crimmins and Norman. The most recent artist to be 

inspired by the river was NBCCD instructor Craig Schneider, who created "Wolastoq," 
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a 30-foot mural comprised of 1,000 hand-painted ceramic tiles. The response to a juried 

commission sponsored by the City of Fredericton, the mural was installed in the lobby of 

the city's new Convention Centre in 2012 (Figure 32, p.101). 

Crimmins and Norman called their studio 'Keswick Ridge Craftsmen' and 

began making and selling functional stoneware featuring distinctive designs. They 

used professional marketing and distribution strategies to sell their pottery and the joint 

venture grew quickly. In 1972 glassblower Martin ('Marty') Demaine (b.1942) joined 

the partnership to create the first one-person glass studio in Canada, and three years 

later, in June 1975, together with four other craftspeople the three partners opened Opus 

Craft Village (Figure 33 and Figure 34, p.102). 139 Crimmins had originally proposed 

the Opus concept based on his knowledge of successful contemporary craft villages 

in Kilkenny, Ireland and Fredrikstad, Norway. In New Brunswick the participating 

artists shared ownership ofland, helped construct four studio buildings on a site across 

the road from Mactaquac Park, and bought supplies collectively to reduce individual 

expenses. 14° Crimmins followed Crowell's management style and insisted on regular and 

open communication. Communal lunches facilitated discussions of topical issues and 

concerns, followed by an hour of volleyball. 

Open year-round, Opus Craft Village capitalized on the heightened public profile 

for crafts nurtured over the past four decades by the Deichmanns, Crowell and other New 

Brunswick artisans. Annual sales oflocally made crafts grossed $100,000. Opus Village's 

reputation soon attracted emerging artists from across the province eager to work with 

and learn from experienced craftspeople. Pat Stanley from Rothesay, New Brunswick left 

a general arts program at the University ofNew Brunswick to assist Marty Demaine at 



Figure 32. Craig Schneider (centre) at the official unveiling of his ceramic mural Wolastokuk 

(background, 9 x 3 m) at the Fredericton Convention Centre, with local culture sector 

representatives Caroline Walker (left), Nadia Khoury, Anne Bertrand, Imelda Perley and Angela 

Watson (2012). 
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Mactaquac. Then in 197 4 Stanley left to enroll in the glass program at Sheridan College in 

Ontario, followed by studies at the School of Design and Visual Arts at Georgian College 

in Barrie, Ontario. He returned to New Brunswick to assist Demaine during the summers, 

earning a salary of$50 a week. 141 



Figure 33. Opus Village partner Bill Norman working at the potter's wheel (no date). 

Figure 34. Opus Village partner Marty Demaine demonstrating glassblowing technique, 

Mactaquac Arts Festival (1975) . 
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4.6 -A Burgeoning Crafts Scene 

In Ontario a burgeoning crafts scene was similar to that of New Brunswick. In addition to 

well-established community college craft programs at the Lorne Park campus of Sheridan 

College and Georgian College in Barrie, new ones at Algonquin College in Ottawa and 

Toronto's George Brown and Humber colleges were attracting growing numbers of 

students. 

Karen Smith was creating a vibrant arts department at Georgian, located in the 

town of Barrie just north of Toronto. Born in Brandon, Manitoba, Smith (1927-2012) had 

studied at the Southern Alberta Institute of Technology and Art (now the Alberta College 

of Art and Design) and OCAD and was hired in 1968 to teach interior design at Georgian. 

She had a vision for a central Ontario arts school and was appointed founding Chair of 

Georgian's School of Design and Visual Arts (SDVA), a department that was to offer 

some of the country's leading college craft and design programs during the 1970s and 

1980s. 

Smith went for established, talented, young, practical artists. She wanted 

excellence and she wanted teachers who were artists in their own right. 

One by one, she singlehandedly built a Design Arts faculty that became a 

formidable force for the arts community. 142 

Like Crowell and Crimmins in New Brunswick, Smith brought her experience in arts and 

education to an institutional leadership position located outside an urban centre, helping 

SDVA achieve a reputation for excellence rivalling larger art schools in the cities of 

Vancouver, Calgary, Toronto, Montreal and Halifax. 

Many renowned craftspeople, visual artists and designers were attracted to Barrie 

and the School ofDesign and Visual Arts at Georgian. Robin Hopper (b.1939), a studio 

potter, taught there from 1970-1972. He left to devote his time and energy to personal 

studio pottery on the west coast. He has written several books on functional ceramic 

production techniques and was the inaugural winner of Canada's Saidye Bronfman 
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Award for fine crafts, in 1977. Ann Mortimer was a 1972 graduate of Georgian and also 

taught there for many years. She is an elected member of the Royal Canadian Academy 

of Arts with work in the permanent collections of the Gardiner Museum of Ceramic Art, 

the Canadian Museum of Civilization and the Art Gallery ofNova Scotia, and she has 

served as President of the Canadian Crafts Federation. Don Stuart taught weaving in 

Pangnirtung, Nunavut and he founded Georgian's jewellery program while teaching there 

from 1972 through 2001. A graduate of OCAD and the School for American Crafts in 

Rochester, N.Y., his award-winning work is in the permanent collection of the Canadian 

Museum of Civilization. He has served as President of the Canadian Crafts Council 

and the Royal CanadianAcademy of Arts (RCA), and was the first Canadian to serve as 

President of the Society ofNorthAmerican Goldsmiths (1996-2002). Stuart is an elected 

member of the RCA and also a recipient of the Order of Canada. 

All three of these distinguished craftspeople travelled to Fredericton as visiting 

artists during the 1980s. Hopper was so impressed when he visited The Craft School 

that he proclaimed it one of the best places in North America to learn how to be a potter. 

All continue to be active in their studios near Victoria, British Columbia (Hopper), and 

Newmarket and Barrie, Ontario (Mortimer and Stuart respectively). 

Although programs such as SOVA were thriving during the 1970s, the high cost of 

dedicated studio equipment and supplies required for the delivery of visual arts and fine 

crafts curriculum, combined with low enrolment and limited job prospects for graduates, 

has always been a challenge for program administrators. Black Mountain College had 

closed in 1957 and applied arts programming was suspended at Mount Allison in 1960. 

Then during the late 1980s Georgian's ceramics and glass programs were suspended 

along with programs in furniture design, industrial design and weaving. 

On Prince Edward Island (PEI) an outreach handicrafts program, modelled on 

Crowell's New Brunswick initiative, had been launched in 1953. A 'Handicrafts Van' 

sponsored by the provincial Department of Agriculture toured the island staffed by "two 
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smart young women, well trained and experts in their field," delivering courses in sewing, 

weaving, glove making and leather craft to rural residents. By 1964 a Handicraft Training 

Centre had been established in Charlottetown and a summer campus similar to The New 

Brunswick School of Arts and Crafts offered courses in wood turning to tourists in North 

Rustico. "Newspaper and magazine travel writers from other Provinces and the United 

States visited the school seeking information and taking pictures," reported Handicraft 

Director Muriel Lister, one ofCrowell's former students (Figure 35, p.106). "From their 

remarks I believe this school, and a similar one in New Brunswick's Fundy National 

Park, are the only two of their kind."143 A directory of PEI craft shops and craftsmen was 

published annually to promote crafts to tourists and residents but by 1967 the outreach 

program had been discontinued and the North Rustico summer school closed in 1973. In 

1976 the Centre became part of Holland College, founded in 1970. Renamed Holland 

College School of Visual Arts, its Director Henry Purdy led a process of program 

expansion but the School faced enrolment and financial challenges and it too closed its 

doors in the early 1990s.144 

At its peak Opus Village housed seven craft studios and 25 craftspeople, and was 

a destination for collectors and visitors from New Brunswick and throughout the region 

who revelled in the combination of original fine craft production and the natural beauty of 

the St. John River valley. 

But the success of Opus was a mixed blessing for partners Crimmins and 

Demaine, both of whom preferred to be creating original crafts rather than running a 

retail business. In 1976 they began to talk about selling Opus. Newly appointed Craft 

School Director George Fry wrote to his Deputy Minister Normand Martin citing the 

craft village's profitability, its tourism appeal and potential as an incubator for College 

students. Fry recommended that government consider purchasing Opus - the asking price 

was $150,000. But government was not interested and two years later the craft village 

was sold to a local businessman. He had difficulty establishing a productive working 

relationship with the artisans' collective and within six months Opus closed its doors. 145 
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Figure 35. Ivan Crowell (left) with Muriel and Percy Lister, two former students who moved to 

Prince Edward Island to organize a Handicrafts program based on the New Brunswick model (no 

date). 

Stanley moved to PEI with his wife Helen, a potter. Their son Aidan graduated 

from the College of Craft and Design in 2003 , returned for further studies and in 2008 

was awarded the Nel Oudemans Memorial Scholarship, established by New Brunswick 

art patron Sheila Hugh Mackay in Oudemans ' memory six years earlier. Sawyer and 

his wife Kathy moved to St. Andrews, New Brunswick where they opened "Jon Sawyer 

Glass" in 1988, selling his work from the studio and later through "Serendipin' Art," the 

art gallery and fine craft shop operated in St. Andrews since 1993 by Ken Valen. Sawyer 

died unexpectedly in June 2012, leaving behind his studio, his wife Kathy and their two 

sons. 146 
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After selling his share in the craft village, Crimmins tried to convince Premier 

Robichaud to buy buildings on the main street of Gagetown, for $100,000. Many of the 

properties were for sale and he believed the province could capitalize on the success of 

Opus to create a cultural centre celebrating local artisans and providing a year-round 

attraction for residents and tourists. Robichaud pondered the proposal for several days but 

decided against it. 147 As with several of Crimmins' ideas and proposals, this one continues 

to resonate. In 2012 Trevor Holder, Minister of the Department of Culture, Tourism and 

Healthy Living announced funding for a study conducted by Gagetown resident and 

consultant Leone Pippard to look at the feasibility of a cultural centre in the Village of 

Gagetown. 148 Crimmins and his family subsequently moved to Cambridge Narrows and 

then Rothesay before settling in Shamper's Bluff on the Kingston Peninsula, close to 

where the Deichmanns had originally settled in the 1930s. Today their daughter Elizabeth 

runs the family studio, Crimmins Pottery. Marty Demaine is Artist-in-Residence atthe 

Massachusetts Institute of Technology's Glass Lab, with work in permanent collections 

of the Canadian Museum of Civilization and the National Gallery of Canada. Bill 

Norman and his wife Lynda tried farming after Opus Village closed, buying and selling 

several New Brunswick farm properties including one in Cambridge Narrows. They 

moved to Ontario where he worked for a few years before retiring to New Brunswick and 

the town of Darlings Island, on Kennebecasis Bay opposite the Kingston Peninsula. 149 

One of Crimmins' neighbours is photographer Freeman Patterson (b.193 7), 

another prominent contemporary Kingston Peninsula resident. Patterson left his 

childhood home on the peninsula to study philosophy at Acadia University in Wolfville, 

Nova Scotia and then theology at Columbia University in New York City, where his 

Master's thesis profiled photography as a medium of religious expression. He taught 

and practiced photography in Alberta and Toronto before returning to New Brunswick 

in 1973 to pursue personal artistic interests, including public photography workshops. 

He continues to teach workshops at his home at Shamper's Bluffs, across Canada and 
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abroad. 150 Patterson has written several books, has a long association with photography 

instructors Peter Gross and Rod Stears of the College of Craft and Design and was a 

member of the College's Advisory Council from 2007-2009. 

Following Crimmins' departure from the College in 1971, Premier Hatfield's 

government appointed a succession of senior administrators to manage the school (Figure 

36 and Figure 3 7, p.109). College Principals Hazen Gorman, Rod Mills and then John 

Richard continued to position handicraft training as an important tourism strategy and in 

one report to government Richard enthused that "our aim is to make New Brunswick the 

Handicraft Center of the world" (Figure 38, p.110). 151 

The College's governance structure means that Directors have always operated 

in two disparate (and often divergent) cultures, one a world ofhandicrafts, artists and 

educators, the other a world of politics, policies and procedures. The following exchange 

of correspondence concerning locally made ceramic ashtrays between Minister Van 

Horne and Director Richard provides an example of the difference in priorities between 

these two cultures. 

Would you please make sure that any further ashtrays needed [for 

Mactaquac Park] are purchased from Mrs. William Gilmore who lives at 

McKeen's Corner, which is located on the road to the Park. I would like to 

see some of her products on display as well, if they are not there now. 152 

Richard responded two weeks later: 

Upon investigation, it was found that Mrs. William Gilmore of 

McKeen's Corner is producing pre-molded ceramics. I would like to 

point out that these were not handmade items and would clash with the 

handcrafted items that are presently in the Lodge at Mactaquac Park. I 

would respectfully suggest that these ashtrays not be purchased for the 

Mactaquac Lodge. 153 

There is no record of whether the Minister prevailed with his request on behalf of Mrs. 



Figure 36. Department of Tourism Deputy Minister Robert Mac Laggan (right) with student Jane 

Higgins and her handcrafted doll at a student craft sale (circa 1974). 
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Figure 37. Department of Youth, Recreation and Cultural Resources Deputy Minister Jean-Pierre 

Ouellet (right) with unidentified student (no date). 



Figure 38. Department of Tourism Deputy Minister John J. Richard (seated, centre), with (from 

left, seated) Lise Bourque, Training Program Supervisor, Jeannine Dugas and Adele I Ives, 

weaving instructors, and instructor Jane Heckbert; (from left, standing) Peter Wolcott, pottery 

instructor, Lucy Fellows, jewellery instructor, Denise Basque, secretary, Shirley Elliott, craft 

consultant, Catherine Coombes, textiles instructor, and Doug Brewer, stock supervisor (circa 

1975). 

William Gilmore of McKeen's Corner, but his directive suggests he did not understand 

the concept of originality inherent in handicrafts being created for public display at 

Mactaquac Lodge ( at least until apprised of it by Richard). 
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When Richard moved to a position with the federal government in 197 6, George 

Fry was appointed College Director by Normand Martin, the new Deputy Minister of 

Youth, Recreation and Cultural Resources. Recruited by Premier Hatfield from a position 

with the federal government in Ottawa, Martin was a champion of the arts. This was 

unusual for a government Deputy Minister and it proved to be a blessing for George Fry 

in the first years of his role as Director. 

Fry was born in Kent, England and studied at Goldsmith's College School of Art 
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and Camberwell College of Art before emigrating to New Brunswick with his family in 

1966. He had been teaching in the Saint John school district for a year when his supervisor, 

artist John Hooper, retired to pursue a career as a professional artist and sculptor. Fry 

took over as Director of the Saint John School Board in 1967 and Director of Craft 

Development for the province, continuing Hooper's commitment to hire art teachers with 

high academic and artistic standards, and to promote an out-of-province perspective in 

the hiring process. 

In 1968 there were very few art teachers being trained in Canada. I used 

to advertise in the American and British papers. For the Brits it was very 

attractive because New Brunswick was cheap. You could buy beautiful 

old houses with tracts ofland for a pittance. Those teachers had a profound 

affect in this province through their influence as educators and artists. 154 

Fry knew of the Mactaquac Craft Festival where in 1975 he had seen work by 

craftspeople associated with the College including Martin Aitken, Allan and Sara 

Crimmins, Marty Demaine, Lucy Fellows, Anne Fox, Karen Gallagher, John and Kathy 

Hooper, Nel Oudemans, Beth and Peter Powning, and Malcolm Stanley. 

During the years of management by civil servants, Storekeeper Doug Brewer 

had coordinated daily operations of The Craft School, housed in two WWII surplus 

military huts in Fredericton on the south bank of the St. John River. The learning 

environment featured dedicated craft studios and in 1976 a total of30 full-time students 

were registered. 155 Fry proposed that attempts be made to expand course options and 

increase student enrolment. Initially there was resistance to his leadership and his change 

initiatives but he persevered and gradually built a new administrative team and hired new 

part-time instructors with current professional experience. Most of these new instructors 

respected Fry for his approach to teaching assignments because the part-time hours and 

steady income allowed them to maintain home studios and their professional practice. 

During his long tenure as Director and Principal (197 6-1993) he was able to 
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introduce new design and drawing courses and revise the College title to include 'design'; 

he stabilized Fredericton course delivery in a permanent and renovated downtown 

facility; he raised the College's profile within the culture sector by initiating a regular 

program of visiting artists from across Canada and around the world. But enrolment 

remained a challenge. By 1982 full-time registrations had actually dropped to 15.156 

4. 7 - New Brunswick Craft School and Centre 

In 1979 the College was renamed yet again by government, the "New Brunswick Craft 

School and Centre." Following Kennedy's initiative at NSCAD a decade earlier, in 1976 

George Fry had proposed 'Design' be incorporated into the College title in his initial 

meeting with Deputy Minister Martin, but it would take another ten years for government 

to approve the change. For now 'Craft School' signified the permanent programming 

delivered in Fredericton and 'Centre' referenced the outreach programming initiated by 

I van Crowell in 1946, managed now by Gerard Arsenault in the role of Assistant Director 

of Crafts. To celebrate the new name Fry chose a bee as the school's symbol. 

The appropriateness of the bee as the symbol for the New Brunswick Craft 

School and Centre lies not only in the obvious association with the bee's 

industry, its resourcefulness and delicacy in shaping its own environment 

(and the prosperity it attains in that environment), but more importantly in 

the mystical communication within the complex society, the consideration 

of which has caused ancient man, Christian and Pagan alike, to think of the 

bee as the Messenger of the Spirit. 157 

Fry commissioned his friend and former supervisor John Hooper and his wife Kathy to 

carve the bee symbol and the new school's title out of wood (Figure 39, p.113). When the 

School moved into permanent lodgings on Queen Street one year later, Fry mounted the 

sign on the exterior wall next to the main entrance (Figure 40, p.113). New government 

signage replaced the Hooper's wooden sign when the College became a New Brunswick 



Figure 39. Wood sculptor John Hooper (circa 1980). 

Figure 40. Director George Fry (left) with Kathy and John Hooper and wood instructor Frank 

Horvath with the newly installed exterior wooden sign carved by the Hoopers (John carved the 

type and Kathy the bee) (28 March, 1981 ). 
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Community College campus in 1988, and the Hooper's hand-carved artwork was 

removed and slated for disposal. But instructor Karen Burk happened to see it being taken 

out the main door en route to the dumpster and insisted it must be saved. The sign has 

hung safely on an interior wall in one of the building's stairwells ever since, a tangible 

reminder of the College's heritage. 158 

The North American crafts community is well-connected and word ofNew 

Brunswick's active craft scene was spreading. The concept of a vibrant arts community 

in a quiet comer ofNorthAmerica resonated with many emerging artists seeking 

alternate lifestyles. People 'from away' came from across Canada, the U.S., Europe 

and the Caribbean. 159 In particular they came from the U.S. during an era when America 

was experiencing one of the most divisive periods in its recent history. Political 

assassinations, the Vietnam War, urban riots and presidential misconduct were polarizing 

U.S. society and many emerging artists and craftspeople looked to New Brunswick and 

the opportunity for a self-sufficient lifestyle as a welcoming alternative. Canadian singer/ 

songwriter Joni Mitchell captured the mood in her 1969 song "Woodstock": 

Well maybe it's just the time of year, 

Or maybe it's the time of man. 

I don't know who I am, 

But you know life is for learning. 

We are stardust, 

We are golden. 

And we've got to get ourselves back to the garden. 160 

4.8- 'Come From Away' 

So as well as George Fry and John and Kathy Hooper, others were moving to New 

Brunswick during this period of societal unrest. Like the Deichmanns before them, the 

attraction of a rugged natural landscape, welcoming communities and affordable cost of 
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living was compelling. Rural self-sufficiency through studio crafts production appealed 

to those seeking an alternative lifestyle. "During the seventies the college was filled with 

American draft dodgers," recalls Jane Higgins, a textiles graduate from that period. "This 

made it all an extremely fecund time that was unmatched for many years"(Figure 36, 

p.108).161 

Peter Powning (b.1949) was one of the Americans who moved north to New 

Brunswick. Born in Providence, Rhode Island, Powning had studied ceramics and 

sculpture at the University of Connecticut. He met his wife Beth when she was an 

undergraduate at Sarah Lawrence College. They married in 1969 and travelled through 

Europe where they were introduced to a rigorous program of ceramics training in Bavaria. 

When the Pownings were back in America they were influenced by author Rachel Carson 

and her seminal book Silent Spring (1962) and Helen and Scott Nearings' Living the 

Good Life (1954). The Pownings began to think about using pottery as a foundation for a 

new life together in rural New Brunswick, 'in the garden.' 

The N earings had moved from New York City to a remote valley in the Green 

Mountains of upstate Vermont in 1932, around the time the Deichmanns had discovered 

the Kingston Peninsula. "When we moved to Vermont we left a society gripped by 

depression and unemployment, falling a prey to fascism; on the verge of another world

wide military free-for-all; and entered a pre-industrial, rural community." They felt 

the answer was "an independent economy which would require only a small amount 

of capital outlay, could operate with low overhead costs, would yield a modest living 

in exchange for half-time work, and therefore would leave half the time of the year for 

research, reading, writing and speaking."162 

As it was to the Deichmanns and in fact to many people who have subsequently 

embraced crafts as the means to a more independent lifestyle, this philosophy was 

appealing to the Pownings. Inspired by the N earings they looked at land in the remote 

'Northeast Kingdom' ofVermont but sensed that local residents would always see them as 
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outsiders. They considered settling in northern Alberta but did not have a reliable car to 

get there from New England. So in 1970 they visited New Brunswick with Bob Osborne, 

a friend of Beth's from high school. In contrast to the residents of upstate Vermont, New 

Brunswickers were welcoming and the Pownings decided to buy a farm in the hamlet of 

Markhamville, located in rolling hills south of Sussex. They moved north in 1972 and 

built a pottery kiln in an abandoned granary on their property. Beth helped Peter in the 

studio and together they built a successful business model selling functional pottery at 

annual craft festivals such as Mactaquac (Figure 41, p.117). 

Their friend Bob Osborne stayed in New Brunswick and established Com Hill 

Nursery in the town of the same name, located between Sussex and Moncton. Today 

Com Hill is recognized as one of the largest horticultural nurseries in the Maritimes, 

raising and selling a range of plants without the use of pesticides, herbicides or chemical 

fertilizers. The Pownings soon met another potter and fellow American, Lee Janisch. 

He had graduated from Reed College in Portland, Oregon (where Apple founder Steve 

Jobs studied calligraphy) and earned a M.Sc. at M.I.T. where he worked on a research 

project involving the tracking of eye movements. When he discovered that the research 

was funded by the U.S. military, the intent being to create new technology for guiding 

airborne weapons using a pilot's eye movements, Janisch resigned and moved to Canada. 

By 1973 he had settled in the hills near Sussex where he established "Vinegar Hill Pottery" 

specializing in salt-glazed stoneware and porcelain. He partnered with Powning in their 

Sussex retail outlet "Jabberwock" for several years and when they decided to close the 

store in the late 1980s Janisch returned to his interest in high technology research. Today 

he employs 14 staff at "Measurand Shape Advantage," his successful business venture 

in Fredericton where he designs, assembles and installs patented ground-movement 

detection technology for Canadian and international clients. 

Although Powning has never taught at the College he has met many instructors 

and alumni through his involvement in the New Brunswick Craft Council and his 
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Figure 41. Peter Pawning at his personal ceramic ware booth, Mactaquac Arts Festival (no date). 

attendance at regional craft festivals over the past 40 years. He is a friend of potters Allan 

Crimmins and Peter Thomas, he is a champion of the College and its craft programming 

and has been a visiting artist and mentor to many students. He served on the College's 

most recent Advisory Council from its establishment in 2007 until its disbanding by 

government in 2012. Writing in Ceramics Monthly in November 1986, Powning captured 

the essence of what makes an artisan's lifestyle so appealing. 

It seems that what Beth and I are doing comes close to heeding Pearl 

Buck's advice' ... to take that which you love to do best and find a way 

to make a living at it.' Producing pottery may be a precarious means of 



livelihood, but it provides tremendous job variety and full emotional 

involvement. We control our hours, live where we choose, and pay for our 

own mistakes. We also have the freedom to be politically active without 

fear of upsetting an employer. 163 
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Expanding his oeuvre into mixed media, Powning won the 2006 Saidye BronfmanAward 

for Excellence in Fine Craft, and is now recognized as one of Canada's leading visual 

artists with commissions across the country (Figure 42 and Figure 43, p.119).And Beth 

has established her own successful career as a photographer and author. Her most recent 

book, The Sea Captain s Wife was published by Knopf Canada in 2010 and has been 

shortlisted for literary prizes in Canada, the U.S. and Ireland. 164 

Craig Schneider is another American who has been associated with the College 

since moving to the province during this era (Figure 44, p.120). He too was born in 

Connecticut but his family moved to Long Island when he was six years old when 

his father was appointed superintendent of a local school district. Schneider's home 

was surrounded by woods, providing a natural playground during his childhood and 

a precursor to his life in New Brunswick, while Manhattan and its cultural attractions 

was only an hour away on the commuter train. Schneider attended Goddard College, an 

alternative liberal arts school in upstate Vermont. From a friend in residence he heard 

about the vibrant provincial craft scene in New Brunswick. Schneider was studying 

subsistence organic farming at Goddard and came north in 1972 to earn credit for his 

practicum trimester. He tended gardens on a farm near the village of Harvey Station 

owned by the father of his friend at Goddard, living in a 159-year old log cabin on the 

property. 

When I crossed the international border the vibe was majorly different. 

America was politicized with Vietnam and the 'pigs' versus 'hippie' 

dichotomy. I remember listening to CBC radio and hearing Peter Gzowski 

talking about Canadians trying to figure out their identity. I thought this 



Figure 42 and Figure 43. Day and night images of Peter Powning's "Memory Vessel," a 

commissioned work for the City of Saint John (2012). 
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Two pottery workshops 
with CRAIG SCHNEIDER 
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PRIMITIVE FIRING WORKSHOP - August 7, 8, 14, 15, 1982 
A short workshop with a concentration on 

handbuilding techniques . This course 
teaches alternative firing methods eliminating 
the need for a costly kiln. 

RAKU FIRING WORKSHOP - July 10, 11, 17, 18, 1982 
For anyone who has a desire to make pots 

and learn the fast raku firing technique. This 
is a hands on pottery experience where the 
participants will make their own pots and fire 
them. 

Figure 44. Flyer promoting College pottery workshops with Craig Schneider (1982). 

was great! A country that's asking who they are and what they want to be, 

rather than pushing their identity on others. 165 

Schneider started attending classes at the New Brunswick Craft School, thoroughly 

enjoying his weaving studies withAdele Ilves. She had earned an international reputation 

for her specialty, woven placemats. But his approach to course assignments was 

pragmatic - he needed dinner plates rather than placemats. So he switched to studying 

clay with Peter Wilcott and Margaret Ann Capper. He did keep in touch with Adele 

and was honoured to be a pallbearer at her funeral. His duties at the College expanded 

when potter Alison Lunn left for the newly independent Republic of Vanuatu in the 

South Pacific. George Fry offered Schneider a part-time teaching position and even 

though he had not considered teaching as a career, he soon found himself enjoying his 

demonstrations of clay throwing techniques for students.166 

Charlotte Glencross (1949-2007) came to Fredericton from Montreal where she 

had been born and raised, graduating from Concordia University with a BFA in 1970. She 

moved to New Brunswick and studied history at UNB and weaving at The Craft School, 

graduating in 1976. She maintained a weaving studio for over 20 years, selling her 
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tapestries at craft festivals while teaching part-time at the College (Figure 45, p.122). She 

was a provincial government program officer and administrator for fine arts and crafts for 

10 years, serving on the New Brunswick Arts Board and boards of crafts organizations 

provincially and nationally. During the last seven years of her life Glencross led the 

community volunteer project that saw Fredericton's Charlotte Elementary public school, 

built in 1884, converted to the Charlotte StreetArts Centre in 2005. A gallery in her name 

within the Centre honours her contributions to Fredericton's culture sector. Her arts 

advocacy was recognized by an Excellence Award from the Province of New Brunswick 

in 2006. 

Another one of the newcomers 'from away' was potter Peter Thomas (b.1942). 

Thomas moved to New Brunswick in 197 5 after studying in Scotland and California and 

working in a Memorial University outreach program in Newfoundland. He settled in the 

village of Gagetown, located 20 kilometers downriver from Fredericton and previously 

identified by Crimmins for potential development as a regional culture centre. 

Gagetown continues to boast an active arts community and a quiet, 19th century 

ambience. It is the birthplace of one of Canada's founding fathers, Samuel Leonard Tilley, 

who was born on Main Street in 1818 in a home maintained today in period decor as a 

national historic site. The village of Gagetown has attracted and supported many artists 

over the years. Gagetown native, fibre artist and Handicrafts instructor Patricia Jenkins 

founded Loomcrofters there in the late 1930s, locating her weaving studio (Figure 46, 

p.123) in what is claimed to be the oldest home in the lower St. John River valley, built in 

1763.167 Another local fibre artist and fifth-generation New Brunswicker, Enid Inch (1920-

2007) joined Jenkins as a weaver several years later. Loomcrofters designed the official 

tartan for the Royal Canadian Air Force in 194 3, the first tartan design to be accepted and 

registered outside Great Britain by the Court of the Lord Lyon of Edinburgh, Scotland. 

When Queen Elizabeth II visited Canada in 1951 it was Jenkins' weaving that New 

Brunswick presented the new monarch as its official gift. 168 And in 1959 Jenkins designed 



Figure 45. Woven tapestry "Winter Woods" by Charlotte Glencross (no date). 

the official tartan for the Province ofNew Brunswick, commissioned by Max Aitken, 

Lord Beaverbrook (1879-1964). It was designed to reflect the province 's heritage: 

New Brunswick's three main industries are Lumbering, Agriculture and 

Fishing. These are represented in the design by the forest green, meadow 

green and blue interwoven with gold for the province 's potential wealth. 

The red blocks surrounding the green signify the loyalty and devotion 

to Crown and Country of our Loyalist settlers, the New Brunswick 

regiments and all our peoples. The block also contains the grey and gold 

of the provincial Coat of Arms and the Regimental Crest. Because the 

first weaving of the design was commissioned for Lord Beaverbrook, the 

province 's eminent benefactor, the red blocks are highlighted by ' beaver ' 

brown. 169 

Following Jenkins ' death in 1985 Enid Inch maintained the Gagetown studio 

until her own death 22 years later. Jenkin's son Willard reluctantly decided to close 

Loomcrofters ' doors for good in November 2011 .170 

Peter Thomas has continued to teach ceramics at the College on a part-time 
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Figure 46. Loomcrofters studio with St. John River in the background, Gagetown, NB (2013). 

basis since 1981 and maintains a professional studio in the house he built himself, with 

expansive windows overlooking the St. John River (Figure 47, p.124). Just down Front 

Street from Thomas' "Juggler's Cove" pottery studio is the retail outlet of Greig Pottery, 

owned and operated by Flo Greig, who celebrated her studio's 30th anniversary in 

Gagetown in 2006. 

When I first drove over the crest of the hill in 197 6, I saw an old vacant 

general store nestled on the banks of the Saint John River. My visceral 

reaction was, 'this is the right place.' Greig Pottery was born in that year 

with one potter, one wheel, and one kiln. The influence of the Saint John 

River and the many local apple orchards have been the inspiration for the 

apple motif which has become synonymous with the name Greig Pottery. 



Figure 47. Ceramic vase by Peter Thomas. Courtesy Jeff Crawford (2005) . 

At our shop in the Village of Gagetown we welcome customers year round 

to come in and see the vast selection of pottery. 171 
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Across open fields behind Thomas ' house is the home and studio of College graduate and 

ceramic artist Maj a Padrov. Padrov is a more recent immigrant to the area, having moved 
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to New Brunswick with her husband Vladimir Tasic from Serbia in 1997 when he was 

offered a teaching position at UNB. Padrov was ready to commit to a Ph.D. in psychology 

when she decided to take a night course in pottery. She fell in love with clay and decided 

to change career paths and attend the New Brunswick College of Craft and Design. 

(Figure 48, p.126). Her life and work were profiled by writer Laurie Glenn Norris in the 

second issue of NB, the electronic journal published by the College from 2011-' 12 and 

edited by Eric McLuhan. 

Maja's work is informed, above all, by shape and form. She is influenced 

by the architecture and the sculpture she sees, and by small utilitarian, 

industrial objects such as bolts and hinges. Functional pottery is her first 

love, but she is aware of the old and ongoing debate about art verses craft. 

"I know that it is not very highly regarded, that it's considered only a craft. 

I like something different. I like to push things. Pottery can go to extremes, 

something can be neglected or left out like a teapot created without a lid or 

a spout. It can still be used. "172 

Following her graduation from the College the couple moved to Gagetown in 2003 where 

she has a renovated studio and a kiln - one of the few built in the province in the past 

22 years. She enjoys the quiet lifestyle in rural Gagetown and its sense of community, 

providing her with the opportunity for creative exploration in the comfort of her home 

studio. 

4.9- New Brunswick College of Craft and Design 

With a new and growing complement of part-time instructors, and encouragement and 

support from Deputy Minister Martin to expand program options, Fry complemented 

traditional handicraft studios in ceramics, weaving and woodcraft with the 1978 launch 

of new, synergistic art courses. Design and drawing, photography and surface design 

were added to the curriculum and the two-year Diploma program was expanded to three 

years. 173 
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Figure 48. Ceramic vessel by Maja Padrov (2010). 

That year the 1978 graduating class of 14 students displayed their work from 

jewellery, pottery, textiles, weaving and wood studios in Fredericton's Playhouse lobby. 

But instructors were not impressed with the exhibition and they felt "many pieces would 

have been rejected by ajury." 174 In a follow-up report Fry suggested the calibre of work 

"stemmed from the small student population and the lack of short-term goals."175 

Another factor affecting the quality of student work was the learning environment. 

The lack of dedicated space for delivery of studio courses in various craft disciplines 

had been a concern for several decades, most recently in the surplus army huts. Prior 

to the huts, in the late 1960s Craft School courses had been delivered in rooms on the 

second floor of the Palmer-McClellan building on Argyle Street, originally built in 1913 

by John Palmer as a factory and tannery for his footwear company. The company had 

grown quickly and in 1920 Palmer moved his operations to larger facilities , providing 

a downtown venue for various tenants. The Palmer-McClellan building is part of 

a cluster of heritage factory buildings, a reminder of Fredericton's once-thriving 

manufacturing sector. In the 20th century these manufacturers experienced a gradual 

decline in output due to increased competition from larger Canadian industrial centres, 
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compounded more recently by the availability of inexpensive manufactured goods from 

international markets. All the factory buildings have closed now but thankfully most of 

this architectural heritage has been saved from demolition and restored. The Palmer

McClellan building and former Chestnut Canoe factory now accommodate private sector 

and government offices, the former Fredericton train station has recently been renovated 

as a retail outlet for NB Liquor, and in 2005 the Hartt Shoe Factory was converted into an 

apartment complex. 

The imported products that contributed to the demise of Fredericton's 

manufacturing industry are readily available at U.S.-based large volume discount 

retailers such as Walmart, Costco and Target. With the second lowest per capita income 

in the country New Brunswickers find the low prices in these 'big box' stores very 

attractive. This trend is a concern for NBCCD graduates looking to establish a market for 

their functional craft objects, and the associated income. However it is helping accelerate 

the promotion of 'fine craft' exhibitions in private and public galleries. George Fry 

recognized this trend during his term as College Director, stating, "it is essential that the 

institution be regarded as a centre for advanced learning and not, as in the past, a part-time 

centre for hobbyists."176 

In the 1970s and prior to Fry's appointment as Director, School operations had 

moved into two wooden 'H' Huts (apparently so named because of their floorplan) at St. 

Anne's Point on Woodstock Road (Figure 49 and Figure 50, p.128). Like those used by 

Crowell 30 years earlier these were portable army barracks left over from WWII. They 

were located on a large concrete pad situated between Government House and what is 

now the Delta Hotel near the St. John River. The cramped quarters and lack of adequate 

insulation, the physical distance from downtown and general state of disrepair actually 

fostered a spirit of self-reliance in students and staff, helping build a sense of community 

(Figure 51, p.129). This sense of community continued when the College moved to more 

permanent facilities on Queen Street and continues to be a core institutional value at 

NBCCD. 
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Figure 49. Floorplan of "The Huts" on Woodstock Road, Fredericton, NB, hand-drawn with pen 

and ink, 35.56 x 21.59 cm, not to scale (no date). 

Figure 50. Main entrance to Hut No. 3, New Brunswick Craft School, Woodstock Road, 

Fredericton, NB (no date). 

128 

I 
I 
I 



129 

Figure 51. Students and staff outside New Brunswick Craft School Huts on Woodstock Road, 

Fredericton, including Peter Gross (reclining in foreground), Judy Blake (a first year student, third 

from left in the front row), Jeannine Dugas (standing in front row, far left), Doug Brewer (standing 

in front row, fourth from left), Lucy Fellows (standing in back row, far left) and George Fry (standing 

at top) (1976). 

Meanwhile, in Fundy National Park the summer program was struggling. 

"Despite considerable efforts to upgrade the Summer Craft School, numbers have dropped 

over the years," wrote Fry in his 1978 Director 's Report. 

A serious look has to be taken at this function as to whether the problems 

and costs are justified by the results. If it is to continue, it would appear 

that the kind of casual atmosphere and semi-professional instruction 

should cease and a considerable advertising campaign should take place 



to upgrade the school to a more professional level with guest instructors, 

rather as is done at Sunbury Shores. 177 

The summer school continued to operate for another seven years but the issues raised 
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by Fry, specifically the casual atmosphere and lack of promotion, were not addressed. 

The nine buildings, located in the woods adjacent to the Bay of Fundy offered summer 

students an idyllic environment for the study of handicrafts (Figure 52, p.131 ). But the 

campus closed permanently in 1985 and facilities were allowed to fall into disrepair. One 

studio building found its way to the nearby village of Waterside where it serves today as a 

craft shop. The others were dismantled and scrapped. Flagstones used for paths between 

the buildings were recycled to pave the walkway between the National Park Visitor 

Centre and adjacent public washrooms. 178 

4.10- Permanent Facilities 

Deputy Minister Normand Martin had initially moved to New Brunswick to become 

Director of Official Languages but he soon moved to the Department of Youth, Recreation 

and Culture and responsibility for The Craft College. He was a champion of crafts and 

crafts instruction and he supported Fry's visits to Japan and Austria to learn more about 

international trends in arts education. Fine crafts in both these countries had a long history 

of craft production, and schools had integrated design into the creative process for many 

years. Fry returned to Fredericton with renewed conviction of the importance of design in 

Craft School curriculum. 

Raymond Daigle was a consultant with the department and another influential 

supporter of the College within government. Born in Edmundston and educated at 

Universite Laval in Quebec City, Daigle taught for several years in his hometown before 

moving to Fredericton in 1976 and employment with the provincial government. He had 

visited New Brunswick craft festivals and observed how most traditional mugs were well

made but similar in size and shape. He supported Fry's introduction of design courses to 

Craft School curriculum. 179 
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Figure 52. Cover of the 1960 program calendar for The New Brunswick School of Arts and Crafts 

in Fundy National Park, the photograph showing various craft activities, the flagstone walkway 

and workshop facilities in the woodland campus (1960). 
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To address the need for new studio facilities, Martin asked if the old government 

warehouse on Queen Street, currently serving as a bookstore repository, would be 

suitable as a permanent home for The Craft School. Even though many staff objected 

when informed of the opportunity, citing the threat of floods, Fry was enthusiastic. 180 In 

Saint John, Commissioner of Economic Development R. Gordon Baird learned of the 

government's interest in moving studio facilities and pitched that city as a destination 

for the College in a letter to Jean-Pierre Ouellet, now Minister ofYouth, Recreation and 

Cultural Resources. 

It is understood that your department is planning to relocate its handcraft 

branch from its present premises on Woodstock Road in the near future. 

The City of Saint John has several buildings available at nominal amounts 

that would be immediately suitable for handcraft operations. Saint John 

has had a record of producing outstanding artists and artisans and would 

therefore appear to be an ideal location for the Provincial handcraft 

school. 181 

Saint John had an enviable record of artistic accomplishment, a larger population than 

Fredericton, available downtown buildings and the cultural stimulus of a port city, but 

Ouellet's response a month later confirmed it was not an option. 

I acknowledge your March 28 letter with regard to the New Brunswick 

Craft School and thank you for your offer. As you probably know, the 

School is presently located in old army barracks on Woodstock Road in 

Fredericton. It was agreed that new facilities were required and such a 

project has been incorporated in a federal-provincial agreement. Because 

of the nature of the operation of the School and other related aspects 

regarding promotion and marketing of crafts which are part of the 

Handcraft Branch of my Department, it would be difficult to envisage that 

it could be re-located to another part of the province. Plans are already 



underway to re-locate the School operation into an existing facility in 

Fredericton. 182 
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Accordingly, in June 1980 students and staff moved into two floors of the building it still 

occupies, set back from Queen Street behind Soldiers' Barracks in downtown Fredericton 

(Figure 53, p.134). There were mixed emotions given the long association with temporary 

quarters. "It will be somewhat sad to leave the army huts," Fry had written to students 

when the announcement was made. "They have a scruffy friendliness that will be 

missed."183 The 35,000 sq.ft. brick building had been built in 1929 as a warehouse for the 

New Brunswick Liquor Commission. Norman Martin successfully negotiated $500,000 

in provincial and federal grants for renovations and new equipment, and students moved 

into what was purported to be one of the best learning environments for fine crafts in the 

country. 184 Fry proudly hung the Hoopers' wooden 'bee' sign outside the main entrance. 

Over the next few years College operations would expand to all four floors. 

Martin's recommendation to move the College into a downtown venue was 

a prescient one. Other Canadian art schools including NSCAD University, OCAD 

University and Emily Carr University of Art and Design all have a downtown campus 

and these have been catalysts for cultural and economic development in their respective 

neighborhoods: Historic Properties in Halifax, Queen Street West in Toronto and 

Granville Island in Vancouver. In 2012 the Canadian Institute of Planners named 

Fredericton's Queen Street "Canada's Great Street," a reflection of the influence of the 

College community on Queen Street's cultural, social and economic development. 

Like Deputy Minister Martin, Premier Hatfield also took a keen interest in the 

arts and regularly attended exhibitions and craft fairs during his long term in office 

(1970-1987) (Figure 54, p.135). He regularly promoted New Brunswick in Europe 

to the business community and government leaders. Raymond Daigle recalls his 

responsibilities when working for the Department oflntergovernmental Affairs, filling a 

huge trunk full of provincial crafts including glass paperweights by Marty Demain, and 
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Figure 53. The main building of the New Brunswick College of Craft and Design, 457 Queen St., 

Fredericton, NB (2009). 

accompanying the Premier on European missions where New Brunswick crafts would be 

presented as official gifts to dignitaries. 185 

But these demonstrations of support from government officials didn't translate 

into budget increases and year-over-year College funding allocations continued to be 

limited throughout Fry 's tenure. To keep within budget he offered most instructors part

time contracts featuring two or three days ' teaching assignments. The regular academic 

schedule was complemented with a summer program of visiting photographers, a 1982 

initiative of instructors Peter Gross and Clayton Lewis. 

Peter Gross (b.194 7) was hired in 1977 to teach photography at the College, 

another of Fry 's initiatives designed to help students in every studio become more 

professional and more competitive in promoting their work (Figure 55, p.136). Gross 

was hired along with potter Margaret Ann Capper, their three-day part-time positions 

replacing full-time teacher Adele Ilves, who retired, and Peter Wolcott, who resigned. 

Gross had studied music at McGill University in Montreal and came to New Brunswick 
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Figure 54. Premier Richard Hatfield (left), a regular visitor to the annual Mactaquac Arts Festival, 

with unidentified craftsperson (no date). 

to assist photographer Freeman Patterson in his summer workshops on the Kingston 

Peninsula. While subsequently teaching part-time at UNB, Gross met Clayton Lewis 

who was a young math professor there. They shared a love of photography. Lewis team

taught night classes with Gross, took a year off to study photography and came back in 

1980 to win UNB'sAllan P. Stuart Award for Excellence in Teaching. Gross respected 

Lewis and cites him as an important mentor in his new role as instructor at the College 

and UNB. In the early 1980s the two colleagues launched the Maritime Photographic 

Workshops, a summer program featuring visiting photographers with national profiles. 186 

These summer workshops and the College's visiting artist program became a 

fixture of Fredericton's cultural scene. Registration fees covered the artists' fees, travel 

and accommodation expenses. The exposure to out-of-province technical expertise and 

creative problem-solving added an important dimension to the curriculum taught by 
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Figure 55. NBCCD instructor Peter Gross, from a promotional brochure for Maritime Photographic 

Workshops (1982). 

local part-time instructors, and it raised and enhanced the College's profile within the 

arts community. Prominent visiting artists included New Brunswickers Molly Bobak, 

John and Kathy Hooper, Freeman Patterson and Peter Pawning, Canadian jewellers 

Lois Etherington Betteridge, Charles Lewton Brain and Don Stuart, textile artists Kai 

Chan, Barbara Maccallum (Figure 56, p.13 7) and Susan Warner Keene, potters Robin 

Hopper, Harlan House and Ann Mortimer, and woodmakers Stephen Hog bin and Michael 

Hosylyk. The program also included arts administrator John Hobday, who lectured on 

cultural politics and went on to become director of the Canada Council, stained glass 

artist Robert Jekyll, who served as President of the Canadian Crafts Federation, and 

Alden Nowlan, the New Brunswick poet and playwright. 187 

Visiting artists would present a public talk on a Friday evening followed by a 

potluck dinner at an instructor's home, where they would stay for the weekend. Saturday 

workshops were followed by a critique of student work Sunday morning prior to the 

artist's return home that afternoon. 188 For a small college located in a small town far from 

urban centres in Canada or the U.S., these visits were important in terms of exposing 

faculty and students to new ideas and developing trends (Figure 57, p.13 8). Helping 
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Figure 56. Visiting American textiles artist Barbara Maccallum providing technical instruction to a 

workshop student (1983). 

organize and host the visiting artists also fostered a sense of community that has defined 

the College learning environment for decades. 

One of the participating artists was sculptor Joe Fafard (b.1942). Born in 

Ste. Marthe, Saskatchewan to French-Canadian parents, Fafard earned a BFA at the 

University ofManitoba and an MFA at Pennsylvania State University in 1968. He came 

to Fredericton in October 1981 for a two-day weekend workshop in clay, having 16 solo 

exhibitions already to his credit and work in the National Gallery 's permanent collection. 

"There is no sculptural problem you cannot deal with in a bull," he is quoted as stating in 

the workshop's promotional flyer produced by ceramics instructor Capper. Indeed, during 

his College workshop Fafard created a ceramic sculpture of a young bull, restored in 2011 
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Figure 57. Poster (43 x 71 cm) promoting the College's annual visiting artist series (1988) . 

by Peter Thomas and now a centrepiece of the College's permanent art collection (Figure 

58, p.139). 

The School's public profile continued to grow. The 1984 summer edition of 

"Vacation N.B.," a private sector tourism publication, featured an article on Peter Pawning 

and his Sussex store "Jabberwock" and proclaimed that, "perhaps the high quality ofN.B. 



Figure 58. A ceramic sculpture of a young bull (53 x 25 x 41 cm) by Joe Fafard (1984) (2010). 

crafts can be attributed in part to the presence in Fredericton of the N.B. Craft School, 

which offers a three-year intensive program in applied crafts." 
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Martin and his colleagues at the Department of Youth, Recreation and Cultural 

Resources acknowledged the School's important educational role in the province by 

maintaining funding even though enrolment was perennially low. Budget allocations 

were barely enough to cover operating costs -in 1980 there were 10 full-time students 

enrolled in the 3-year program. But while the School's operating budget was maintained, 

government had difficulty determining the best 'fit' for the College. In 1981 governance 

was transferred from Martin and the Department ofYouth, Recreation and Cultural 

Resources to the Department of Historical and Cultural Resources. 

Establishing a stable and responsive operating model has been a challenge for the 

provincial civil service throughout the College's history, with governance to date shared 

by a total of 11 government departments and one community college system. In 1982 



an external study was commissioned to study the potential of high quality production

oriented craft in the province, and how best to integrate College programming into 

economic and cultural development strategies. This would be the first of many external 

government reports commissioned over the next 30 years to help determine a viable 

direction for the College. 

Craft and industrially oriented craft in particular, have great potential 

in Canada. But without sensitive government assistance, few of its 

creative, hard working but low-income practitioners will be able to break 

out of their pattern of subsistence. From both a cultural and economic 

perspective, it would appear in the best interests of all concerned to 

nurture this potential. 189 

Two years later a weekend of roundtable discussions was organized, 
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"Memramcook Brainstorm on the Future ofNew Brunswick Crafts." Participants 

included craft entrepreneurs Philip Aitken (Martin's father) and Alan Crimmins, and 

educators Anne Fox, George Fry and Peter Wolcott. Also attending were Jean-Pierre 

Ouellet, Minister now of Historical and Cultural Resources, the College's governing 

department; Armand Saintonge, his Deputy Minister; Gerard Arsenault, Fry's Assistant 

Director of the Handcraft Branch; and Arthur Goodwin, Manager of Small Business 

Development with the Department of Commerce and Development. "I had not previously 

realized how varied the craft community could be," admitted Saintonge after the 

discussions. "To a civil servant responsible for the administration of governmental 

programmes, it is essential to grasp such a reality." Gerard Arsenault pointed out 

that most artisans do not enter the field for financial gain, that "self-enrichment is 

overwhelmingly rated as the reason for people's entry into the crafts field." For his part 

Allan Crimmins, apparently weary of the debate around the School's future, suggested it 

be closed and that NBCC, with its greater resources and programming flexibility, assume 

responsibility for crafts training. 190 



141 

Believing the Memramcook sessions generated more subjective opinions than 

factual data, Ouellet accepted an offer by the Department of Commerce and Development 

later that year to conduct a telephone survey of crafts practitioners in the province. While 

only 25 per cent of the estimated 800 people involved in craft production responded, the 

survey confirmed the commercial impact of craft to the provincial economy. 

198 craftspeople had total sales during the year [1984] of $1,196,000, they 

employed 5 8 people, their main fields of work were pottery, fibre and 

wood and the age ranged between 25-45. 191 

The result of the Memramcook meeting and the subsequent survey was the introduction in 

1985 of a compulsory College course in business education for all students, an initiative 

designed to reinforce the skill development and career-oriented focus of programming. 

In 1986 a Certificate of Proficiency was created to attract and accommodate 

those students who wanted to devote time and energy exclusively to skill development 

within a particular studio discipline without taking a full academic course load. Few 

New Brunswick high schools had a dedicated visual arts curriculum so students often 

discovered their interest in crafts mid-career and this part-time option provided them with 

an alternative to full-time studies. This was a training model similar to the original Alma 

workshops launched forty years earlier by I van Crowell. 

4.11- New Instructors 

Fry kept his administrative team small and he interacted directly with instructors to 

whom he delegated responsibility for studio management. He celebrated their many 

professional accomplishments and made few demands of them for curriculum design 

or course documentation, and they thrived. Several instructors recruited by Fry during 

his tenure are still teaching at the College. Hired for their professional expertise in 

various disciplines they include ceramics instructors Karen Burk and Peter Thomas, 

jewellery instructor Brigitte Clavette, design instructor Jane Geurts, fashion instructor 
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Ellen Woolaver, photography instructors Peter Gross and Rod Stears, and textiles 

instructor Harriet Taylor. During Fry's tenure they enjoyed the part-time teaching 

schedule, allowing them time for professional work in their studios, although they also 

recall low salaries and lack of job security at the outset. They found the College to be a 

supportive and creative work environment and still enjoy teaching within their studio 

disciplines. Over the decades the College has become an integral part of their personal 

and professional lives, and their passion and persistence have helped shape institutional 

culture. Representing over 200 years of collective teaching experience, their stories of 

personal artistic growth and details of how they came to the College - mostly through 

association with George Fry - are an important part of its history and development. 

Ceramics instructor Karen Burk (b.1948) is from Lowell, Massachusetts and 

studied library science at Boston University before moving to Canada and discovering 

pottery in a night class while completing her Master of Library Science degree at the 

University of Western Ontario (Figure 59, p.143). A self-described autodidact, she read 

vociferously and enrolled in local workshops with some of Canada's leading potters, 

including Harlan House and Robin Hopper. 192 She married a librarian who also loved 

ceramics and they moved to New Brunswick in 1985 when he was offered a position at 

the UNB library in Fredericton. Burk built a kiln in their home studio on Keswick Ridge 

and within four months was exhibiting her ceramics at the Mactaquac Festival. George 

Fry took note of her work, primarily porcelain ware and quite different to prevailing 

earth tone glazes being produced in the province, and invited her to teach a course at the 

College. 

She walked into a work environment featuring only part-time instructors, quite 

unlike the university environments to which she was more familiar. There was no 

formal curriculum and no courses offered outside of hands-on studio practice. Burk was 

determined to make a difference, so although paid to teach two days a week she came in 

four to clean up the studio, reading up on ceramic science and history the night before 



Figure 59. Karen Burk (no date). 

class to stay one lesson plan ahead of her students, and setting high technical standards 

in all her courses. She believed "that a solid, structured training in basic technical skills 

is the quickest route to true creative freedom," a pedagogical approach aligned with the 

College 's heritage in craft workshops. 193 

143 

Design instructor Jane Geurts (b.1954) was born in Worcester, England and raised 

in the community ofMeadowvale, today part of Mississauga, a suburb within the Greater 

Toronto Area (GTA). Geurts was accepted into the new joint diploma/degree program 

offered by Sheridan College in partnership with the University of Toronto at Mississauga. 

Art and Art History was the first joint college/university program in Ontario and she was 

among the first cohort of 50 students to graduate in 1976. 

She married a New Brunswicker and moved to Bathurst where she began 
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exhibiting her fibre arts locally, but it soon became clear that her creative focus and 

artistic output were at odds with provincial weaving traditions practiced by southeastern 

New Brunswick weavers including College instructors Glencross and Dugas. When her 

work was not accepted into a juried provincial exhibition, Geurts decided to call a press 

conference to address what she and her Acadian colleagues felt was a Fredericton bias 

towards individual artistic expression. It was a packed house and after the presentation 

George Fry introduced himself, impressed with her fighting spirit. 

She continued to teach evening courses at the local francophone community 

college until 1980 when she and her husband moved to Fredericton. In 1982 Geurts 

graduated with a Bachelor of Education degree from UNB and Fry offered her a two-day 

teaching contract (Figure 60, p.145). Geurts' starting salary was $71 per day providing 

an annual income of$4,757, this when the 1982 NorthAmerican average for full-time 

workers was $21,000. 194 It took many years and the College's move to the community 

college system before she earned a more competitive salary. 

Photography instructor Rod Stears (b.1950) was a New Brunswicker, born and 

raised in West Saint John, a working class neighborhood in New Brunswick's 'port city' 

(Figure 61, p.146). Stears' introduction to the visual arts started at the age of 8 in Grade 

3, where his teacher Brian Holloway had a profound affect on him. Holloway had come 

to New Brunswick from his native England where art education had been fully integrated 

into elementary school curriculum. Hollaway had earned a Master of Arts degree from 

Oxford and was one of several British teachers who settled in Saint John during the 

1960s. Holloway introduced Stears and his classmates to wood block printing and italic 

handwriting and he even helped assemble a photo darkroom built under a school staircase. 

Later on Stears was taught at Saint John High by George Fry, another British immigrant. 

Stears attended the University ofNew Brunswick and in 1970 signed up for a 

summer workshop with Freeman Patterson. While there he met Peter Gross and at the 

end of the workshop knew he wanted to pursue photography as a vocation. He left UNB 
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Figure 60. Jane Geurts (left) at a College exhibition with an unidentified student (no date). 

before completing his degree to work in a Saint John photo lab processing E6 colour 

slides and Cibachrome prints. In 1982 Gross invited Stears to consider teaching at the 

College. His former teacher and College Director George Fry had recently implemented a 

new foundation curriculum including photography, so Gross and Stears taught every one 

of the 30 full-time College students basic photography courses to help them document 

and market their craft objects. 

Throughout the 1980s Stears also delivered summer courses in the Maritime 

Photographic Workshop, the program designed by Peter Gross with Clayton Lewis and 

Steven Homer. Photographers from New Brunswick and across the country conducted 

these workshops, delivered in a format similar to that of the original Alma summer 

program. 

Stears is proud of the success of the College's photography program over the 

years, especially when he looks at the careers of graduates Noel Chenier, Katie Leblanc, 

Peter Walsh and Cindi Wilson, all employed today by the Saint John Telegraph-Journal 

and earning upwards of $50,000 annual salaries in unionized, full-time positions as staff 

photographers. 195 

Jewellery and Metal Arts instructor Brigitte Clavette (b.1956) was raised in 



Figure 61. Rod Stears, from a promotional brochure for Maritime Photographic Workshops 

(1980). 
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Edmundston and studied jewellery at NS CAD where she met Ken Valen. In the summer 

of 1979 the couple opened a Bed & Breakfast and jewellery studio in the seaside town of 

St. Andrews, New Brunswick. Upon graduation in 1980 Clavette joined a New Brunswick 

delegation to the World Craft Conference in Vienna, where she met George Fry who 

was attending as an official New Brunswick craft delegate. Upon their return to New 

Brunswick Clavette and Valen regularly displayed their jewellery in regional craft shows. 

Fry saw the couple ' s work and was impressed. He remembered Clavette from Vienna, 

encouraged the couple to teach at the College and Clavette started in January 1985 with 

a part-time teaching contract. Three years later she was invited to leave Fredericton to 

develop a jewellery program at the new francophone community college in Dieppe. This 

new campus was flush with government funding and in contrast to the cash-strapped Craft 

School in Fredericton there were generous budgets for equipment and expansive studio 

space. 



But later in 1988 Craft School jewellery instructor Lucy Fellows retired and 

instructor Kim Cullen moved to Toronto, creating the possibility of at least one full-

147 

time teaching position in Fredericton. Based on her experiences in Dieppe, where the 

curriculum emphasis was on skill development in the trades and there were no other 

artists or art instructors to foster a sense of community, Clavette told Fry she had not 

enjoyed working within a community college environment and would much prefer 

working for The Crafts School. Two months later he received approval to post a position 

and invited her to apply, which she did. Thus began her full-time career at the College 

and with a break of one year in 1990 when she was seconded to head the jewellery studio 

at NSCAD, Clavette has taught at the College since 1989 (Figure 62, p.148). Ironically 

for Clavette the College joined the New Brunswick Community College system later that 

year, remaining a campus within the provincial college system until 2010.196 

Textiles instructor Harriet Taylor (nee Murray) (b.1956), was born in Stellarton, 

Nova Scotia but her family moved to Saint John when she was very young. She grew up 

in a creative home environment with an appreciation of the textile arts. Her grandmother 

was a homemaker and member of the Women's Institute in Sussex and hosted quilting 

bees in her kitchen, and her uncle was a self-taught painter. 

The influx of British teachers had transformed Saint John public schools during 

the 1960s and like Rod Stears, Taylor experienced a learning environment rich in cultural 

activity with high academic standards. As a teenager she took dancing lessons with 

Sheila Ross, wife of acclaimed Saint John painter Fred Ross. Her Principal at Saint John 

High School was an Oxford University graduate and her English teacher graduated from 

Cambridge University. Exposed to these cultural influences throughout her elementary 

and secondary schooling, Taylor was inspired to pursue a career in the visual arts but 

initially she studied business administration at the University ofNew Brunswick campus 

in Saint John, opened in 1964. After graduation she decided to follow her dream of 

studying textiles, and she applied to the College of Craft and Design. 
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Figure 62. Brigitte Clavette (second from left) with Karen Burk (second from right) and their 

graduating students. The only Jewellery and Metal Arts graduate, Ilse Paim (left), is wearing a wig. 

While polishing her work shortly before the end of classes she wiped her brow but forgot to take 

her foot off the power for the high-speed drill. The accident resulted in the loss of all her hair. April 

Wilson (far right) was the only graduate of the Ceramics studio that year (1987). 

At her application interview Lyall Hallum was impressed with her business degree 

and suggested that she might end up teaching at the College one day. When she graduated 

in 1985 (Figure 63 , p.149) she opened a Saint John studio in the same Princess Street 

building as photographer Rod Stears, and as Hallum had predicted, she taught part-time at 

the College. But two years later she enrolled at NS CAD to expand her knowledge of Art 

History, recognizing the need for a deeper, more theoretical understanding of historical 

trends and creative influences in her work. 

In the NSCAD cafeteria following her graduation (with a Bachelor of Fine 

Arts degree), Taylor was approached by George Fry who was there as a guest in the 

convocation ceremonies. He proposed a part-time teaching position at the College and 

Taylor started a month later, teaching textiles courses two days a week. 197 
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Ceramics instructor Peter Thomas (b.1942) was born in Montreal but raised in 

Belize and Scotland. He studied pottery at the Edinburgh College of Art and then The 

Claremont Colleges in California before travelling around the world. Eventually he 

settled in England where he taught art for several years. In 197 5 he was working in a 

Memorial University (MUN) outreach program in outport Newfoundland when MUN 

President Moses Morgan began to implement a more traditional academic agenda. 

Fearful that changes would compromise the success of current outreach programming, 

Thomas and most of his Extension Services colleagues resigned. Thomas bought a 

motorcycle and headed south, embarking on a journey he hoped would take him to South 

America. But en route he stopped in Halifax to visit with Walter Ostrom. Ostrom (b.1944) 

was from Binghampton N.Y. , educated at Ohio University and a ceramics instructor at 
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NSCAD from 1969 to 2008. He told Thomas that Alan Crimmins in Fredericton was 

looking for an apprentice potter. So Thomas decided to stay in Atlantic Canada and 

worked for Crimmins in his pottery studio for a year. Then he left to set up his own studio 

with Alison Lund on the Bay of Fundy in the hamlet ofDigdeguash Harbour, near St. 

Andrews. 

A few years later Ostrom phoned to say he was going on sabbatical for a year 

and offered Thomas a teaching contract at NS CAD. During his time at NS CAD Thomas 

realized he really liked teaching and shortly after returning to Digdeguash he accepted 

an invitation from potter Tom Smith to teach art education at the University ofNew 

Brunswick in Fredericton. Smith was also born in the U.S., educated at Pennsylvania 

State University (BFA) and Alfred University (MFA) in their renowned ceramics 

program. He moved to Canada in 1971 to teach at Fredericton High School. Smith had 

been with the UNB Faculty of Education for several years but was tired of teaching and 

wanted to concentrate instead on his own studio practice. But during his two years at 

UNB Thomas was not impressed with the curriculum and in 1981 he accepted an offer 

from George Fry to teach ceramics at the College with Karen Burk. 198 Thomas has been 

teaching part-time in the ceramics studio ever since (Figure 64, p.151 ). 

Fashion instructor Ellen Woolaver (b.1950) was born in Toronto but grew up in 

Vancouver and Fredericton where her parents, both professional musicians, had been 

invited by UNB President Colin Bridges McKay (1920-2003) to become musicians

in-residence. Woolaver attended UNB and in her final year helped sew costumes for a 

Theatre New Brunswick production of"A Christmas Carol" with seamstresses from 

Dalhousie University. She enjoyed their company and the process of crafting costumes 

and fell in love with theatrical production (Figure 65, p.152). 

After graduating with a Bachelor of Arts from UNB she enrolled in Dalhousie's 

Diploma program in Historical Costume Studies. But Ellen left after one year to visit 

family in Calgary where she found work at the University of Calgary as technical support 
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Figure 64. Peter Thomas (right) with students in a promotional photograph for edVentures summer 

workshops (2009). 
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Figure 65. Ellen Woolaver (right) with students (2009). 

in their theatre. This was followed by contracts at the Stratford Festival and Theatre Plus 

in Toronto. 

Back in Fredericton in 1984 visiting her parents, Woolaver worked with 

designer Patrick Clark at Theatre New Brunswick as head cutter on the play that had 

first introduced her to the world of theatrical costuming, "A Christmas Carol." She 

created an authentic Victorian female costume but at the eleventh hour it was cut from 

the production because the actress for whom the costume was crafted was not prepared 

to wear such an elaborate outfit. That was the incentive for Woolaver to leave theatre and 

start her own company. She lived with her parents to save overhead and for the next six 

years created clothing for local clients, ' real clothes for real people.' She began teaching 

evening courses at UNB and The Craft College and in 1991 George Fry offered her a 

two-day teaching contract. 199 This eventually transitioned into a full-time position and 

Woolaver has organized fashion shows every year for the past 14 years (Figure 66, p.153). 

While Woolaver can claim to be a New Brunswicker, instructors Burk, Geurts, 

Schneider, Thomas and others came to the College after studying and launching their 

careers elsewhere. Along with Fry and the Hoopers, the Pownings and Janisch, this 

infusion of new creative talent during the 1960s and 1970s brought new ideas and 

new energy to the provincial crafts community. Peter Gross commented on this in our 

conversation about the College. 
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Figure 66. Unidentified model with unidentified student fashion design on the roof of the College 

building, Fredericton, NB (no date). 

I had a sense when I arrived in New Brunswick that except for a few 

notable exceptions like Freeman [Patterson], most of the significant 

people in the art/craft world had 'come from away.' Like the Deichmanns 

and George Fry, and the draft dodgers. But once here they slowly became 

rooted. Unlike traditional colonizers whose major ties stay with their 



homeland, they adapted, began to love this place and its riches, and 

became New Brunswickers.200 
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Not all instructors hired by Fry continued teaching at the College into the 21st century. 

Several only taught a few years before returning to their studios and full-time artistic 

practice. One was Susan Judah (Figure 67, p.155), a Studio Head ofTextiles who was 

born in England, graduated from the Hereford School of Art and the Royal College of Art, 

and worked in the textiles industry in England and New York before marrying and moving 

to Jamaica. While raising five children with her husband she found time to continue her 

art practice, teach art and work on a government project to establish hand weaving as an 

indigenous cottage industry. In 1976 the family moved to New Brunswick and in 1985 

Judah was hired by Fry to teach textiles and weaving. Judah is an elected member of 

the Royal Canadian Academy (1989) and a recipient of the Kjeld and Erica Deichmann 

Award for Excellence in Craft ( 1990). She retired in 1994 and continues to participate 

in solo, group and invitational exhibits. 201 Her recent tapestry work was featured in a 

solo exhibition at the New Brunswick Museum in 2009. In the accompanying catalogue 

Curator Peter Laroque described Judah's work, comprised of 13 period chairs upholstered 

with woven textile flowers and a celebration of form and function. 

The importance of this work lies in its combination of accomplished 

technical mastery and excellent artistic judgement that permits the 

successful merging of these tapestries and chairs into beautiful and elegant 

expressions of Susan Vida Judah's creativity.202 

In the 1987 provincial election Premier Hatfield was voted out of office and 

Frank McKenna (b.1948) and his Liberal party won every seat in the Legislature. Even 

though Fry was respected by Martin and by the provincial arts community as a passionate 

spokesperson for craft and design education, there had been a growing perception in the 

department that his championing of instructors and their professional artistic agenda 

had led to a lack of academic rigour, and the College was out of step with competitive 



Figure 67. Susan Judah (centre) with Anne Reynolds, Chief of Protocol, and H.E. Jan Janovic, 

Czech Ambassador to Canada during his visit to The Craft School (1989). 

post-secondary institutions in the region.203 The change in government brought a new 

commitment to help determine the College's direction. 

"A task group was established to evaluate the future of the Craft School and 
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to propose a long term strategy for the School's future," wrote consultant Geraldine 

(Gerri) Daigneault, a graduate student at UNB ('90 M.Ed.) in the report she prepared for 

the Department of Advanced Education and Training. Two senior administrators from 

the department led the project: Assistant Deputy Minister (ADM) Byron James and 

his colleague Charles Ramsey, Director of Program Coordination and Apprenticeship 

Training. 

Byron James was born in Brigus, an outportjust west of St. John's, Newfoundland 

and he studied economics at Memorial University. His first job was with the federal 

government in Moncton, where he lived for 14 years. In 1987 he accepted a job offer from 
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the New Brunswick provincial government and moved to Fredericton where he has lived 

ever since. He served as ADM of Advanced Education and Training from 1987-1990 

with responsibility for the Anglophone NBCC system and The Craft School. George Fry 

reported to him and the two would meet in the School's main building so James could 

become more familiar with its community and its culture. He was impressed with the 

difference between NBCC and its emphasis on training in the trades and The Craft School, 

where another pedagogical philosophy prevailed: creative problem solving and a culture 

fostering personal expression. As well, academic years were scheduled differently - The 

Craft School's were shorter than those at NBCC and aligned with university schedules; 

instructors at The Craft School only taught a few days a week so they could pursue 

their professional careers and mentor students, rather than being required to teach 

every day; and Craft School students were encouraged to become independent-minded 

entrepreneurs rather than entry-level employees oflocal industry. 

James and Ramsey visited NSCAD, Sheridan and George Brown to learn more 

about crafts curriculum in other regions of the country. Their final recommendations 

for Daigneault and her report included adding another year to the two-year program and 

maintaining its university-based academic model rather than adopting the NBCC model 

with its emphasis on technical skill training for industry. 

At the same time the Dieppe campus of College communautaire du Nouveau

Brunswick (CCNB) was developing its own francophone visual arts department. It 

was based on the NBCC academic model and featured courses oriented towards the 

local labour market, in jewellery ( delivered by Brigitte Clavette), interior design and 

photography. Even though studios were well resourced with new studios and equipment, 

unlike NBCCD its instructors were not working professionals and programs had 

difficulty attracting and retaining students. The francophone visual arts initiative did 

not succeed and only the Interior Design program survives to the present day, a two-year 

curriculum leading to an articulated degree with Universite de Moncton.204 
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Daigneault interviewed current and former instructors, George Fry and former 

directors, members of the provincial crafts community and senior civil servants. Her 

comprehensive final report incorporated observations from James and Ramsey, presented 

a brief overview of the School's history to date, provided data on the economic impact 

of the national crafts community and outlined future options including more formal 

agreements with either NSCAD or UNB. Her report recommended expansion of 

programming to three years plus a graduate year, but advised against seeking degree

granting status because of political and logistical challenges. 

Some of the issues identified in the report have been addressed including 

Daigneault's recommendation that annual budgets should be increased to meet the 

School's operational requirements; that full-time instructor positions be created; that an 

external advisory council be established to facilitate formal and regular dialogue with 

industry and professions; and that a post-diploma certificate program be launched. Based 

on her research and interviews, Daigneault felt that "if the Craft School were to expand 

its program to four years, allowing for greater emphasis on design, Fredericton ( and the 

province) could eventually become known as a centre for design excellence." This was a 

recommendation similar to that of Alan Crimmins 20 years earlier and was still a topic of 

discussion in 2012. 

One of the report's options for The Craft School's future was formal affiliation 

with the Woodstock campus ofNBCC where attempts had been made to create a cluster 

of applied arts programming. While Daigneault recognized challenges associating with 

a system that was "totally divorced from the concept of artistic education," she felt the 

move could help address administrative deficiencies at NBCCD.205 This option would 

be explored yet again in 2007 in a post-secondary report prepared by the government of 

Premier Shawn Graham. 

NBCC had opened its doors in 1974, a post-secondary college system created 

to replace existing technical institutes and trade schools in English-language campuses 

located in towns throughout the province, including Woodstock. From 1949 through 1965 



these technical schools had been built with assistance from the federal government to 

prepare students for entry into the world of work. At its founding NBCC was governed 

by a Board of Governors but in 1983 the Board was disbanded and the provincial 

college system was brought into the Department of Advanced Education and Training. 

It remained an operating unit within government until 2010 when Department of Post

Secondary Education, Training and Labour Minister Arseneault approved a return to 

Board governance. He believed this increased autonomy would allow NBCC to create 

more partnerships and have easier access to federal government and private sector 

funding, to work more closely with industry to develop a greater number of applied and 

technical programs, and foster more community-orientation and accountability.206 By 

contrast The Craft School had been evolving into a learning environment with greater 

emphasis on creativity and entrepreneurship. 
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In 1988 the College celebrated this pedagogical emphasis by establishing an 

honorary Fellowship award to recognize personal and professional commitment to fine 

craft education. The first three individuals to be honoured were founding Director Ivan 

Crowell and more recently a professional pewter-smith and weaver (Figure 68, p.159); 

Lois Etherington Betteridge (b.1928), metalsmith, visiting artist and winner of the Said ye 

Bronfman Award for Craft; and Allan Crimmins, former Director and now a professional 

potter (Figure 69, p.159). The following year 76-year old Erica Deichmann (Figure 

70, p.160) was named a Fellow (her husband Kjeld had died in 1963) and since then the 

annual award has honoured some of the province's most renowned visual artists and arts 

administrators. 207 

Leonard (Len) Arsenault replaced Normand Martin as Deputy Minister of the 

Department of Advanced Education and Training in 1989 and his administrative priorities 

featured a new emphasis on academic rigour and more accountability in administrative 

systems. Responding to recommendations from Crimmins, Daigneault and others, 

he recommended the College become a campus within NBCC. This was a move Fry 

feels was "very, very unfortunate," believing that compared to the individualistic arts 



Figure 68. George Fry (left) with former Director and inaugural College Fellow Ivan Crowell 

(1988). 

Figure 69. George Fry (left) with former Director and inaugural College Fellow Allan Crimmins 

(1988). 
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CRAFT SCHOOL FELLOWSHIPS - Fry, director, N.B. Croft School and 
Three distinguished craftspeople hove Helen Francis Gregor, textile artist, 
accepted 1989 fellowships to the N.B. Toronto. The third fellowship recipient 
Croft School. From left: Erica Deich- is Toronto fasion designer Marilyn 
man, ceramist, Fredericton; George Brooks. 

Figure 70. George Fry with College Fellows Erica Deichmann (left) and Helen Frances Gregor 

(1989). 
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culture he had fostered at the Craft School, NBCC was restrictive in academic focus and 

administrative policies. 208 In the 1989 College calendar he described his philosophy on 

education, and life. 

As far as I'm concerned, trying to comprehend what being a human 

creature is about, is the major justification for becoming either an 

artist or an educator, or indeed for existing at all. We are blessed with 

wondrous potential and our role is to help each other to journey with hope, 

enthusiasm and occasionally joy to explore this potential. 209 

Later that year the College did become a campus within NBCC. The provincial system 

included five other campuses in addition to Woodstock and NBCCD: Fredericton, 

Miramichi, Moncton, Saint John and St. Andrews. Advantages to NBCCD resulting 

from the merger included administrative support in human resource, financial and 

facilities management, and the introduction of computerized administrative systems. But 
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NBCCD's programming in the arts and fine crafts, and its pedagogical focus on creative 

problem-solving as well as applied skill development was not always an easy fit within 

the community college system, whose mandate was to prepare graduates within one or 

two years of study for entry-level employment in local labour markets. 

Louise Neveu, a member of the College's administrative staff since 1980 and 

for many years NBCCD Registrar, believes the decision to join NBCC was a mistake. 

Neveu was born in Edmundston to a francophone family and moved to Fredericton 

in 1975 knowing very little English. She found work as a secretary with the provincial 

Civil Service Commission. Six years earlier Premier Robichaud's Liberal government 

had made New Brunswick an officially bilingual province but most staff were still 

predominantly Anglophone. Neveu did develop a facility for English but her five years 

in government were not easy ones; she often felt that French-speaking employees were 

treated like second-class citizens. In 1980 she learned of a secretarial posting with the 

New Brunswick Crafts School and Centre and she joined the School inAugust,just two 

months after its move from the Woodstock Road 'Huts' into its current facility, the three 

and a half storey brick warehouse on Queen Street. 

She enjoyed working with Director George Fry who had been hired four years 

earlier. She found the student-centered work environment a welcome change to that of 

the Commission and its civil service bureaucracy. She stayed at The Crafts School (later 

named the New Brunswick College of Craft and Design) for 30 years until her retirement 

in 2010 (Figure 71, p.162). At the beginning she worked within a management and 

administrative team that included Director of Studies Lyall Hallum who was originally 

from New Zealand and the individual who interviewed Harriet Taylor. Hallum was also 

a design instructor and he produced much of the School's promotional material at the 

time. Another member of the team was storekeeper Doug Brewer ( 1925-2011) who had 

started working with Crowell in the late 1940s. Brewer was a 19-year old WWII veteran 

who returned from Europe with only one leg. He learned to adapt and drove the truck 
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Figure 71. Louise Neveu (background) at a weaving workshop at the College with Catherine Hale, 

a visiting textiles artist from Fredericton (1988). 

loaded with looms for weaving workshops to communities throughout the province as 

part of Crowell 's initial outreach handicrafts program. When arts and crafts classes were 

introduced in Fundy National Park in 1950, Brewer lived in Alma during the summer 

months to provide logistical support. Summer programming in the park was suspended 

in 1979 so then Brewer managed The Crafts School store in Fredericton year-round. The 

other member of the administrative team was Gerard Arseneault who was responsible for 

the ' Crafts Centre ' division of the School, managing outreach programming, organizing 

craft exhibitions and liaising with provincial crafts guilds. 

With new facilities, expanded curriculum and support from Hatfield's Progressive 

Conservative government- although she recalls there were never enough resources -

Neveu remembers the 1980s as good years for The Crafts School (Figure 72, p.163). 
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Figure 72. Craft School staff and students and an unidentified baby creating a faux nativity scene 

in the photography studio, including photography instructor Peter Gross (left), ceramics instructor 

Margaret Anne Capper (fourth from left) and Director of Studies Lyall Hallum, weaving student 

Jane Gobott and wood instructor Frank Horvath (circa 1983). 

While The Crafts School had enjoyed administrative independence when 

operating as a unit of government, when it became part of the provincial community 

college system there were expectations that procedures should conform to centralized 

systems. Neveu believes that arts and crafts programming, with its emphasis on 

individual creativity, entrepreneurship and self-employment, was never a good fit within 

that culture. Reluctantly she put aside her typewriter and learned how to use a computer, 

and began the process of aligning registrarial operations with centralized administrative 

procedures. 210 
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Beyond the administrative challenges and cultural shift for College staff, the 

24-year association with NBCC is also seen as detrimental to NBCCD by senior civil 

servants associated with the College at the time of the move. Raymond Daigle had served 

as Deputy Minister in the Department of Education and as Director of Educational 

Services for the francophone college system, College communautaire Nouveau

Brunswick (CCNB). By 2009 he was retired and was asked by former colleague Byron 

James for a review and assessment ofNBCCD options. In his report Daigle described 

the College's tenure as an NBCC campus as one of 'benign neglect.' James, who led 

the group involved in Daigneault's 1989 report and in 2009 was the province's highest 

ranking civil servant, Clerk of the Executive Council and Secretary to Cabinet, was 

influential in reviewing options presented by Daigle. In our conversation about NBCCD 

operations he agreed with that assessment. 211 

By contrast, from Karen Burk's perspective as a Studio Head the association 

with NBCC was a good one. She says that prior to becoming a campus within NBCC 

there were no full-time instructional positions so it was difficult to recruit experienced 

instructors from outside the province looking for secure employment. Temporary 

work during the academic year, with no benefits or pension, meant a high turnover of 

instructional staff and little if any consistency in curriculum. In our interview for this 

study she said that instructors taught what they knew and practiced in the workplace, 

so student success and creative development was dependent upon the quality and 

commitment of individual instructors. With more stable funding within NBCC the 

College was finally able to attract and retain a team of full-time instructional staff, 

complemented by part-time instructors with specific skill sets.212 

Summer programs in the arts, similar to the College's Maritime Photographic 

Workshops, were running in many provinces during the 1980s. They included: 

• Ontario's Algoma Summer School of Fine Arts; 

• Sir Sandford Fleming College's Haliburton School of Fine Arts (with 



silver-smithing and metal courses taught by Lois Betteridge and Beth 

Biggs); 

• George Brown College's summer program of ceramics workshops; 

• Canadore College's summer 'Artsperience' program; 

• Sheridan College's summer crafts workshops; 

• The 1,000 Islands Summer School of the Arts; 

• British Columbia's Metchosin International Summer School of the Arts 

(with a ceramics course taught by Robin Hopper).213 
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Issues regarding the College's association with NBCC notwithstanding, by 2012 only 

Red Deer College in Alberta, Sir Sandford Fleming College in Ontario -and in New 

Brunswick the College of Craft and Design - continue to offer these summer workshops 

in fine crafts. 

In 1989 a Native Arts Studies program was launched, designed to help maintain 

traditional craft techniques ofindigenous Mi'kmaq and Maliseet First Nations. Its first 

graduate was Ned Bear from St. Mary's First Nation (Figure 73, p.166). Bear went on 

to study at The First Nations University of Canada and the Nova Scotia College of Art 

and Design, and he earned a Bachelor of Education degree at UNB. He has taught at 

Fredericton High School and his wooden masks have been exhibited at leading galleries 

across the country. Unfortunately the Native Arts Studies program never attracted more 

than a handful of students and it was suspended in 2006. In 2010 an Aboriginal Visual 

Arts program was launched with the encouragement oflocal First Nations advisors and a 

new curriculum, the hope being that the redesigned program will attract a greater number 

of students. 

In 1990 Fry edited the coffee table book The Landscape of Craft, published 

by Fredericton's Goose Lane Editions. Acknowledging government support for craft 

training over the years, Fry dedicated the book to Premiers Richard Hatfield and Frank 

McKenna. With an introduction by Fredericton writer Nancy Bauer (b.1934) and 
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Figure 73. Ned Bear, first Aboriginal graduate of the College of Craft and Design (circa 1983). 

photographs by College instructor Dale McBride, the book showcased the work of 

New Brunswick craftspeople including Ned Bear, Karen Burk, Brigitte Clavette, Allan 

Crimmins, John Hooper, Susan Judah, Nel Oudemans, Peter Pawning, Jon Sawyer, Pat 

Stanley and Peter Thomas. The sense of community within New Brunswick's culture 

sector that is celebrated in the book can be felt in graduate photographs taken every year 

in front of the main building throughout the 1980s (Figure 74, p.167). 

Fry 's opening statement in the NB Craft School Graduation Calendar of 1990 
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Figure 7 4. A year-end photograph of the College community including instructor Rick Burns 

(seated, far left in second row), Peter Gross (standing fourth from left, back row), Harriet Harding 

(standing eighth from left), Jane Geurts (ninth from right, leaning on balcony), Yvette Bourque 

(seated fifth from right) , Brigitte Clavette (seated third from right), Anne Fox (seated, fifth from left) , 

Nora Gaston (seated, seventh from left) and Peter Thomas (seated far right, second row) (1985). 

offers an example of his passionate advocacy for the arts as he celebrates students ' 

exposure to international artistic influences, comparing contemporary graduates with 

those from earlier years. 

Another year gone and we are graduating our fifty first group of students. 

It would be fascinating to meet the first graduates to see what differences 

there would be in the products of fifty years ago. Certainly this crop are 

different in many ways from their predecessors. For example most of them 



are visually literate with a computer; they are aware of what they will 

face when trying to cope with the business world; they know a great deal 

about design theory and most of them are able to visually express their 

ideas with considerable drawing skill. They are much more conscious of 

the world of creativity beyond the borders ofNew Brunswick, and they 

have personally met several of the masters in their chosen fields. Many of 

them have explored the creative worlds of New York, Boston, Toronto and 

Montreal, and they are graduating from a school which has an international 

reputation. Little of this was necessary or was part of the world of the 

graduate of fifty years ago, who's [sic] experience of the Province ofNew 

Brunswick was sufficient for him to survive and to make a living. Often he 

was the pacesetter and there was much less competition.214 

With Fry's encouragement NBCCD instructors continued to build their professional 

stature within regional and national art communities. In 1991 jewellery instructor 

and metal artist Brigitte Clavette received the Kjeld and Erica Deichmann Award for 

Excellence in Craft in recognition of her creativity and craftsmanship. She continued 
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to exhibit personal work throughout the 1990s and in 2000 was elected by peers to the 

Royal Canadian Academy of Arts. Chris Colwell, Charlie Gaffney, Harriet Harding and 

Janice Wright Cheney all received grants from the New Brunswick Arts Board in 1991 

in support of their professional artistic development. Colwell is now studio technician 

in the Ceramics studio; Gaffney is Coordinating Instructor of the Aboriginal Visual Arts 

program; Harding (Taylor) is Coordinating Instructor of the Textiles program; and Wright 

Cheney teaches art history. 

Attempts were made to establish new pathways for students with NSCAD. Fry 

wrote to NSCAD President Ian Clark in February 1991 but it was late September before 

their Registrar Stephanie Smith responded, offering "congratulations on the School 

becoming a College of Craft and Design." But she was "curious to know what this 
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means." She suggested that NSCAD faculty were not sympathetic to large chunks of fine 

art credits being transferred from NBCCD, especially "without a student having some 

art history and liberal arts and science course work under their belts." She recommended 

that NBC CD look to UNB for those courses if they were not available in the College 

curriculum, or through NBCC.215 The conversation regarding a formal agreement with 

NSCAD is still a work-in-progress. 

George Fry retired in 1993. Nancy Bauer, author and contributor to The 

Landscape of Craft, was born in Massachusetts but a resident of New Brunswick since 

1967 and when George's wife Mollie died in 2012 she paid tribute to the couple in her 

weekly Telegraph-Journal column. Bauer lauded the couple's significant contributions to 

the arts in New Brunswick. 

Has the province benefitted more from the work of any couple than it 

has from George and Molly [sic] Fry? George built the New Brunswick 

College of Craft and Design into the outstanding institution that it is, 

and Molly designed and put in place our provincial kindergarten. Not to 

mention all the encouragement and inspiration they both have given to 

artists, writers, craftspeople and teachers. 216 

Fry retired to rural New Brunswick, to a home he designed and built with his son Jeremy 

who lived nearby with his family. Fry's studio windows looked out at the rolling hills 

of the Kingston peninsula, and he continued to create personal artwork and exhibit in 

Saint John galleries. George Fry died in 2014 at the age of 85, having declined dialysis 

treatment for a liver condition (Figure 75, p.170). 

4.12-ATimeofChange 

Shortly after Fry's retirement Byron James moved to the Executive Council and Janice 

Gillies was appointed NBCCD Director. Gillies came from the civil service with a 

background in interior design, and her mandate from government was to update and 



Figure 75. Former College Director George Fry in his home studio on the Kingston Peninsula 

(2008). 
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improve College operational integrity. School closure was a distinct possibility.217 Her 

management style was quite different to the one instructors had become accustomed to 

during Fry 's 17-year tenure. Whereas Fry had included Studio Heads in regular planning 

sessions, delegating many administrative tasks including class scheduling, studio 

budgeting and curriculum development to instructors, Gillies attempted to introduce a 

more traditional organizational structure. Responsibility for these tasks was reassigned to 

the administrative team. 

During her term Gerard Arsenault moved his crafts centre operations out of 

the Queen Street building and across the river to Marysville Place, the renovated mill 

built in the 19th century by 'Boss ' Gibson. And in 1994 Steve Goudey was invited 

to the College and the role of Director of Administration. Goudey had worked in the 

Department of Finance as a tax information officer but that position had been eliminated 

during a round of budget cuts by the Mc Kenna government. Before coming to NBC CD 

he had worked for three years at NBCC Woodstock as a Contract Training Officer. Prior 
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to his appointment government administrators had told Goudey that College closure 

was a real possibility unless new levels of operational effectiveness were introduced. 

It was recognized that Janice Gillies was beginning to bring a semblance of order and 

accountability to academic and administrative operations, but there were concerns about 

accounting practices and lack of control procedures at the College. In spite of George 

Fry's efforts to promote professional curriculum standards at the College, Goudey recalls 

"there was also the feeling that programming offered was basically hobby courses."218 

Goudey pledged to work with Gillies to build an effective administrative team, expand 

the College's computer network including the introduction oflnternet access and email, 

upgrade studio facilities, and establish new integrity in payroll and budget management. 

Capitalizing on his contacts within NBCC, Goudey was determined to improve the 

perception of the College in head office and throughout the college system. Initially he 

was able to improve what were sporadic payroll time lines to instructors, and worked 

with Gillies to provide computers and Internet access to instructors as well as staff. But 

not everyone agreed with the changes. When requested to follow government policy on 

payment to visiting artists, Aboriginal instructor Gwen Orechia (Bear) accused Goudey 

of "a patriarchical [sic] attitude of doing for me [sic] either because I am a woman or 

because I am a Native."219 Orechia was respected within her First Nations community 

and well liked by fellow instructors and her comments galvanized feelings of resentment 

towards administration. But Gillies remained committed to the change agenda she had 

implemented, and she was impressed with Goudey's work even as the discord between 

administration and instructional staff grew more pronounced. 

In light of the $10,000 surplus remaining at 1994-95 years [sic] end 

from this College's budget I want to commend you for a job well done. 

Your efforts directly resulted in this positive situation. You have added a 

diligent, keen and questioning mind to our financial administration here 

since your arrival and have been a tremendous help to me in establishing 



control of the precarious financial picture we both inherited. You are a 

valued member of our College team Steve. Keep up the great work! 220 
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The schism between instructors and administration became public in 1996 when Gillies 

attempted to close the photography studio. Government rationale had been to eliminate 

duplication with similar programs within the community college system in Dieppe and 

Woodstock. Fry heard about the initiative and wrote to College Fellows and the provincial 

arts community asking for their support. The response was loud and clear. 221 "Seeing how 

easy it was to wipe out photography from the curriculum, who's to say what will be on 

the chopping block next?" asked columnist Christina Sabat in the November 9 edition 

of Fredericton's The Daily Gleaner. "Is this the beginning of the dismantling of the New 

Brunswick College of Craft and Design?" Photographer Freeman Patterson called the 

government's move "an act of cultural barbarism." 

One of the outstanding features of the school is that it hasn't just trained 

people. It's developed independent thinkers who love what they're 

doing. People are trained to be entrepreneurs which is precisely what the 

government wants. 222 

Fry's call to action and published comments from Sabat and Patterson galvanized the 

arts community. Their public statements confirmed the pedagogical differences between 

a provincial community college system with its employment-driven programming, and 

a small arts school focused on individual creative development. In the face of the public 

outcry Minister 'Roly' MacIntyre of the Department of Advanced Labour and Education 

(the most recent governing department) retreated. A career civil servant originally from 

Prince Edward Island, he had been elected to the Legislature the previous year and soon 

after appointed to the ministerial role. "In light of the response from the arts community," 

he stated, "we feel it is best if we postpone the decision until such time as we have an 

opportunity to study it further."223 

As these administrative crises swirled around them students at the College 
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continued to thrive in what was a stimulating and supportive learning environment. The 

education they received had a lasting and positive impact on their lives and careers. 

Danielle Hogan (b.1973) came to study at the College after a year in the fine arts program 

at Mount Allison University. She graduated with a Diploma in Graphic Design and 

went on to earn a BFA from Emily Carr Institute of Art and Design (now Emily Carr 

University) in Vancouver where she finished her final year on a scholarship, completing 

an MFA at the University ofVictoria. She has been an artist-in-residence at The Banff 

Centre and taught at the Vancouver Island School of Art and Victoria College of Art. 

Hogan exhibits her personal work in galleries across the country. 

I was a student ofNBCCD in the mid-nineties and had no idea at the time 

what world-class training I was receiving. Since that time I have studied 

at a number of other arts institutions in Canada and can now say just how 

truly unique an art school it really is. I have my MF A now and dream of 

going back to NBCCD someday to study in the studios I missed out on the 

first time around. 224 

However, the implementation of change initiatives including new computers and 

new curriculum was often anathema to instructors and staff who had been used to 

working independently under Fry's leadership. The institutional culture he fostered had 

emphasized professional success rather than course design and delivery or administrative 

efficiency. Staff resented new expectations and new accountabilities that were the 

hallmarks of Gillie's management agenda. Staffing issues, the daily workload and what 

they felt was inappropriate compensation made for a very stressful few years for Goudey 

and he wrote to Gillies in January 1997 saying he was considering a transfer. 

As a member of the Management team we get very little credit from staff 

or students for the Job we do. I have actually heard them say in meetings: 

"Administrators are just bureaucrats and do nothing ofreal value." From 

a lot of our peers at the Department we get very little credit, because they 



think we are small potatoes and don't really rate College Status. We are a 

small site, so our problems must be small.225 

Janice Gillies left the College later that year for a position with the Department of 

Education and a new Principal was appointed. Luc Paulin was born on Lameque Island 
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in the Gulf of St. Lawrence off the northeast coast of New Brunswick where his father 

worked as a manager in a fishing plant. He attended high school in Shippigan, studied 

business at the Universite de Moncton and was offered a position with government 

shortly after graduating in 1981. He has worked in the provincial civil service ever since. 

Paulin worked for Business New Brunswick and the Department of Education and was 

Director of Finance for the Department of Post-Secondary Education, Training and 

Labour when introduced to the College at a presentation by Director George Fry. Paulin 

was impressed with Fry's eloquence and commitment to arts education, although he 

had heard from civil service colleagues that his management style was perceived to 

be inefficient. He also knew that the new Principal Janice Gillies had replaced Fry's 

Administrative Officer Fred LeBlanc with Steve Goudey, who brought extensive financial 

experience from his own years in government service. 

Paulin filled in for Gillies for five months when she was on maternity leave and 

his favorable impressions of the College and its staff was only enhanced. When Gillies 

left the College in 1997 he eagerly accepted appointment as Director. He acknowledged 

knowing little about craft but looked forward to carrying on Gillies' efforts to modernize 

College curriculum and operations. However he quickly realized that Gillies, Goudey and 

Program Coordinator Diane Dobbelsteyn had only begun to make incremental changes. 

For example course documentation was basically non-existent. Instructors had been hired 

by Fry for their professional expertise, not their teaching experience. If course outlines 

and lesson plans did exist he sensed they had often been developed on an ad hoc basis to 

serve the needs of students that particular year. Mature students were accommodated with 

independent study options including few academic expectations. When instructors left 
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the College they took their course notes with them so faculty replacements had to develop 

their own course content from scratch. There was little structure to program design, few 

defined learning outcomes, no rubrics or consistent evaluation procedures. 

There were larger, systemic issues. Government still had difficulty understanding 

the College even though it was now a campus within the provincial community college 

system. As a campus it was not really a college but it was not a university either- it was 

something in between. Enrolment was a perennial challenge, especially in weaving 

and ceramics studios where one year there were no students, and no graduates. There 

was never enough funding so the management team was always being forced to find 

ways to cut costs. NBC CD missions to India (led by Jane Geurts) and to Cuba (led by 

Diane Dobbelsteyn), were funded by the Association of Canadian Community Colleges 

(ACCC), but without adequate supplementary resources from the province Paulin was 

not able to authorize any follow-up activity to these missions.226 

Although staff relations began to improve under his leadership, as Paulin 

worked with Goudey and Dobbelsteyn to improve operational and academic systems 

the instructors and staff once again began to resist the change agenda. Gwen Bear (nee 

Orechia), Studio Head of a program now with only two students, claimed harassment 

following Paulin's repeated requests to move the Native Visual Arts studio so it could be 

assigned to other, larger classes. Instructors openly referred to management as 'the suits' 

and claimed they alone knew what was best for students. In 2002 facilitator Kathleen 

Howard was brought in to conduct a team building session where it became obvious 

that differing agendas, mistrust and resistance of authority and hurtful comments were 

undermining attempts to create a collegial and productive work environment. 227 

NBCC budget allocations to the six campuses in the provincial system were based 

on enrolment and because the College of Craft and Design was the smallest its year

over-year operating budget continually placed it in a deficit situation. Without funding 

or staff to support effective marketing strategies the College's enrolment declined even 



further and its financial situation only worsened. Facilities were allowed to deteriorate, 

instructors became even more demoralized and disengaged, and program development 

stagnated. 

More organizational reviews were commissioned to address institutional 

challenges and help inform government decision-making. In 1996 Peter Pilgrim, VP 

Academic at Winchester School of Art in England and Michael Nowlan, consultant to 
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the provincial departments of Education and Advanced Education and Labour, identified 

that "historically, NBCCD instructors have not compiled comprehensive curriculum 

documents, even when requested by administration." Acknowledging there were "some 

course outlines provided by instructors, which, for the most part, are sketchy and poorly 

written," the report recommended that instructors document their courses followed by 

facilitated workshops to help in the process of preparing weekly lesson plans.228 In yet 

another report, New Brunswick management consultant Bill Yerxa recommended that a 

strategic plan be developed with facilitated meetings to improve internal communications 

and policies should be written to provide direction and accountability for all College 

operations. 229 And in his report presented later that year Quebec author, educator and arts 

consultant Fran9ois Colbert noted "the College of Crafts [sic] and Design will always be 

in a precarious situation in a community college system because it is different in nature 

from the core business of the community colleges."230 While the reports were prepared 

to assist government managers and NBCCD administrators develop strategies to 

improve institutional effectiveness and sustainability, response to the recommendations 

was measured. For example, the recommendation from Pilgrim and Nowlan to hold 

curriculum workshops for instructors took over a decade to be implemented. It wasn't 

until 2008 that consultant Norra Taylor led instructors in a series of curriculum design 

workshops. And NBCCD remained a campus within NBCC for another 13 years. 

A campus gallery opened in the basement of the main building in 1998 with 

Minister MacIntyre venturing back onto campus to join Paulin for the official opening 
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(student Drew Kinnickell, who now teaches at the College had two drawings in the 

opening exhibition). A faculty committee chaired by instructor Rick Bums and including 

Brigitte Clavette, Harriet Harding and Peter Thomas helped organize a regular and 

ongoing program of gallery exhibitions by students and instructors.231 

Some members of faculty were beginning to use craft as a genesis for creative 

exploration in their professional work rather than an end in itself. One of these instructors 

was Janice Wright Cheney (b.1961 ). Born in Montreal but raised in New Brunswick, 

Wright Cheney graduated from Mount Allison University in 1983 and has been teaching 

art history to first year students at the College since 1996. Her award-winning personal 

artwork is grounded in textiles and embroidery but she explores themes in nature and 

science from a visual arts perspective (Figure 76, p.178). Her work has been exhibited 

throughout the Maritimes, across Canada and internationally, and in 2000 she was a 

recipient of the Strathbutler award. 

As an artist who began her professional life as a painter, Wright Cheney 

switched to textiles as a medium to express her ideas. The jury noted 

the provocative nature of her recent work which was inspired by her 

fascination with forensic entomology. Rendering insects and other animals 

as realistically as possible involves meticulous research by the artist and 

demonstrates her skill in a variety of textile based media. With these works, 

Wright Cheney invites the viewer to examine the various ways humans 

understand nature and the transitory nature of all things.232 

Other instructors introduced students to a fine arts perspective in their classes. Rick 

Bums (1949-2004) was born in Nova Scotia but settled in Fredericton in the 1960s. He 

lost the use of both legs in an auto accident while in high school but went on to graduate 

from UNB and taught drawing at the College from 1984 to 2003 (Figure 77, p.179). In 

1984 he was a founding member of Gallerie Connexion, Fredericton's artist-run visual 

arts centre. His artwork is included in permanent collections of the BeaverbrookArt 
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Figure 76. Janice Wright Cheney's life-size sculpture "Widow" (wool, cochineal dye, velvet, taxi

dermy form, pins and wood). Courtesy Jeff Crawford (2012). 
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Figure 77. Rick Burns (no date). 

Gallery and the Canada Council Art Bank, and like Wright Cheney he was a winner of the 

Strathbutler award, in 2000. Tragically, Burns went in for a routine operation in 2004 but 

died in hospital. "Whether working in charcoal, wood, paint or metal, Burns was a poet, a 

philosopher, a craftsman. "233 

Instructor Philip Iverson (1965-2006) was born and raised in Fredericton, 

studied at the College and went on to earn a BFAat Mount Allison University. He taught 

painting at the College from 1997 to 2001. His critically acclaimed personal paintings 

were grounded in expressionism, with exaggerated and distorted figures revealing inner 

emotions. Married to Japanese-born Yukari Hazama, a ceramics graduate of the College, 

Iverson tragically succumbed to brain cancer at the age of 41 . 234 

Meanwhile long time instructor Peter Gross moved beyond the Photography 

studio closure controversy to promote an articulated applied degree with the Faculty 

of Arts at the University of New Brunswick (UNB). This initiative built upon a 1980s 
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agreement between the College and UNB 's Faculty of Education, where students could 

apply credits from their College courses towards a Bachelor of Education degree at 

UNB. Launched successfully in 1999, the Bachelor of Applied Arts was a unique hybrid 

program where students completed two years at each institution to graduate with a 

degree conferred by UNB. The program has continued to attract students looking for a 

combination of college and university curriculum focus, and a 2010 Quality Assurance 

Review conducted for the Maritime Provinces Higher Education Commission termed the 

articulated BAA program "valuable and innovative. "235 

During the 1990s Harriet Taylor (nee Murray) expanded the Surface Design 

studio's focus to include an international perspective. With funding from the Canadian 

International Development Agency (CIDA) and the Canadian Craft Council she delivered 

indigo workshops in Grenada, part of a Canadian project to help the Caribbean island 

move towards economic independence. While there she travelled the island with Peter 

Joseph who had worked with George Fry in New Brunswick, meeting local artisans 

and learning firsthand about the economic challenges they faced because of high 

tariffs which discouraged the importation of contemporary fine craft material. She later 

spent a month working with Grenada National College (renamed the T.A. Marryshow 

Community College in 1996) to prepare a report documenting the state of indigenous 

craft production. Back at the College she helped organize a fundraising campaign with 

her students, raising $7,000 to support their visit to Antigua where she launched a summer 

institute and her students delivered craft workshops to local college instructors. Taylor 

studied Antiguan craft production in a project funded by the New Brunswick provincial 

government. She was concerned with the quality of work being created in products 

such as straw hats marketed to North American tourists, a practice introduced by an 

international aid organization throughout the Caribbean. She worked with the University 

of the West Indies to deliver more indigo workshops and she was able to secure provincial 

funding to bring a Grenadian student to the College of Craft and Design for six months 
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to study weaving. Principals Fry, Gillies, and Paulin supported Taylor's international 

initiatives but deteriorating international relations following Grenada's introduction of a 

controversial visa policy in 2001 meant an end to Canadian government funding. Without 

matching funding Taylor was not able to follow up with more exchanges and additional 

student recruitment initiatives. 

She also attempted to position the Surface Design studio as a leader in 

computerized textiles printing. She and her husband Stephen, a part-time instructor at 

the College from 1998 through 2004, envisioned a Design Resource Centre with an 

international outreach. Using a cost-recovery financial model, the plan was for designers 

to send their digital files to the College via the Internet, where they would be printed on 

textile substrates of their choosing and the finished product returned by courier. College 

students would benefit from access to state-of-the-art computer technologies and the 

College would be positioned as a resource for designers in the region, and potentially 

around the world. Janice Gillies supported the initial proposal but during Luc Paulin's 

tenure finances were increasingly tight, especially for start-up costs associated with high

end computerized equipment. Following his review of the proposal NBC CD Principal 

Robert Kavanagh deemed it was not financially viable.236 

The challenge in garnering support for her proposal did not affect Taylor's 

passion for craft and design and commitment to student success.237 This strong sense of 

community at the College is something most visitors and students notice the moment 

they enter the building. It is a familiar scenario to art educators, especially those with 

experience in small arts schools. The Haliburton School of the Arts (Figure 78, p.182) 

was founded in 1969 in the village of Haliburton, a campus of Sir Sanford Fleming 

College in Peterborough, Ontario. Barb Bolin led the School from 1975 through 2007. 

She came from a farming background and when interviewed by a local journalist after her 

retirement compared working in the visual arts with those working the land. 

"I'm one of those lucky people who likes who they work with and what 



Figure 78. Hallway of the purpose-built arts facility at the Halburton School of the Arts campus, 

Fleming College, Haliburton, ON (2007). 

they do," [Bolin] says, comparing her career at the college with her 

upbringing on a farm. Farmers, she says, live their jobs in the sense that 

all parts of their lives, and their lifestyles, are interconnected. There's no 

commute home after work that separates the two facets of your day. 

"You mix your life and your work and societal responsibilities," she says. 

Farmers and artists "are people who inspire communities. They don' t get 

to retire; they just continue on with their lives."23 8 
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Bernard Lord (b.1965) and his Conservative Party swept into power in 1999 and 

formed the government for the next seven years. In 2002 the province's first Cultural 

Policy was published by a working group included weaver and College instructor 

Charlotte Glencross, musician and UNB professor Richard Hornsby, and Wayne Burley 

and Caroline Walker, both arts advocates from the government's Culture and Sports 



Secretariat. The Policy enshrined culture and heritage as core values for the province. 

Creative, critical and independent thinking are essential for a healthy and 

:flourishing society. These skills, acquired through education and lifelong 

learning opportunities, are fundamental to the development of a vibrant 

culture.239 
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That same year the City of Fredericton released its own report on arts and culture, written 

by a working group including Laurie Glenn, Head of Programming and Communications 

at the Beaverbrook Art Gallery, and College instructors Trudy Gallagher and 

Janice Wright Cheney. The report identified the College of Craft and Design as an 

important cultural asset for the city, but in its SWOT analysis (Strengths, Weaknesses, 

Opportunities and Threats) noted "the general lack of recognition or awareness of the 

importance of the arts- by the public and politicians alike." 

Although the provincial Cultural Policy document recommended that, "investing 

in culture brings economic benefits to the province," adequate base funding for the 

College continued to be a challenge. Responding to a directive to cut almost $400,000 

from the College budget in 2002, Steve Goudey reluctantly presented Luc Paulin with a 

list of options including suspending programs in Graphic Design and Native Visual Arts. 

Managers at NBCC and within PETL were able to find alternative cost-cutting strategies. 

In 2006 Assistant Deputy Minister Michel Theriault wrote a "Strategic Directions" 

report for New Brunswick Community College. He cited socio-economic factors that 

would impact NBCC operations into the foreseeable future including an aging population, 

low birthrate and poor economic growth relative to the rest of Canada. He stated that 

"much of the College's potential remains untapped," and challenged NBCC to improve 

the quality and relevance of programming, introduce greater :flexibility in services and 

program delivery, and increase capacity for innovation.240 The socio-economic crises 

identified by Theriault continues to drive the government's agenda while the challenges 

to colleges to become more efficient, more innovative, and more competitive have been 

recurring themes for decades. 
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A highlight for Paulin and Goudey was hosting a visit of the Governor General 

to the College in 2000 (Figure 79, p.185). But the reality of the work environment was 

that instructors continued to mistrust management, a paradigm that had defined Gillies' 

tenure and the first years of George Fry's term as Director, and they openly challenged 

Paulin's authority to manage College operations. Tired of the interpersonal conflict and 

recognizing the difficulties in turning the College's financial situation around, after 

five years as Principal Luc Paulin left the College for a position with the Department of 

Tourism and Parks. 241 

Currently Senior Director oflnvest NB, Paulin is proud of accomplishments 

during his tenure and is confident the operational foundation he created helped facilitate 

future development. A start was made in documenting curriculum; he supported 

instructor Peter Gross and Peter Kent, UNB Dean of the Faculty of Arts, in the launch 

of the articulated Bachelor of Applied Arts degree; the one-year Foundation Visual Arts 

certificate program was created from the first year of the existing 3-year Diploma; and 

the Creative Graphics program was upgraded to a laptop program where all students were 

assigned the same model of Apple computer as part of the studio fee structure. Although 

his last year at the College was difficult he is generous in his recollection of instructors, 

staff and students, and still attends as many of its public events as possible including the 

Aboriginal 'circle' on campus to celebrate Gwen Bear's life in 2012.242 

Robert Kavanagh, a Montreal potter with an earned doctorate from Concordia 

University was appointed campus Principal in late 2002. Norman Mcfarlane, the 

Minister of Training and Employment, recognized Kavanagh's experience in the arts and 

administration. "I am pleased to welcome Robert Kavanagh into the NBCC network," 

Mcfarlane stated in an official announcement from the department. 

Not only does he possess the knowledge and leadership skills required to 

manage the college, he has artistic ability which will help inspire creativity. 

His past experience as an administrator and professional artist will help 

NBC CD continue to provide graduates ready for success. 243 
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Figure 79. Minister Norman McFarlane of the Department of Training and Employment 

Development (left), John Ralston Saul and Governor General Adrienne Clarkson, NBCCD 

Director of Administration Steve Goudey and Principal Luc Paulin in front of a painting by student 

Jana Dueck (11 October, 2000). 

Kavanagh came to the College from the role of academic leader at White Mountain 

Academy of the Arts, a small private art school in Elliot Lake, Ontario. Founded in the 

early part of the 20th century, Elliot Lake boomed when uranium was discovered there 

in 1953. Fourteen local mines provided most of the free world 's supply for nuclear 

power and atomic weapons. Following the end of the 'Cold War' between the U.S. and 

the U.S.S.R. in the early 1990s, mining operations had been drastically reduced and 

the workforce moved away. White Mountain Academy was an attempt to provide a 

program of arts and culture for what was hoped would be a new population of retirees, 

summer visitors, and students from regional First Nations. The Academy opened in 

1998 with funding from mining companies and the federal government. Its curriculum 

was developed in partnership with local Ojibwa First Nations and included painting, 

photography and graphic design. But Elliot Lake is located in an isolated region of the 

Algoma Highlands north of Lake Huron and student enrolment was never enough to cover 

teaching and administrative costs. Kavanagh was the last Executive Director and Dean 

and the school closed in 2006 after only eight years of operation. 



Within a month of his appointment at NBC CD Kavanagh was able to identify 

issues he was inheriting at the College as Principal. He provided context in his first 

official report to NBCC Executive Director, Richard (Dick) Corey. 

At the very beginning of the 2002-2003 academic year, the College of 

Craft and Design entered a particularly awkward nexus in its history. 

It has been experiencing important fragmentary tensions within its 

orientation and operations for a number of years. It has been undergoing 

conflict over its leadership, its purpose and self-identity and it has come 

to feel increasingly isolated within its system of governance, which 

should normally be a natural support system. This tension is specific for 

the College because the whole learning environment of the College has 

developed over these long years of tradition and in keeping with national 

and international modalities. These attitudinal issues have grown over the 

decade or more, and have created high order tension and anxiety as the 

College has entered the 2002-2003 academic year.244 
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Kavanagh persevered just as Fry, Gillies, Goudey and Paulin had done before him. He 

lobbied successfully for special capital funding and in 2005 the College Gallery moved 

upstairs to the main floor with outside access to improve its public profile, and Jewellery 

and Metal studios were extensively renovated to provide students with a contemporary, 

well-equipped learning environment. He hired a new Director of Academics, Bronwen 

Cunningham to resurrect the curriculum change agenda. But once again resistance from 

instructors greeted what they perceived to be arbitrary management decisions and little 

progress was made in improving the integrity of College academic systems or curriculum. 

Wherever they could, Kavanagh and Cunningham promoted change, including increased 

entrepreneurship activity within the curriculum. Former ceramics instructor Craig 

Schneider was re-hired to teach classes in entrepreneurship to all students, the intent 

being to reinforce the importance of a professional perspective prior to graduation. 
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Schneider organized annual Christmas craft sales of student work and these professional 

events held in the Gallery generated around $12,000 in sales each year. He took senior 

students to the annual Atlantic Craft Trade Show (ACTS) in Halifax where they displayed 

their work alongside 200 craft retailers and wholesalers from throughout the region. At 

the 2006ACTS the College won the 'Atlantic Canada Craft Award ofExcellence' for 

industry leadership and support and 'Best of Show' for its booth displaying student 

work. Award criteria for an individual, organization or company included "superior 

leadership, excellence in the development of quality crafts or giftware," and "exceptional 

contributions to the industry in Atlantic Canada over the past 5 years," validating the 

professionalism of student work at the College.245 Schneider also promoted student 

entries in the New Brunswick Innovation Foundation (NBIF) competition. In the 2007 

event recent graduate Alyson Scott and her sister Amy Tonning won top prize of $25,000 

with their business proposal for a rural mill, beating submissions from business students 

at the province's four universities and two community college systems. The sisters 

come from Markham ville, home of Peter and Beth Powning, where four generations of 

their family have farmed. The prize helped them diversify the farm from cattle to fibre 

production, and today the sisters sell wool that has been sheared, washed, dyed and 

carded from their own exotic alpacas. 

Faced with attempts by three successive Principals to implement cultural and 

operational change the faculty overcame differing perspectives and renewed their 

commitment to professional practice with an exhibition at the Beaverbrook Art Gallery, 

"Leap of Faith." Curated by Peter Powning, the exhibition opened in 2007 featuring the 

work of Jennifer Beckley, Beth Biggs, Judy Blake, Jackie Bourque, Linda Brine, Karen 

Burk, Greg Charlton, Brigitte Clavette, Darren Emenau, Jane Geurts, Peter Gross, Linda 

Kelly, John Leroux, Dale McBride, Denise Richard, Karen Ruet, Craig Schneider, Harriet 

Taylor, Peter Thomas, Joanne Venart, Whitefeather and Janice Wright Cheney.246 

In 2006 Kavanagh moved to Montreal and the position of Dean at Dawson 
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College. During his tenure the campus Gallery and Jewellery/Metal Arts studio had 

been renovated and student success celebrated but he left a work environment where 

tensions identified five years earlier had not been resolved. Staff relations were strained 

with little trust or respect between instructors and management. 247 Registrarial and 

financial systems were still proprietary and not aligned with those ofNBCC; curriculum 

documentation, where it did exist was dated and inconsistent; most studio facilities were 

rundown, cluttered and inefficient with equipment and classroom furniture needing 

replacement or upgrades; the College had no web presence and print promotion was non

existent; enrolment was declining; and year-over-year budget deficits were the norm. 

I had been introduced to the College in 2004 when invited by Kavanagh to review 

programming with Barb Bolin, Principal of the Haliburton School of the Arts. In our 

report we mentioned the need for "a cultural shift at NBCCD" but saw the opportunity 

for "significant, constructive and self-directed organizational change."248 I had over 20 

years' experience as an arts educator and college administrator managing change within 

large and complex design departments, and a national perspective as former President of 

the Society of Graphic Designers of Canada and the Canadian Crafts Federation (Figure 

80, p.189). I was impressed with the vibrant cultural scene in Fredericton and felt there 

were professional and personal growth opportunities associated with a move to New 

Brunswick. During visits to Fredericton I had been warmly welcomed by long-time 

Coordinating Instructors (Figure 81, p.189) who seemed reassured by my experience as a 

designer, educator and administrator with a track record of working collaboratively with 

faculty and staff at George Brown and Sheridan colleges. In August 2007 I left Sheridan 

College and my position as Associate Dean in the School of Animation, Arts and Design 

to become NBCCD Principal. 

Coincidentally I arrived just as the Liberal government of Shawn Graham 

(b.1968) was undertaking a comprehensive provincial post-secondary review. This was 

co-authored by Rick Miner, former Vice-President ofUNB-Saint John and President of 
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Figure 80. Governor General Michaelle Jean (left) discusses the national culture agenda with 

Michael Maynard (right), President of the Canadian Craft Federation, and Charles Lewton

Brain, former President of the Canadian Craft Federation and a visiting artist at the College in the 

nineteen eighties, Rideau Hall, Ottawa, ON (2007). 

Figure 81. NBCCD Coordinating Instructors Peter Gross (left), Karen Burk, Harriet Taylor, Dale 

McBride, Ellen Woolaver, Linda Brine, Brigitte Clavette and Jane Geurts with Michael Maynard 

(second from right) at the Crowne Plaza Hotel, Fredericton, NB (April 4, 2007) . 
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Toronto's Seneca College (2001-'09), and Dr. Jacques Lecuyer, founding chair of the 

Commission d'evaluation de l'enseignement collegial du Quebec. Both were respected 

educators with Canadian and international experience. Their report "Advantage New 

Brunswick" was delivered to the Premier in September 2007. It recommended closer 

collaboration between the province's four universities and two public college systems 

(NBCC and francophone CCNB) including the creation of three polytechnics. These 

would be hybrid post-secondary institutions, an educational model already proven 

successful in other Canadian provinces, the U.S. and Europe. To realize administrative 

efficiencies the report recommended the merger of the College of Craft and Design with 

the Maritime College of Forest Technology and- as Daigneault had suggested almost 

twenty years earlier - NBCC Woodstock. 

Public response in the province to the report was swift and negative, especially 

in Saint John where the polytechnic model was perceived to threaten the local campus of 

UNB. Peter Buckland, owner of an uptown Saint John art gallery and prominent figure 

within the local arts community, garnered signatures from residents and helped organize 

a protest march in the city.249 But some observers felt it was not the Saint John campus 

ofUNB and the province's three other universities that needed major change, it was an 

outdated provincial community college system. 

One of the big concerns the two commissioners, Rick Miner and Jacques 

Lecuyer, had at the outset was the lower post-secondary education 

participation rates in New Brunswick, compared to the Canadian average. 

But if you look at the figures closely, you'll find that the university 

participation rate in New Brunswick is actually higher than the national 

average and the participation rate for community colleges is lower. So the 

solution would appear fairly obvious: fix the problem at the college level! 

New Brunswick's community colleges are nearly unique in Canada for 

their narrow trades-oriented focus. Change needs to happen through new 



program creation, revamping existing offerings and introducing academic 

courses, in order to make the offerings more attractive.250 
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Reacting to public concerns about the report and its recommendation for polytechnics, 

Graham's government assigned Deputy Minister Nora Kelly from the Department of 

Post-Secondary Education, Training and Labour (PETL) to consult with presidents of 

universities and colleges and look at options. As part of this process, in my role as campus 

Principal I was able to lobby successfully for the College to be included in her subsequent 

report. Action #14, titled "Enhancing the College of Craft and Design" states: 

The New Brunswick College of Craft and Design will be enhanced and 

re branded to guarantee it has a distinct and appropriate identity as a centre 

for artistic and creative excellence. This will serve to attract a wider 

student population. As well, the College of Craft and Design will establish 

more formal relationships with public universities.251 

Confident that a merger with a forestry school and community college campus - located 

one hour down the Trans-Canada Highway - was not going to happen, and that 

government recognition of the College as a centre of excellencewould lead to increased 

annual budgets and additional resources, I worked with Noreen Lobban, former Chief 

Operations Officer at NBCC and now assigned to PETL with a directive to help NBCCD 

develop renewal strategies related to academic systems and operational integrity. 

Drawing on previous experience leading a process of major organizational 

change at George Brown College, my first priority was to re-engage instructors and staff. 

In inclusive and facilitated meetings the College's vision statement was rewritten and 

celebrated in a typographic layout on the wall of the renovated main entrance lobby to 

underscore our commitment to student success: "The College of Craft and Design aspires 

to be a centre of excellence, building a community of professional practice through 

applied and entrepreneurial learning in craft and design" (Figure 82, p.193 ). Banners 

celebrating student work from every studio were mounted on the main building's fa~ade 



to help raise the public profile ofNBCCD on Queen Street (Figure 83, p.193). 

Director of Academics Cunningham, identified in a PETL investigation as the 

primary source of tension among faculty and staff, was transferred to PETL's Policy 

and Planning Branch. Lobban helped design a new organizational chart in support 

of expanded administrative capacity and increased enrolment. Donna Boudreau and 

Bonnie Carson were transferred from the Department of Social Services to NBC CD 
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and the roles of Director of Administration and Financial Manager respectively. They 

provided impetus to the renewal process by introducing new levels of integrity to College 

administrative and financial systems. With new confidence in College operations PETL 

increased annual budget allocations and this allowed for upgrades to office and classroom 

furniture, the replacement of equipment in craft studios, the installation of new Apple 

workstations in student computer labs, Apple laptops for every instructor, high definition 

digital projectors and interactive Smartboards® in classrooms. Anew three-year business 

plan featuring strategic growth and operational stability was developed in consultation 

with the new external Advisory Council, chaired by UNB President Emeritus John 

McLaughlin. 

As part of the renewal process, retired civil servant Raymond Daigle was asked 

in March 2009 by his former colleague and current PETL Deputy Minister Byron James 

to prepare a background document to outline "the advantages and disadvantages of the 

different options presenting themselves in regards to the structure, management and 

governance of an 'enhanced'NBCCD and to meet the objectives ofTheActionPlan."252 

Following his investigation he identified four options: 

• Status quo as a campus ofNBCC; 

• Formal partnership with UNB or another university; 

• Transformation ofNBCCD into a stand alone centre of excellence with 

its own governance model; or 

• Any other model that could best serve the objectives of Action #14. 



Figure 82 (left). Professional signpainter Debb Ferris-Bates applying the College's new vision 

statement to a wall as part of renovations to the entrance lobby of the main building (2009). 
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Figure 83 (right). Banners featuring the title "New Brunswick College of Craft and Design" together 

with images of student work mounted on the Queen St. fac;ade of NBCCD's main building (2009). 

These options were determined as a result of meetings with many stakeholders including 

James and his ADM Liane Roy, UNB President John McLaughlin, St. Thomas University 

Vice-President Academic Patrick Malcolmson and NSCAD President David Smith. To 

ensure a College perspective he met with former Director George Fry, instructor Peter 

Gross and myself. In his report Daigle stated the association with NBCC was "never a 

natural or an easy one," but he did not agree that "integration of the College to a university 

is the right course of action." In fact he believed a 2008 memorandum presented to 
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PETL Minister Donald Arseneault and Deputy Minister Byron James by myself, UNB 

Director of Continuing Education and Learning Jane Fritz and STU's Malcolmson, 

proposing further investigation of a closer relationship with the university, "passes a 

little too quickly and easily over the real challenges of an integration of the NBC CD into 

UNB." His recommendation therefore was that NBCCD leave the community college 

system, building new capacity and new partnerships, and renovating facilities to enable 

the College to stabilize operations and eventually be prepared for a more autonomous 

governance model. 253 

In a concurrent initiative, curriculum consultant Norra Taylor was commissioned 

by PETL to research potential program options and she suggested an increased emphasis 

on design (reminiscent of Allan Crimmins' 1970 recommendation) that would help the 

College grow enrolment and build a more competitive and sustainable operating model. 

NBCCD can be transformed into an educational and cultural jewel of 

Atlantic Canada and Eastern North America, a destination of choice for 

national and international students looking for a unique educational 

experience that will position them for challenging and satisfying personal 

development and growth, successful employment and leadership roles, 

all of which are critically essential in meeting the challenges of the 21st 

century. 254 

Minister Donald Arseneault and his PETL management team of Byron James and ADM 

Liane Roy agreed with recommendations in the reports and in 2010 the College left 

NBCC with a 3-year Business Plan featuring the strategic goals of expanded facilities, 

500 full-time students and Board governance (Figure 84, p.195). In official statements 

Arseneault was unequivocal in his commitment to NBCCD. 

We feel the College has enormous potential for growth. These 

announcements will improve the College's ability to respond quickly 

and effectively to the needs of students, to contribute to the growth of the 
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Figure 84. Hon. Donald Arsenault, Minister of Post Secondary Education, Training and 

Labour (left), Fredericton MLA Rick Miles and NBCCD Director Michael Maynard at the official 

announcement of the College leaving the New Brunswick Community College system, with new 

funding for acquisition and renovation of historic Soldiers' Barracks (2010). 

creative sector and industry, and help the College become an autonomous 

institution. 255 

New funding was provided to allow expansion of the College's downtown campus to 

include the renovated historic Soldiers' Barracks (Figure 85, Figure 86 and Figure 87, 

p.196), further upgrades to classroom, office and studio equipment, and the launch of 

three new programs. A2010 PETL report confirmed progress to date: 

Responding to another priority of the Action Plan, the New Brunswick 

College of Craft and Design (NBCCD) is being enhanced, re branded and 

transitioned into a centre for artistic and creative excellence. Government 

has invested more than $1.3 million in the college. The most recent 

investment of $500,000 has been allotted to modernize the facility and to 



Figure 85. Soldiers' Barracks showing original entrance on Queen St., Fredericton, NB (circa 

1869). 
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Figure 86. Soldiers' Barracks showing restored decks and extension built to accommodate a new 

elevator and stairwell. Technical illustration by Michel Cormier (2010). 

Figure 87. Restored Soldiers' Barracks with exposed original stone wall in new stairwell (2012). 



further improve services for students. This plan will add to and improve 

teaching space and it will help to promote downtown Fredericton as a 

tourism destination showcasing artists and artisans. 256 

But later that year Graham and his Liberal government were voted out of office (the 
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first one-term government in New Brunswick history) and Conservative David Alward 

was elected Premier. "David Alward promised consultation and stability," reported The 

Globe and Mail, "a relief from the game-changing boldness attempted by the Liberals he 

replaced."257 Alward's campaign promises included a balanced budget in his first term, 

eliminating an annual debt of over $500-million and cutting costs to address a growing 

provincial deficit of $10-billion. The economic situation he inherited was compounded by 

dire demographic forecasts similar to those from Theriault six years earlier. Ominously, 

these featured the need for increased public spending to address rising health care costs 

associated with an aging population, compounded by a shrinking tax base because of 

further job losses in the resource sector, a declining birth rate and outmigration. The 

scenario suggested reduced government investment in post-secondary education. 

Deputy Minister James moved to the Executive Council and ADM Liane Roy 

was appointed President and CEO of the newly independent CCNB, reporting to a new 

and autonomous Board of Governors. Donald Arseneault was re-elected but Martine 

Coulombe, a francophone from Saint-Quentin NB was named Minister of PETL. Marc 

Leger was appointed Deputy Minister and Yves Pelletier, a federal civil servant from 

New Brunswick most recently working in Ottawa, was appointed ADM. This new 

PETL management team supported elements of the College's 3-year Business Plan 

including increases to the operating budget and implementation of initiatives designed 

to improve College administrative and academic integrity, but plans for ongoing facility 

improvements ( featuring a new wing of the main building extending out to Queen St.), 

expansion of the administrative team, program growth and eventual independence from 

government were challenged. It was hard to argue when the College continued to deliver 
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fine crafts programming in contrast to closures of similar programs over the years at 

Mount Allison University, Georgian College and Holland College. Even NSCAD's future 

as an independent art college remained uncertain because of serious fiscal challenges. 

The premise of the transformation initiatives developed by NBCCD with input 

from staff, PETL management, the external Advisory Council and Liberal government 

representatives had been to position the College of Craft and Design for strategic 

enrolment growth, enhanced operational stability and eventual governance by a Board 

of Governors. The initiatives were designed to provide a sustainable foundation for the 

College, allowing it to play an even greater role in the province's creative economy. But 

it soon became obvious that ADM Pelletier felt this ambitious agenda was premature. He 

insisted that operational inconsistencies, in particular College policies and procedures, 

must be addressed before new strategic initiatives could be considered. The new priority 

for NBCCD was greater alignment with government systems, especially the need for 

adherence to departmental policies and procedures. Pelletier's agenda was supported 

by the new NBCCD Dean Keith McAlpine and Department Head Kent Shaw, both 

transferred to the College from within government departments. The 3-year Business 

Plan and its vision of a more independent, more competitive NBCCD was deemed no 

longer relevant. 

4.13 - Passion and Persistence 

The new management agenda, resulting from the change in government and the 

appointment of a new PETL bureaucracy, had a dramatic impact on College operations. 

The three-year Business Plan for NBCCD, developed during six months' intensive work 

involving PETL staff, consultants and members of the Advisory Council, was termed too 

ambitious by Pelletier. Institutional efficiencies had always been administrative priorities 

but most recently they had been positioned within an overall strategy of improved 

curriculum documentation, enrolment growth and eventual autonomy from government. 
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Much like Len Arsenault in the late 1980s, Pelletier 'stop priority now was administrative 

rigour, especially strict adherence to departmental policies and procedures. In particular 

he questioned the initiatives designed to position NBCCD for increased autonomy from 

government, including the external Advisory Council and requests for an expanded 

administrative staff complement. 

In spite of Pelletier's discomfort with the Business Plan's vision, and even with 

increasing resistance to plans for growth by McAlpine and Shaw, I was determined to 

maintain the change momentum. With less than 250 students enrolled, members of the 

Advisory Council supported my conviction that initiatives designed to raise the College's 

public profile and attract an expanded student demographic were critical to NBCCD's 

operational viability and sustainability. 

New programs in Graphic Design, Integrated Media and Aboriginal Visual 

Arts had been launched successfully in 2010. To capitalize on this expanded NBCCD 

curriculum various marketing initiatives were implemented including the design 

and distribution of award-winning posters to high schools, and the launch of a new 

institutional website and social media platforms (Figure 88, p.200). A new recruitment 

officer position created during the tenure of ADM Liane Roy facilitated personal contact 

with every New Brunswick high school and Aboriginal First Nations. A new academic 

e-joumal edited by Eric McLuhan, son of Canadian media guru Marshall, was produced 

featuring articles on NBC CD faculty and students with portfolios of their work (Figure 

89, p.200). I personally produced an e-newsletter celebrating student and faculty activity, 

distributed every month to over 1,000 recipients throughout the province and across 

Canada. NBCCD collaborated with the Canadian Society for Education through Art 

association (CSEA) to organize and host their national 2011 conference in Fredericton, 

introducing the College and its program options to educators from throughout New 

Brunswick and across the country. And a new Continuing Education program offered 

a range of evening classes throughout the academic year, with summer workshops 
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Figure 88. Home page of new institutional website. Design by Lise Hansen, NBCCD alumna, with 

new NBCCD word mark designed by Michael Maynard and featuring student work throughout, 

including this illustration (left) by Graphic Design student Monica Weatherbee (2010). 

Figure 89. Premier issue of NB (Table of Contents) with articles by Mike Landry, John Leroux and 

Chet Wesley. Design by Malcolm Waddell (2011 ). 
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delivered in partnership with the City of Fredericton. This persistence in championing an 

expanded role for NBCCD resulted in its longstanding budget deficit being eliminated 

and a balanced budget presented to PETL at the end of fiscal years in 2011 and 2012. 

While I was dealing with tensions associated with maintaining the vision 

of NBC CD as an 'enhanced and expanded centre of excellence,' and responding to 

challenges to that vision from Pelletier and senior members of the NBC CD management 

team, instructors continued to promote student success in their studios, labs and 

classrooms. They continued to regularly exhibit their professional work in local galleries 

(Figure 90 and Figure 91, p.202). Janice Wright Cheney was elected a member of the 

Royal Canadian Academy of Arts in 2011 and the following year was one of 62 Canadian 

artists invited to participate in "Oh Canada," the largest curated exhibition of Canadian 

art mounted outside the country, displayed at the Museum of Contemporary Art in 

Massachusetts. 258 

Students continued to thrive in the creative learning environment. They regularly 

won regional and national recognition for their work including Emerging Artist Awards 

at the annual Atlantic Craft Trade Show and top provincial awards in the annual BMO 1st 

Art! competition. Rachel MacGillivray won a national competition honouring Canada's 

war veterans and her artwork was displayed at the National War Museum. In 2011 Monica 

Lacey won a national W. Garfield Weston scholarship, one·of only 25 awarded to college 

and university students across Canada. 

And the College regained an international profile through partnership in a bilateral 

educational project in Brazil, organized by the Association of Canadian Community 

Colleges (ACCC). NBCCD was selected along with seven other Canadian colleges 

to participate in a three-year international consulting project and instructors Craig 

Schneider and Ellen Woolaver presented workshops and advised Brazilian colleagues 

on Canadian educational practice during site visits in Brazil site and while hosting a 

Brazilian visit to the Fredericton campus. The project was titled "Mulheres Mil" or One 
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Figure 90. Catalogue cover for an exhibition of work by Karen Burk, "Acquainted with the Night," at 

the University of New Brunswick Art Centre, Fredericton, NB. Design by Oliver Flecknell (2010). 
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Figure 91. Catalogue cover for an exhibition of work by Janice Wright Cheney, "Trespass 

Intrusion," at the New Brunswick Museum, Saint John, NB. Design by Julie Scriver (2010) . 



Thousand Women, and was successful in improving college access for disadvantaged 

women in Brazil's north and northeastern states (Figure 92, p.204). 

A graphic example of my own vision of the College as a distinctive centre of 

excellence was a proposal for a new institutional facility built on the St. John River 

in downtown Fredericton. This was in response to a comprehensive external audit of 
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the existing building and its identification of the need for extensive renovations and 

upgrades. My thinking was that a more cost-effective and creative strategy for facilities 

improvement was needed. One that would help position NBCCD as more competitive 

with larger art colleges, a project with the potential to attract private sector investment 

and help boost the local economy. Admittedly it was an ambitious concept. Developed 

with the help of architect, author and educator John Leroux, I envisioned a new facility 

built across the St. John River on piers originally built to support a pedestrian bridge 

connecting downtown Fredericton with the north side (Figure 93, p.205). I imagined a 

dramatic but functional architectural statement that would appeal to students, Fredericton 

residents and tourists. I was aware of a similar project in downtown Winnipeg that had 

proven very successful.259 In Fredericton the bridge could incorporate a pedestrian link 

from downtown to the north side, providing new opportunities for public and private 

sector investment. But in a tough fiscal climate even finding support for renovations to 

existing facilities was a challenge, let alone a major construction project spanning the 

flood-prone St. John River. 

In 2012 the College was invited to represent provincial art, craft and design for 

the Royal visit of Prince Charles and the Duchess of Cornwall as part of Diamond Jubilee 

celebrations for Queen Elizabeth II. Participating in this prestigious event was an honour 

for NBCCD and everyone involved. It was familiar territory for the College, having 

showcased student work regularly throughout its history. Work from every studio was 

presented in a public display in Saint John where the Royal couple viewed student work 

and met students and staff. The College presented an official gift to the Royal couple, an 



Figure 92. Mui heres Mil students celebrate the completion of dress design and construction 

projects in a workshop organized by Ellen Woolaver, Teresina, Brazil (2009). 
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Aboriginal paddle, hand-carved by Charlie Gaffney, Aboriginal Visual Arts Coordinator 

(Figure 94, p.206). The gift had special significance. In 1860 Albert Edward, Prince of 

Wales and the future King Edward VII, had visited Fredericton and stayed at Government 

House, located on Woodstock Road on the banks of the St. John River. One morning 

the Prince noticed a birchbark canoe on the river, called to the Aboriginal paddler and 

went for an impromptu canoe ride. Although his bodyguards were concerned the Prince 

enjoyed the ride and subsequently invited the paddler Gabe Acquin ( c.1811-1901) to visit 

him in England. In factAcquin was Gaffney 's great-great-grandfather and his gift to the 

Prince of Wales - a hand-carved Aboriginal paddle. 260 

But the 2012 event was bittersweet given the tensions between the ADM and 

NBC CD and its Advisory Council. For their part, McAlpine and Shaw were increasingly 

uncomfortable with proposed transformation initiatives such as international activity, 

the concept of a graduate incubator and an expanded College presence in Saint John. 

Their extended sick leaves, sometimes taken simultaneously, made it even more 
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Figure 93. Creative concept of a new NBCCD campus built on existing piers in the St. John River 

in Fredericton, NB. Architectural design by John Leroux, digital illustration by Targetlock Studio, 

Fredericton, NB (2011 ). 

difficult to address theADM's agenda of policy updates and compliance with a reduced 

administrative capacity. 

Clearly the belief that moving College governance from the civil service to an 

independent Board of Governors - as recommended by Raymond Daigle in his 2009 

report, published in the College's 3-year Business Plan by the Liberal government and 

promoted by the external Advisory Council - was no longer resonating with the most 

recent PETL manager and new College administrators. Without their engagement 

and support, the vision ofNBCCD as a more independent post-secondary institution, 

playing an increasingly larger role in New Brunswick's creative economy, was no longer 

viable. The result was perhaps inevitable. In late 2012 Pelletier arbitrarily arranged my 

secondment to the University ofNew Brunswick and Keith McAlpine returned from 

extended sick leave the following week to the role of Director. 

This marks the end of my historical narrative and the end of this chapter in the 

story ofNBCCD development. 
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Figure 94. Premier David Alward (left), HRH Prince Charles, Michael Maynard, students Charlie 

Harding and Morgan Brooks and Aboriginal Visual Arts Coordinator Charles Gaffney at the 

student exhibition in Saint John, organized by NBCCD for the Royal Tour (2012). 
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Figure 95. Unidentified instructor and student in a typography class (no date). 
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This inaugural study ofNBCCD history confirms that 'passion and persistence' are the 

defining and enduring characteristics of institutional culture. Perhaps the eras of directors 

Ivan Crowell and George Fry best illustrate these qualities. Their personal commitment 

to craft education in New Brunswick and their success in positioning the College as a 

resource for the crafts community during each of their long terms in office is an enduring 

and powerful legacy. In my conversations with instructors hired by Fry during the 1980s 

they referenced that time as a high point in their careers. Their recounting of a passion 

for craft education, and their persistence in working within a learning environment with 

limited resources was palpable and infectious. 

Crowell and Fry brought to their roles a working knowledge of craft, experience 

as academic leaders, and personal passion and persistence. Their combined legacy at the 

College totals 40 years, more than half the period of institutional development to date. 

This study suggests that another factor contributing to their success was their working 

relationship with some of their government managers. W.A. Moore was Crowell's Deputy 

Minister at the Department oflndustry and Reconstruction (later renamed the Department 

oflndustry and Development) from 1946 through 1959, a 13-year term that helped forge 

a successful working relationship. With Moore's support Crowell was able to launch 

the School of Arts and Crafts in Alma and subsequently establish a permanent presence 

for craft training in Fredericton. For the first six years of George Fry's tenure, from 1976 

until 1982, Normand Martin was Deputy Minister of the College's governing department, 

Tourism (later reorganized as the Department ofYouth, Recreation and Culture, and 

subsequently the Department of Youth and Recreation). My research shows how Martin 

helped establish a permanent location for the College in its existing facility on Queen 

Street, and how his support of the visual arts led to new courses in craft studio curriculum 

including photography, design and life drawing. 

These successes underscore both the benefits and the challenges ofNBCCD's 

governance model. One of my research questions dealt with the relationship between 

civil service managers and the NBCCD management team, and within this longstanding 
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management structure I have shown the working relationship of College director 

and government manager has been a critical factor in NBCCD operations. When the 

relationship was a good one, development at the College was encouraged. But the 

converse could be true. Working with a new management team following the departure of 

Deputy Minister Moore, Ivan Crowell had to coordinate the closure ofhisAlma summer 

program. And working with a new management team following Normand Martin's 

departure, George Fry reluctantly oversaw the move of College operations into the New 

Brunswick Community College system. 

A related focus of my research was institutional development and this study has 

confirmed that NBCCD remains a unique post-secondary institution with its consistent 

focus on craft and design instruction. NBCCD has remained true to its original heritage of 

craft education throughout its history and I have identified several factors contributing to 

this curriculum focus and measured institutional development. 

A predominant factor has been the harsh economic reality in the province ofN ew 

Brunswick. The original rationale for launching crafts workshops in 193 7 was to create 

much-needed income opportunities for New Brunswick's rural population. Even today 

New Brunswick continues to post one of the lowest per capita incomes of any province 

in Canada. 261 The provincial government has been - and continues to be - committed 

to supporting NBCCD and New Brunswick's other post-secondary institutions (four 

universities and anglophone and francophone community college systems), but finding 

the requisite public funds to maintain and enhance institutional operations has often been 

a challenge. The College has always been totally dependent upon government grants 

and student tuition and fees for operating budgets, and those grants have been allocated 

according to enrolment. So with its perennially low complement of full-time students 

the combination of grants and tuition was never enough for NBCCD to move beyond 

basic course delivery and support new academic or strategic initiatives. The posting of 

an annual budget deficit was accepted practice until my tenure when I was able to lobby 
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successfully for increases to annual budget allocations. 

Another factor influencing NBCCD development has been and continues to be 

its geographic location, in particular the physical distance of New Brunswick from major 

urban centres in Canada and the northeastern U.S. In addressing my research question 

regarding competitive art schools I have documented how Ivan Crowell attempted 

to create an east coast arts school modeled on Alberta's successful BanffCentre. But 

because of the physical distance from major Canadian and American cities to Fundy 

National Park, the summer craft workshops never attracted a significant number of 

participants and the program was discontinued in the late 1960s. Even when College 

programs were delivered in Fredericton the issues of enrolment and associated funding 

allocations remained a challenge and continued throughout most ofNBCCD's history. 

Yet another factor influencing development has been the bias of some government 

managers towards NBCCD. Too often NBCCD seems to have been viewed by 

government as a fragile boutique operation appealing to a niche student demographic 

with limited career opportunities. Former College administrators Luc Paulin and Steve 

Goudey have described how the prospect of program or even institutional closure was 

sometimes a topic of discussion within government. Most recently, Assistant Deputy 

Minister Yves Pelletier openly challenged the directives of the previous government 

and the vision of an expanded and independent post-secondary institution, insisting 

that NBCCD revise its expectations and become a more efficient operating unit within 

a government department. Significantly though, while some departmental managers 

questioned the need for a craft school and the allocation of resources from limited 

government budgets, they never doubted the cultural significance of original craft objects 

created by students and instructors in NBCCD studios. While other craft programs in 

Canada have sometimes been diminished in scope or even suspended, craft studios at 

NBCCD continue to be supported with their emphasis on skill development in ceramics, 

jewellery and metal arts, textiles and weaving. Gifted to European politicians by Premier 
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Hatfield or showcased for a visit to the province by the Prince of Wales, sold to the public 

at the Mactaquac Festival or more recently presented for sale in the College campus 

gallery, craft objects have informed NBCCD's public profile (Figure 96, p.218). During 

his term in office Pelletier regularly visited College craft studios to purchase gifts for 

friends and government officials. 

Another possible factor in government's perception ofNBCCD may be the 

tensions resulting from managing a community of artists and artisans within the 

framework of a government bureaucracy. These tensions have sometimes led to 

challenging working relationships between administrators and College instructors, 

resulting in a lack oflong-term vision and operational stability for the institution. 

Certainly my personal experience at NBCCD provided insight into these tensions and 

their impact on institutional development. My background as a graphic designer and 

design educator provided context for my role as academic leader at NBCCD, but my lack 

of career experience within government was sometimes a source of tension, particularly 

when I reported to Yves Pelletier following his appointment in late 2011. A related tension 

is associated with the community of instructors and technical staff at NBC CD and their 

predominant and passionate commitment to traditional craft practice. Highly skilled 

in their craft disciplines, these instructors shared a bond through extensive College 

experience and a collective pride in its heritage and program focus. As recounted in their 

personal stories, many came to New Brunswick from other provinces and the U.S. and 

have been teaching at the College for more than thirty years. They found a supportive and 

creative community at NBCCD, a refuge from societal upheaval and the demands of a 

more expensive urban lifestyle, and they have been passionate in championing what is a 

unique community of designer/makers. 

This study has confirmed that even with these tensions, even with the challenges 

of geographic location and the lack of adequate resources and longstanding management 

within a government department, the institutional qualities of passion and persistence 

have always triumphed. 
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Figure 96. Poster (48 x 71 cm) with photograph of personal work (detail) by Jewelllery and 

Metal Arts student Kristen Bishop. One of a series of promotional posters for NBCCD featuring 

student work from every program. Design by Malcolm Waddell (2011 ). 
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The images in my interdisciplinary dissertation document visually, for the first 

time, the longstanding success ofNBCCD 's learning environment. Another of my 

research questions related to the artistic achievements of College students and staff, and 

how those achievements had contributed to institutional profile and stature. Images of 

work by students and instructors I have included such as ceramics,jewellery, weaving, 

wood turning and other media reinforce the institutional role of NBC CD as an incubator of 

skill development and creativity in crafts, and illustrate the beauty and timeless appeal of 

applied learning (Figure 97 and Figure 98, p.220). Craft objects associated with College 

workshops and post-secondary courses from the early 1950s through 2012 demonstrate 

high standards of technical skill and design. In Table 6 (p.253) I have compiled a 

chronological listing of awards to NBCCD students and instructors to document for the 

first time their success in regional, national and international juried competitions. 

In my presentation of these visual images I have also included photographs of 

key individuals involved in NBCCD development, together with the various facilities 

associated with NBCCD program delivery over the past seven decades. The selections 

include many archival photographs of individuals associated with NBC CD history, 

presented for the first time to document and recognize their involvement in institutional 

and program development. The resulting interdisciplinary narrative, combining text and 

visuals, contributes to a new appreciation ofNBCCD history and ultimately provides a 

better understanding of crafts development in Canada. 

The visuals illustrate how craft design and craft education at NBCCD has 

evolved over the past seven decades. From the 1930s through the 1960s the emphasis 

of Handicraft workshops was skill development, resulting in beautifully crafted objects 

that were often functional in context. More recently, craft education NBCCD also 

promotes critical thinking and problem solving as much as skill development, and fine 

craft is being exhibited in public and commercial art galleries (Figure 99 and Figure 100, 

p.221 ). I have identified the growing challenge of inexpensive imported housewares 
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Figure 97. Shaping a clay vessel on a potter's wheel in the NBCCD Ceramics studio (2010). 

Figure 98. Filing a metal band in the NBCCD Jewellery and Metal Arts studio (2010). 
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Figure 99. Bracelet by NBCCD student Audree H. St-Amour (2012). 

Figure 100. Ceramic vase by NBCCD student Chris Doiron (2010) . 
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to functional craft production in New Brunswick, a contributing factor to the growing 

interest in fine craft both at the College and within the craft community. Unfortunately 

functional crafts no longer enjoy the profile or status they did when visitors were lined up 

before the gates opened at the craft festival at Mactaquac Provincial Park, or when Allan 

Crimmins could generate $100,000 in annual sales of functional craft objects at the Opus 

Craft Village.262 However there are opportunities for entrepreneurial artisans, especially 

those with an interest in fine craft objects created for gallery exhibitions and personal 

collections. Toronto's One of a Kind craft show, launched in 1975, has survived several 

economic downturns to become North America's largest consumer craft show, attracting 

over 200,000 visitors annually. 263 One of a Kind has been an important venue for many 

New Brunswick craftspeople over the years and its current stature reflects the growing 

influence of the Canadian culture sector, identified as a driver of the national economy. 

The Conference Board of Canada estimates the culture sector's current economic 

footprint at $84.6 billion or 7.4 per cent of Canada's GDP, contributing over 1.1 million 

jobs to the national economy, more than forestry and mining combined.264 And in a recent 

employment report, PETL's Labour Market Analysis Branch confirmed the 'information, 

culture and recreation sector' was the fastest growing in the province. According to 

PETL's data, 3,500 new jobs have been created since 2009 and 13,900 culture sector 

workers are now employed in New Brunswick. 265 These statistics call into question the 

longstanding concerns about NBCCD's role in post-secondary education and the belief 

of PETL managers that career opportunities for graduates was limited. 

U.S. crafts gallery owner and author Garth Clark has written, "The craft-design 

marriage is what will save the crafts from dying out. "266 This study documents how this 

'marriage' has been a recurring theme at NBC CD for several decades. I have noted how 

Director Allan Crimmins spoke of a design centre associated with the College in 1970, 

one that could contribute to the development of craft-based industries in the province; 

how George Fry championed the addition of the word 'design' to 'crafts' in the College 



title; and how consultant Gerri Daigneault cited the importance of design within crafts 

curriculum in her 1989 report for NBCCD. 

I have documented how NBCCD and its instructors, students and graduates 

have contributed to the development ofNew Brunswick's culture sector over the 

years. As a unique incubator of creativity and applied skill development NBCCD has 

been championed by instructors, promoted by external consultants, and supported by 

PETL managers. This study confirms my belief that the institution, with its qualities of 

'passion and persistence,' has the potential for an enhanced and expanded role within 
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the province's creative economy. This in spite of the tensions that have been part of 

College culture for decades, and were a contributing factor in the departure of several 

Principals, including my own appointment to UNB. But perhaps those tensions reflect a 

larger Maritime culture. "We are scared stiff of change," says Barry Zwicker, Chair of the 

Atlantic Chamber of Commerce. "Generally speaking, change is perceived as bad."267 

My research has confirmed the story of the New Brunswick College of Craft and 

Design, a small Canadian institution devoted to craft and design education, is a special 

one. I have mentioned that I will be delivering documents sourced during my study to the 

Provincial Archives of New Brunswick to establish a secure, comprehensive and public 

collection of images and print literature related to NBC CD history and development. 

My hope is that my study provides a new appreciation of its heritage, its development 

and its influence, and that future historians can bring additional perspectives and new 

dimensions to the story as it continues to evolve. Whether future research involves a 

study of the economic context of College development, the significance of visual images 

associated with that development, the personal biographies of key stakeholders, or the 

influence of a unique governance model, the story ofNBCCD has now been documented 

for the first time. My study, its findings and the chronological presentation of visuals and 

text in this dissertation provides an important resource for future researchers as well as 

the College community, and for government and the public. 
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261. Statistics Canada, "Individuals by Income Level," accessed March 19, 2014, http://www.statcan. 

gc.ca/tables-tableaux/sum-som/101 /cstO 1/famil105e-eng.htm. 
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262. The concept of attracting the public to Mactaquac Park with fine craft activities continues to resonate 

with government. In 2012 I was approached by the Department of Culture, Tourism and Healthy 

Living with a proposal reminiscent of van Horne's original vision forty four years earlier. "I was 

wondering if you might know of anyone who would be willing to conduct a workshop at the Park 

one evening during the summer?" wrote Renata Trueman (personal communication,June 6, 2012). 

"It would be for one or two hours and the goal would be to teach people something new and 

increase people's awareness that we have a marvelous Park that is available for their use!" 

263. "One of a Kind Spring Show and Sale,"_ accessed March 22, 2014, http://www.oneofakindshow.com/ 

toronto/ourstory.php. Peter Powning was a regular participant in One of a Kind shows prior to shifting 

his creative focus to commissioned works in the 1990s, and students staffed a promotional NBCCD 

booth at the 2006 One of a Kind show. 

264. Michael Bloom, "Valuing Culture: Measuring and Understanding Canada's Creative Economy" (The 

Conference Board of Canada: Ottawa, ON, 2008), 5. 

265. "Labour Market Information Monthly," Department of Post-Secondary Education, Training and 

Labour, accessed September 4, 2014, http://www2.gnb.ca/content/dam/gnb/Departments/petl-epft/ 

PDF/LMI/LMIDecember2012.pdf. 

266. Garth Clark, in "Speak," Object Magazine 51 (November 2006), 11. 

267. "Ivany report anniversary underlines need for change: Change needed to reverse slide in Nova Scotia 

economy, said report," Jennifer Henderson, CBC News, Feb 12, 2015, accessed February 17, 2015, 

http://www. c be. ca/news/ canada/nova-scotia/ i vany-report-anniversary-underlines-need-for-change-

1.2954077? cmp=rss. 
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APPENDICES 

Figure 102. NBCCD graduates (from left) Sherry MacFarlane (Diploma-Fashion Design), Sophie 

Cameron (BAA) and Monica Lacey (Diploma-Textiles), winner of a national W. Garfield Weston 

scholarship (2011 ). 
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Table 1 - Facilities 

1939-1949 Community centres and private homes throughout New Brunswick 

1950-1961 Community halls,Alma townsite and studios in Fundy National Park 

1960-1963 H-Hut (circa 1944), Fredericton Exhibition Grounds 

1963-1968 Palmer-McClellan Building (1913), Argyle St., Fredericton 

1968-1980 H-Huts #3 and #9 (circa 1944), Woodstock Rd., Fredericton 

1980- Warehouse (1929), Queen St., Fredericton 

2011- Soldiers' Barracks (1827, renovated 2010-11), Queen St., Fredericton 

Table 2- Visiting Artist Workshops (1979-1990) 

Artist Province/ State Workshop 

Michel Alain-Forgue Quebec Metals 

Marie-Elaine Allain New Brunswick Sculpture 

Jim Allen Ontario Photography 

Barbara Astman Ontario Photography 

Ingrid Bachman Ontario Fabric 

Bruce Baker Vermont Design 

Lee Bale Alberta Screenprinting 

Deborah Barndt Ontario Photography 

Andree Beauregard Quebec Tapestry 

Curtis Benzie Ohio Ceramics 

Lois Etherington Betteridge Ontario Metals 

Andrew Birrell Ontario Photography 

Edna Blackburn Ontario Spinning 

Elsie Blashke Ontario Stitchery 
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Molly Bobak New Brunswick Painting 

Tom Bochsler Ontario Photography 

April Boone New Brunswick Metals 

James Borcoman Ontario Photography 

Charles Lewton Brain Alberta Jewellery 

Marilyn Brooks Ontario Fashion 

Imy Brown New Brunswick Fashion 

Harriet Buchan Scotland Voice 

Elizabeth Busch Maine Fabric 

Dorothy Caldwell Ontario Fabric 

Mac Campbell New Brunswick Wood 

Michel Campeau Quebec Photography 

Karen Casselman Nova Scotia Dyeing 

Kai Chan Ontario Fabric, Textiles 

Sunny Choi Ontario Fashion 

Serge Clement Quebec Photography 

Candace Cochrane Massachusetts Photography 

Margaret Stephenson Coole Ontario Stitchery 

Karen Coshoff Quebec Photography 

Francis Coutellier New Brunswick Photography 

Kim Cullen New Brunswick Jewellery 

Rosalyn Cyr Quebec Fashion 

Bonnie Dalton New Brunswick Metals 

Randall Darw all Massachusetts Textiles 

Robert Davidson British Columbia Wood carving 

Jesse Davies New Brunswick Feltmaking 

Amy Davison New York Epoxy resin, Acrylic 
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Judith Dingle Ontario Design 

Angelo DiPeta Ontario Ceramics 

Robert Doyle Nova Scotia Weaving 

Greg Dunlevy New Brunswick Leather 

Judith Eglinton Ontario Photography 

Joe Fafard Saskatchewan Sculpture 

Barbara Falkowska Warsaw, Poland Textiles 

Marta de Farra Ontario French dyes 

Lucy Fellows New Brunswick Metals 

Arline Fisch California Metals 

Gail Fisher-Taylor Ontario Photography 

Martin Flewelling New Brunswick Photography 

Leopold Foulem Quebec Ceramics 

Anne Fox New Brunswick Business, Portfolio 

Carol Fraser Nova Scotia Drawing 

Pat Galbraith New Brunswick Theatre production 

Christian Gaudenack Nova Scotia Jewellery 

Claude Gauvin New Brunswick Drawing 

John Geldart New Brunswick Wood 

Gloria Greenwell New Brunswick Textiles 

Helen Francis Gregor Ontario Weaving 

Louise Grosbois Quebec Photography 

Pierre Guimond Quebec Photography 

Elizabeth Gurrier New Hampshire Stitchery 

Catherine Hale Fredericton Weaving 

Bob Hambly Ontario Design 

Michel Heon Quebec Fabric 
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James Henderson Alberta Photography 

Gloria Hickey Ontario Textiles 

Dorothy Hill Nova Scotia Weaving 

Stephen Hill Missouri Ceramics 

John Hobday Ontario Cultural politics 

William Hodge Ontario Tapestry 

Stephen Hogbin Ontario Design 

Hu Hohn Alberta Photography 

Stephen Homer New Brunswick Photography 

John Hooper New Brunswick Sculpture 

Kathy Hooper New Brunswick Sculpture 

Robin Hopper British Columbia Ceramics 

Michael Hosylyk Saskatchewan Wood Turning 

Harlan House Ontario Pottery 

Mary Lee Hu Washington Metal 

Sandra Humberson New Brunswick Fabric 

Lissa Hunter Maine Basketry 

Geoffrey James Ontario Photography 

Robert Jekyll Ontario Stained glass 

Don Johnson New Brunswick Photography 

Karen Karnes Vermont Ceramics 

Susan Warner Keene Ontario Textiles 

Kathleen and Colleen Kenyon New York Photography 

Martha Langford Ontario Photography 

Orland Larson Nova Scotia Metals 

Betty Lee New Brunswick Batik 

Enid Legros Quebec Ceramics 
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Gunter Leonhardt Ontario Photography 

Clayton Lewis New Brunswick Photography 

Lisa Lichtenfels Massachusetts Soft sculpture 

Doreen Lindsay Quebec Photography 

Colleen Lynch N.L. Metals 

Barbara Maccallum Charlottesville, N .C. Textiles 

Arnaud Maggs Ontario Photography 

Carmen Mahaux New Brunswick Molas 

Fran Mathers North Carolina Weaving 

Tim McCreight Maine Metals 

Susan McEachern Nova Scotia Photography 

Patti McLellan Nova Scotia Weaver 

Fred McMann New York Kiln design 

Lucie McNeil New Brunswick Stitchery 

Dawn McNutt Nova Scotia Weaving 

Robert Merritt New Brunswick Jewellery 

Graham Metson Quebec Drawing 

Catherine Mick British Columbia Textiles 

Michael Mitchell Ontario Photography 

Stephen Morgan New Brunswick Wood 

Skye Morrison Ontario Textiles 

Ann Mortimer Ontario Ceramics 

Alden Nowlan New Brunswick Poetry 

Harold O'Connor New Mexico Jewellery 

Jeff Oestrich Minnesota Ceramics 

John O'Hara Quebec Photography 

Carol Oliver Nova Scotia Spinning 
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Freeman Patterson New Brunswick Photography 

David Peachey New Brunswick Metal casting 

Alan Perkins Ontario Architectural enamelling 

Louise Perrault Quebec Enamelling 

Mary Walker Phillips New York Macrame 

Michel Pilon Quebec Photography 

Peter Powning New Brunswick Ceramics 

Wendy Ramshaw England Jewellery 

Garmel Rich N.L. Basketmaking 

Pamela Ritchie Nova Scotia Jewellery 

Gordon Robertson Alberta Kiln design 

Gabrielle Robichaud New Brunswick Fibre arts 

Joel Robson Ontario 3D Design 

Paul Rozman Manitoba Ceramics 

Mieke Ruitenberg New Brunswick Jewellery 

Deborah Samuel Ontario Photography 

Craig Schneider New Brunswick Ceramics 

Sing-Si Schwartz New York Photography 

David Scopick Ontario Photography 

Heather Scott N.L. Drawing 

J Seeley Connecticut Photography 

Rick Seguin New Brunswick Jewellery 

Michael Semak Ontario Photography 

Sandra Semchuk Saskatchewan Photography 

Rick Sharpe New Brunswick Fabric 

Michael Sheba Ontario Ceramics 

Jim Sheldon Massachusetts Photography 
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Joe Sherman P.E.I. Business 

Melissa Shook Massaachusetts Photography 

Gabor Silaszi Quebec Photography 

Natalie Silverstein Ontario Enamelling 

Jeff Solway New Brunswick Wood 

Kye-Yeon Son Quebec Metal 

Marian Spandart Ontario Stitchery 

Heather Spears Denmark Drawing 

Rod Stears New Brunswick Photography 

Mark Steinmetz New York Photography 

Margaret Stephenson Coole Ontario Stitchery 

Janice Stewart New Brunswick Doll Making 

Don Stuart Ontario Weaving and Jewellery 

Marina Sturdza New York Fashion 

Shin Sugino Ontario Photography 

Jack Sures Saskatchewan Ceramics 

Suzanne Swannie Nova Scotia Tapestry 

Gerald Tooke Ontario Business for crafts 

Tine Upham New Brunswick Batik 

Mary Walker Connecticut Macrame 

Joyce Weiland Ontario Drawing 

Robert Wigington Ontario Photography 

Patricia Williams Michigan Feltmaking 

Gary Wilson Nova Scotia Photography 

James Wilson New Brunswick Photography 

Fred Woell Maine Metals 

Makoto Yabe Maine Ceramics 
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Table 3 - Governance 

Department of Industry and Reconstruction 1939-1949 

Premiers Allison Dysart 1939-1940 

John McNair 1940-1949 

Minister J. Andre Doucet 1944-1949 

Deputy Minister W.A.Moore 1946-1949 

Director Ivan Crowell 1946-1949 

Department of Industry and Development 1949-1964 

Premier John McNair 1949-1952 

Hugh John Flemming 1952-1960 

Louis Robichaud 1960-1964 

Ministers Andre Doucet 1949-1952 

Roger Pichette 1952-1960 

Michel Fournier 1960-1964 

Deputy Ministers W.A.Moore 1949-1959 

John Patterson 1959-1964 

Director Ivan Crowell 1949-1964 

Department of Finance and Industry 1964-1971 

Premier Richard Hatfield 1964-1971 

Minister Lestock DesBrisay 1964-1967 

Deputy Minister John Paterson 1965-1967 

Directors Ivan Crowell 1964-1969 

Allan Crimmins 1969-1971 
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Department of Tourism 1971-1976 

Premier Richard Hatfield 1971-1976 

Ministers Brenda Robertson 1971-1973 

J.C. VanHorne 1973 

Jean-Paul LeBlanc 1973-1974 

Fernand Dube 1974-1976 

Deputy Ministers Ernest Anderson 1973 

Robert MacLaggan 1973-1976 

Normand Martin 1976 

Directors Hazen Gorman 1971-1972 

Rod Mills 1972-1973 

Jean Richard 1973-1976 

George Fry 1976 

Department of Youth, Recreation and Cultural Resources 1977-1981 

Premier Richard Hatfield 1977-1981 

Minister Jean-Pierre Ouellet 1977-1981 

Deputy Minister Normand Martin 1977-1981 

Director George Fry 1977-1981 

Department of Youth and Recreation 1981-1982 

Premier Richard Hatfield 1981-1982 

Minister Jean-Pierre Ouellet 1981-1982 

Deputy Minister Normand Martin 1981-1982 

Director George Fry 1981-1982 



247 

Department of Historical and Cultural Resources 1982-1986 

Premier Richard Hatfield 1982-1986 

Minister Jean-Pierre Ouellet 1982-1986 

Deputy Minister Armand Saintonge 1982-1986 

Director George Fry 1982-1986 

Department of Education 1986 

Premier Richard Hatfield 1986 

Minister Shirley Dysart 1986 

Deputy Minister P.J.H. Malmberg 1986 

Director George Fry 1986 

Department of Advanced Education and Training 1986-1994 

Premiers Richard Hatfield 1986-1987 

Frank McKenna 1987-1994 

Ministers Mabel DeWare 1986-1987 

Russell King 1988-1991 

Vaughn Blaney 1992-1994 

Deputy Ministers Jean-Guy Finn 1986-1988 

Leonard Arsenault 1988-1990 

Jack Syroid 1990-1992 

Nora Kelly 1992-1994 

Assistant Deputy Ministers Byron James 1986-1990 

Raymond Daigle 1991-1992 

Mike McIntosh 1992-1994 

NBCCD Principals George Fry 1986-1993 

Janice Gillies 1993-1994 
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Department of Advanced Education and Labour 1994-2000 

Premiers Frank McKenna 1994-1997 

Raymond Frenette 1997-1998 

Camille Theriault 1998-1999 

Bernard Lord 1999-2000 

Ministers Camile Theriault 1994-1995 

Roland MacIntyre 1995-1998 

Joan Kingston 1998-1999 

Norman McFarlane 1999-2000 

Deputy Ministers Nora Kelly 1997-2007 

Byron James 2007-2010 

Assistant Deputy Minister Bernard Paulin 

NBCCD Principals Janice Gillies 1994-1997 

Luc Paulin 1997-2000 

Department of Training and Employment Development 2000-2006 

Premier Bernard Lord 2000-2006 

Ministers Norman McFarlane 2000-2003 

Margaret-Ann Blaney 2003-2006 

Deputy Minister 

Assistant Deputy Minister 

NBCCD Principals Luc Paulin 2000-2002 

Steve Goudey (Acting) 2002 

Robert Kavanagh 2002-2006 
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Department of Post-Secondary Training, Education and Labour 2006-

Premiers Shawn Graham 2006-2010 

David Alward 2010-

Ministers Jody Carr 2006 

Ed Doherty 2006-2008 

Donald Arsenault 2008-2010 

Martine Coulombe 2010-

Deputy Ministers Dave Ferguson 2006 

Rachel Bard 2007 

Nora Kelly 2007 

Byron James 2007-2010 

Marc Leger 2010-

Assistant Deputy Ministers Michel Theriault 2002-2007 

Jean-Marc Dupuis 2007-2008 

Liane Roy 2008-2010 

Yves Pelletier 2010-

NBCC Executive Directors Dick Corey 2006-2009 

Bill Best 2009-2010 

NBCCD Principals Robert Kavanagh 2006 

Heather Hathaway (Acting) 2006-2007 

Michael Maynard 2007-2010 

NBCCD Directors Michael Maynard 2010-2012 

Keith McAlpine 2012-
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Table 4 - Reviews and Reports 

Date Title Author(s) 

1982 Production Craft, N.B. Jeff Solway 

1984 Brainstorm on Craft Anne Fox (ed.) 

1988 Long-Term Strategy Gerri Daigneault 

1996 External Review of Programs Peter Pilgrim, Michael Nowlan 

1997 Organization Review Bill Yerxa 

1997 Long Term Strategy Plan Fran~ois Colbert et associees inc 

2002 Analysis of Space Needs College instructors, staff 

2002 Team Building Meeting Kathleen Howard 

2004 External Program Review Barb Bolin, Michael Maynard 

2006 Strategic Directions 2006-2010 Michel Theriault 

2008 Curriculum Research and Development Norra Taylor 

2009 Options for the Future Raymond Daigle 

2010 Future Program Development Norra Taylor 

2010 3-Year Business Plan Aldea Landry 

2010 Master Plan Dep't of Supply and Services, ADI 

2011 Organizational Review Nancy Stabenow 

Table 5 - College Fellows 

1988 Lois E. Betteridge Jeweller 

Allan Crimmins Former Director 

I van Crowell Former Director 

1989 Marilyn Brooks Fashion designer 

Erica Deichman Gregg Potters' daughter 

Helen Frances Gregor Textiles artist 
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1990 Molly Lamb Bobak Painter 

Jeannine Dugas Former instructor 

Alan Kowalski Commissionaire 

1991 Gertrude Duffie Painter 

N el Oudemans Former instructor 

Barbara Smith Student 

1992 Shirley Bear Clair Instructor, St. Thomas University 

Robert Doyle Instructor 

Anne Fawcett (nee Fox) Former Director of Studies 

1993 George Fry Former Director 

1994 Fernande Gervais Madawaska weaver 

Rolande Gervais Madawaska weaver 

Colleen Gilmore Fashion designer 

Roderick Stears Instructor 

1995 Sheila Mackay Dick Philanthropist 

Charlotte Glencross Former instructor 

1996 Susan Vida Judah Former instructor 

John Little Briggs & Little Woolen Mill 

John Thompson 

1997 Freeman Patterson Photographer 

Brigid Toole-Grant Former instructor 

1998 Peter Powning Potter, Sculptor 

Christina Sabat Columnist, The Daily Gleaner 

1999 Peter Salmon Instructor, Sussex High School 

2000 Amin Kalaf Surface designer 

Monte Lewis Jewellery supplier 

2001 Dale Brooks Counsellor 
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2002 Peter Thomas Current instructor 

2003 Marilyn T. Counsell Federal Senator 

Matthias Ostermann Ceramist,Author 

Luc Paulin Former Director 

2004 Bernard Riordon Director and CEO, Beaverbook Gallery 

2005 Brian Atkinson Photographer 

Rick Burns Former instructor 

Marie Maltais Director, UNBArts Centre 

2006 Sue Lawrence Owner, Sue Lawrence Hair Spa and Gallery 

Margaret N. McCain Philanthropist 

2007 Gallery Connexion Artist-run Gallery 

Ingrid Mueller Owner, Ingrid Meuller Art+Concepts Gallery 

Inge Pataki Owner, Gallery 78 

2008 Gwen Bear (Orechia) Former instructor 

Steve Goudey Former Director of Administration 

2009 Ralph Kirkbride Member,Advisory Council 

Dave Seabrook Manager, Fredericton Tourism 

2011 Trudy Gallagher Current instructor 

2012 Anne Reynolds Government of N .B. Protocol Officer 
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Table 6 - Professional and Academic Distinction 

Year Recipient Award or Honour 

1987 Erica Deichmann Order of Canada 

1989 Sue Judah Member, Royal Canadian Academy of Arts 

1991 John Hooper Strathbutler Award 

1991 Peter Powning Kjeld and Erica Deichmann Award 

1993 Peter Powning Strathbutler Award 

1994 Kathy Hooper Strathbutler Award 

1995 Luc Paulin Fellow, Canadian Soc. of Chartered Accountants 

1995 N el Oudemans Strathbutler Award 

1995 N el Oudemans Kjeld and Eric Deichmann Award 

1996 Michael Maynard Fellow, Society of Graphic Designers of Canada 

1997 Freeman Patterson Strathbutler Award 

1998 Peter Powning Member, Royal Canadian Academy of Arts 

2000 Trudy Gallagher Outstanding Retailer Award ("Bejewel"), ACTS 

2000 Rick Burns Strathbutler Award 

2000 Brigitte Clavette Member, Royal Canadian Academy of Arts 

2000 Sue Judah Kjeld and Erica Deichmann Award 

2002 Nora Blanchard Nel Oudemans Award 

2002 Brigitte Clavette Kjeld and Erica Deichmann Award 

2003 Danielle Hogan Nel Oudemans Award 

2004 Janice Wright Cheney Strathbutler Award 

2005 Trudy Gallagher Outstanding Exporter Award ("Bejewel"), ACTS 

2005 Patrick Perry Nel Oudemans Award 

2006 Beth Biggs Member,RCA 

2006 Shanie Stozek NB winner, BMO 1st Art! student competition 
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2006 Megan Billings Nel Oudemans Award 

2006 College of Craft & Design Industry Leader/ Supporter Award, ACTS 

2006 Brigitte Clavette Strathbutler Award 

2007 Alyson Scott, Amy Tonning Winners, Student Entrepreneurship Prize, NBIF 

2007 Shallon Gagnon, Sara Murphy Nel Oudemans Award 

2007 Peter Powning Saidye Bronfman Award for Excellence in Craft 

2008 Cheryl Ryan NB winner, BMO 1st Art! student competition 

2008 Shanie Stozek Nel Oudemans Award 

2009 Bronwyn Gallagher NB winner, BMO 1st Art! student competition 

2009 Kristyn Cooper Heather Stone Emerging Artist Award, ACTS 

2009 Megan Pauls, Erin Legare Winners, 'Best College Student Venture', NBIF 

2009 Janice Wright Cheney Member, Royal Canadian Academy of Arts 

2009 Trudy Gallagher Outstanding Exporter Award (Bejewel),ACTS 

2009 Kristyn Cooper Nel Oudemans Award 

2009 Trudy Gallagher Industry Leader/ Supporter Award, ACTS 

2010 Leigh Merritt Heather Stone Emerging Artist Award, ACTS 

2010 Bronwyn Gallagher Nel Oudemans Award 

2010 Amy Schriver Nat'l. winner, Bridgestone student competition 

2010 Celine Gorham NB winner, BMO 1st Art! student competition 

2010 Monica Lacey W. Garfield Weston Award 

2011 Rachel Mac Gilli vray Nat'l. winner, 'Memory Project' competition 

2011 Danielle Lee Heather Stone Emerging Artist Award, ACTS 

2011 Christian Demmings Nel Oudemans Award 

2012 Ruth Jarvis Coleman Heather Stone Emerging Artist Award, ACTS 

2013 Kristin Bishop Nel Oudemans Award 

2013 Chelsey Fitch Heather Stone Emerging Artist Award, ACTS 
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Table 7 - Administrative and Instructional Staff 

I have been unable to source any records listing academic credentials for staff and 

instructors in the Handicrafts Branch (1946 through 1960). Many of the individuals 

listed here in addition to Ivan Crowell may in fact have earned post-secondary academic 

credentials. There are also gaps in data that is presented, a reflection of incomplete 

archival reference material. 

1946-1947 Credentials Title 

Administrative staff 

Ivan Crowell PhD Director 

Margaret Ranger Supervisor 

Suzanne Ritchie Stenographer 

Lawrence Skidmore Technician 

Instructional staff 

Lorna Belyea 

Marion Cornwell 

Dorothy Fraser 

Yvette LeBlanc 

Frank Rickard Fly-tier 

Pearl Woods 

1948-1949 Credentials Title 

Administrative staff 

Yvette Chiasson Supervisor 

I van Crowell PhD Director 

Cecilia Eldridge Clerk and Storekeeper 

Mary Fewer Clerk and Storekeeper 

Marjorie Gray Stenographer 

Jean Mewes Stenographer 

Suzanne Ritchie Stenographer 
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Lawrence Skidmore Technician 

Instructional staff 

Evelyn Armstrong 

Marion Cornwell 

Alberta Crandall 

Dorothy Fraser 

Violet Gillett Design 

Lorna Glencross 

Irene Grant 

Archie Harper 

Mrs Hill 

Adele Ilves Weaving 

Edith Jackson 

Bertille Leger 

Patricia Miller 

N el Oudemans Weaving 

Frank Rickard Fly-tier 

Mrs Samsom 

1950 Credentials Title 

Administrative staff 

Yvette Chiasson Supervisor 

R. C. Clark Caretaker 

Clare Creaghan Stenographer 

Ivan Crowell PhD Director 

Fanny Currie Stenographer 

Yolande DiCicco Stenographer 

Barbara Dalton Stenographer 

Cecilia Eldridge Clerk and Storekeeper 



257 

Jean Gorman Stenographer 

Mrs Robinson Stenographer 

Lawrence Skidmore Technician 

Instructional staff 

Evelyn Armstrong 

Margaret Ann Bate 

Gilberta Dube 

Anita Hachey 

Archie Harper 

Ruth Henderson 

Linda Holman 

Margaret Huestis 

Adele Ilves Weaving 

Leida Rava 

Frank Rickard Fly-tier 

1952 Credentials Title 

Administrative staff 

Eugene (Doug) Brewer Clerk and Storekeeper 

I van Crowell PhD Director 

Yolande DiCicco Stenographer 

Cecilia Eldridge Clerk and Storekeeper 

Phyllis Napier Stenographer 

Alfred Pringle Technician 

Instructional staff 

Margaret Ann Bate 

Kathleen Bovaird 

Mrs George Demers 

Gilbert Dube 
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Mrs William Hall 

Archie Harper 

Adele Ilves 

Robert Kerton 

Adrienne Legere 

Marion MacNair 

Leida Rava 

1955 Credentials Title 

Administrative staff 

Doug Brewer Storekeeper 

I van Crowell PhD Director 

Patsy Lajoie Stenographer 

Instructional staff 

Kathleen Bovaird 

Elizabeth Hargrove 

Adele Ilves 

Robert Kerton 

Valerie Leger 

Nina LePage 

Asta Onno 

Alfred Pringle 

Marjorie Sherwood 

Jean Smith 

Arthur Wood 

1956 Credentials Title 

Administrative staff 

Elsie Babineau Stenographer 
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Doug Brewer Storekeeper 

I van Crowell PhD Director 

Patsy Lajoie Stenographer 

Bernice Lyons Stenographer 

Instructional staff 

Kathleen Bovaird 

Marie Corsetti 

Adele Ilves 

Robert Kerton 

Valerie Leger 

Nina LePage 

Agathe Michel 

Asta Onno 

Evangeline Paulin 

Alfred Pringle 

1959 Credentials Title 

Administrative staff 

Doug Brewer Storekeeper 

I van Crowell PhD Director 

Instructional staff 

Edward Black 

Kathleen Bovaird 

Ruth Curry 

Jeannine Dugas Dipl 

Patricia Dunphy 

Adele Ilves 

Nora Jewett 

Henry Jones 
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Robert Kerton 

Wilhelmina Kinnear 

Valerie Leger 

Nina LePage 

Asta Onno 

Rinette Ouellette 

John Pocock 

Alfred Pringle 

Annette Sippley 

1971 Credentials Title 

Administrative staff 

Lise Bourque Supervisor of Training 

Doug Brewer Clerk 

Shirley Elliott Craft Consultant 

H.T. Gorman Director 

Madelene McDonald Clerk 

Nancy Price Secretary 

Instructional staff 

Mary Clover Design 

Jeannine Dugas Dipl Weaving (First Year) 

Lucy Fellows BA Jewelry and Enamelling 

Frank Horvath BA Wood 

Adele Ilves Weaving (Majors) 

Peter Wolcott Pottery 

Judith Young Dipl Fabrics 
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1974 Credentials Title 

Administrative staff 

Denise Basque Clerk 

Lise Bourque Supervisor of Training 

Doug Brewer Clerk 

Shirley Elliott Craft Consultant 

John J. Richard Director 

Cathy Steeves Clerk 

Instructional staff 

Mary Clover Design 

Jeannine Dugas Dipl Weaving (First Year) 

Lucy Fellows BA Jewelry and Enamelling 

Frank Horvath BA Wood 

Adele Ilves Weaving (Majors) 

Peter Wolcott Pottery 

Judith Young Dipl Fabrics 

1979 Credentials Title 

Administrative staff 

Gerard Arseneault Assistant Director of Crafts 

Doug Brewer Stockroom Clerk 

George Fry Dipl Director 

Nancy Price Secretary 

Instructional staff 

Pat Badani BSA Drawing 

Margie Booker BA,BEd Clothing 

Margaret Ann Capper BFA Ceramics 

Jeannine Dugas Dipl Spinning and Weaving 

Lucy Fellows BA Jewellery 
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D. Gans Embroidery 

Charlotte Glencross Dipl, BFA Tapestry and Batik 

Brigid Grant Drawing 

Peter Gross Dipl, BMus Photography 

Lyall Hall um Dipl Design 

Kathy Hooper 3D Design 

Frank Horvath BA Wood, Fretted Instruments 

Arnold London Wood Turning 

Alison Lunn Dipl Ceramics 

Elma Johnston McKay Dipl Jewellery 

Anna Ott Drawing 

Craig Schneider Dipl Technician 

Judy Young Dipl Fabric Printing 

1980 Credentials Title 

Administrative staff 

Gerard Arseneault Assistant Director of Crafts 

Doug Brewer Stockroom Clerk 

Sylvia Derenyi Librarian and Technician 

George Fry Dipl Director 

Lyall Hallum Dipl Director of Studies 

Louise Neveu Secretary 

Nancy Price Secretary 

Instructional staff 

Pat Badani BSA Drawing 

Marg Booker BA,BEd Clothing 

Margaret Ann Capper BFA Ceramics 

Jeannine Dugas Dipl Spinning and Weaving 

Lucy Fellows BA Jewellery 
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D. Gans Creative Stitchery 

Charlotte Glencross Dipl, BFA Tapestry 

Brigid Grant Drawing 

Peter Gross Dipl, BMus Photography 

Lyall Hall um Dipl Design 

Stephen Homer BSc Photography 

Kathy Hooper 3D Design 

Frank Horvath BA Wood, Fretted Instruments 

Clayton Lewis AB,MA,PhD Photography 

Arnold London Wood Turning 

Elma Johnston McKay Dipl Jewellery 

Craig Schneider Dipl Ceramics 

Anna Wagner-Ott Drawing 

1981 Credentials Title 

Administrative staff 

Gerard Arseneault Assistant Director of Crafts 

Doug Brewer Admin. Officer/ Stockroom 

Sylvia Derenyi Library Technician 

George Fry Dipl Director 

Lyall Hallum Dipl Director of Studies 

Louise Neveu Secretary 

Instructional staff 

Marg Booker BA,BEd Clothing Construction 

Margaret Ann Capper BFA Ceramics 

Jeannine Dugas Dipl Spinning and Weaving 

Lucy Fellows BA Jewellery and Enameling 

D. Gans Creative Stitchery 

Charlotte Glencross Dipl, BFA Tapestry 
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Brigid Grant Drawing 

Peter Gross Dipl, BMus Photography 

Wayne Hayes BSc Wood Turning 

Frank Horvath BA Wood, Fretted Instruments 

Elma Johnston McKay Dipl Jewellery 

Arnold London Wood Turning 

Craig Schneider Dipl Ceramics 

Gary Tincknell Dipl Ceramics 

Judy Young Dipl Fabric Printing 

1982 Credentials Title 

Administrative staff 

Gerard Arseneau! t Assistant Director of Crafts 

Doug Brewer Admin. Officer/ Stockroom 

Sylvia Derenyi Library Technician 

George Fry Dipl Director 

Lyall Hallum Dipl Director of Studies 

Louise Neveu Secretary 

Instructional staff 

Margaret Ann Capper BFA Ceramics 

Jeannine Dugas Dipl Spinning and Weaving 

Inge Eppert Fashion 

Lucy Fellows BA Jewellery and Enameling 

Kathleen Flanagan BAA Photography 

DGans Creative Stitchery 

Charlotte Glencross Dipl,BFA Tapestry 

Brigid Grant Drawing 

Peter Gross Dipl,BMus Photography 

Wayne Hayes BSc Wood Turning 
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Frank Horvath BA Wood, Fretted Instruments 

Don Johnson Photography 

Arnold London Wood Turning 

David Peachey Dipl Graphics 

Craig Schneider Dipl Ceramics 

Gary Tincknell Dipl Ceramics 

Judy Young Dipl Fabric Printing 

1984 Credentials Title 

Administrative staff 

Gerard Arsenault Assistant Director 

Doug Brewer Admin. Officer I Stockroom 

Sylvia Derenyi Library Technician 

Anne Fox BA,BEd Director of Studies 

George Fry Dipl Director 

Louise Neveu Secretary 

Instructional staff 

Jeannine Dugas Dipl Weaving 

Inge Eppert Fashion 

Lucy Fellows BFA Enameling 

Kathleen Flanagan BAA Photographer 

Nora Gaston Dipl, BEd Fabric 

Jane Geurts Dipl, BA, BEd Design 

Charlotte Glencross Dipl, BFA Drawing 

Brigid Grant BA Drawing 

Peter Gross Dipl, BMus Photography 

Wayne Hayes BSc Wood Turning 

Don Johnson Cert Photography 

Adrien Landry Dipl Weaving 
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Arnold London Wood Turning 

Robert Merritt BFA Jewellery 

Rick Sharpe BEd Fabric 

Rod Stears Photography 

Gary Tincknell Ceramics 

1985 Credentials Title 

Administrative staff 

Gerard Arsenault Assistant Director of Crafts 

Doug Brewer Admin. Officer / Stockroom 

Sylvia Derenyi Library Technician 

Anne Fox BA,BEd Director of Studies 

George Fry Dipl Director 

Louise Neveu Secretary 

Instructional staff 

Karen Burk BA,MLS Ceramics 

Rick Burns BA Drawing 

Brigitte Clavette BFA Jewellery 

Kim Cullen Cert Jewellery 

Inge Eppert Fashion 

Lucy Fellows BFA Enameling 

Nora Gaston Dipl., BEd Fabric 

Jane Geurts Dipl, BA, BEd Design 

Brigid Grant BA Drawing 

Peter Gross Dipl, BMus Photography 

Wayne Hayes BSc Wood Turning 

Don Johnson Cert Photography 

Sue Judah Dipl Design 

Ken Lamb BBA Wood 
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Adrien Landry Dipl Weaving 

Arnold London Wood Turning 

Ellen Pach BA Clothing 

Patricia Pelech Dipl, BSc Weaving 

1987 Credentials Title 

Administrative staff 

Gerard Arsenault Assistant Director of Crafts 

Doug Brewer Admin. Officer / Stockroom 

Sylvia Derenyi Library Technician 

Anne Fox BA,BEd Director of Studies 

George Fry Dipl Director 

Louise Neveu Secretary 

Instructional staff 

Katherine Bosnitch BAA Textiles 

Karen Burk BA,MLS Ceramics 

Jennie Carton BA,BEd Design 

Brigitte Clavette BFA Jewellery 

Inge Eppert Fashion 

Nora Gaston Dipl, BEd Fabric 

Jane Geurts Dipl, BA, BEd Design 

Charlotte Glencross Dipl, BFA Drawing 

Brigid Grant BA Drawing 

Peter Gross Dipl, BMus Photography 

Sue Judah Dipl Design 

Ken Lamb BBA Wood 

Arnold London Wood Turning 

Matthew Mackay MA Design 

Heather Scott BFA Drawing 
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Stephen Scott BFA Drawing 

Rod Stears Photography 

Peter Thomas Dipl, MFA Ceramics 

Ken Valen Dipl Jewellery 

1989 Credentials Title 

Administrative staff 

George Fry Dipl Principal 

Wilfred LeBlanc Admin. Officer I Stockroom 

Louise Neveu Secretary 

Instructional staff 

Katherine Bosnitch BAA Fashion 

Karen Burk BA,MLS Ceramics 

Rick Burns BA Design, Illustration 

Jennie Carton BA,BEd Design 

Brigitte Clavette BFA Jewellery 

Inge Eppert Fashion 

Karen Young Gallagher Cert Business Management 

Jane Geurts BA,BEd Design 

Brigid Grant BA Drawing 

Peter Gross Dipl, BMus Photography 

Susan Judah Dipl, RCA Textiles 

Linda Kelly-Quinlan BA,BFA,MA Drawing 

Jennie Lynn-Parish BAA Drawing 

Matthew Mackay MA Design 

Dale McBride Dipl Graphics 

Harriet Murray Dipl, BA, BBA Surface Design 

Gwen Orechia BA, BEd Native Arts 

Stephen Scott BFA Drawing 
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Rod Stears Photography 

Peter Thomas Dipl,MFA Ceramics 

Bev Thornton Dipl Photography 

Ken Valen Dipl Jewellery 

Ellen Woolaver BA Fashion 

1990 Credentials Title 

Administrative staff 

George Fry Dipl Principal 

Wilfred LeBlanc Admin. Officer/ Stockroom 

Louise Neveu Secretary 

Instructional staff 

Karen Burk BA,MLS Ceramics 

Rick Burns BA Design, Illustration 

Jennie Carton BA,BEd Design, Graphics 

Brigitte Clavette BFA Jewellery 

Inge Eppert Fashion 

Jane Geurts BA,BEd Design 

Brigid Grant BA. Drawing 

Peter Gross Dipl, BMus Photography 

Susan Judah Dipl, RCA Textiles 

Linda Kelly-Quinlan BA,BFA,MA Drawing 

Matthew Mackay MA Design 

Dale McBride Dipl Graphics 

Harriet Murray Dipl, BA, BBA Surface Design 

Gwen Orechia BA,BEd Native Arts 

Jenny Parrish Design 

Stephen Scott BFA Drawing 

Rod Stears Photography 
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Peter Thomas Dipl,MFA Ceramics 

Bev Thornton Dipl Photography 

Ken Valen Dipl Jewellery 

Ellen Woolaver BA Fashion 

1994 Credentials Title 

Administrative staff 

Janice Gillies BSc, BEd, MEd Principal 

Mitch Kavanaugh Stockroom I Inventory 

Louise Neveu Secretary 

Instructional staff 

Beth Alexander Dipl, BA Fashion 

Karen Burk BA,MLS Ceramics 

Rick Burns BA Drawing 

Jennie Carton BA,BEd Graphics 

Brigitte Clavette BFA Metal 

Inge Eppert Fashion 

Lynn Gallagher Dipl Surface Design / Textiles 

Jane Geurts Dipl, BA, BEd Graphics 

Brigid Grant BA Drawing 

Peter Gross Dipl, BMus, MEd Photography 

Harriet Harding Dipl, BFA, BBA Surface Design / Textiles 

Linda Kelly BA,BFA,MA Drawing 

Dale McBride Dipl Graphics 

Gwen Orechia BA,BEd Native Arts 

Rod Stears Photography 

Peter Thomas Dipl, MFA Ceramics 

Bev Thornton Dipl Photography 

Ken Valen Dipl Metal 
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1995 Credentials Title 

Administrative staff 

Jane Bourque BA,BSW Intervention Worker 

Janice Gillies BSc, BEd, MEd Principal 

Stephen Goudey Office Administrator 

Mitch Kavanaugh Stockroom I Inventory 

Louise Neveu Secretary 

Instructional staff 

Beth Alexander Dipl, BA Fashion 

Karen Burk BA,MLS Ceramics 

Rick Burns BA Drawing 

Jennie Carton BA,BEd Graphics 

Brigitte Clavette BFA Metal 

Inge Eppert Fashion 

Lynn Gallagher Dipl Surface Design I Textiles 

Jane Geurts Dipl, BA, BEd Graphics 

Brigid Grant BA Drawing 

Peter Gross Dipl, BMus, MEd Photography 

Harriet Harding Dipl, BFA, BBA Surface Design I Textiles 

Linda Kelly BA,BFA,MA Drawing 

Dale McBride Dipl Graphics 

Gwen Orechia BA,BEd Native Arts 

Rod Stears Photography 

Peter Thomas Dipl,MFA Ceramics 

Bev Thornton Dipl Photography 

Ken Valen Dipl Metal 
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1996 Credentials Title 

Administrative staff 

Jane Bourque BA,BSW Intervention Worker 

Diane Dobbelsteyn BA,BEd,MEd Head of Programs 

Janice Gillies BSc, BEd, MEd Principal 

Stephen Goudey Office Administrator 

Mitch Kavanaugh Stockroom I Inventory 

Judy Le Blanc Reception I Secretary 

Louise Neveu Admissions 

Sheila Pelkey Librarian 

Instructional staff 

Beth Alexander Dipl, BA Fashion 

Karen Burk BA,MLS Ceramics 

Rick Burns BA Drawing 

Jennie Carton BA,BEd Design, Graphics 

Brigitte Clavette BFA Metal 

Inge Eppert Fashion 

Lynn Gallagher Dipl Surface Design I Textiles 

Jane Geurts Dipl, BA, BEd Graphics 

Brigid Grant BA Drawing 

Peter Gross Dipl, BMus, MEd Photography 

Harriet Harding Dipl, BFA, BBA Surface Design I Textiles 

Linda Kelly BA,BFA,MA Drawing 

Dale McBride Dipl Graphics 

Gwen Orechia BA, BEd Native Arts 

Rod Stears Photography 

Peter Thomas Dipl, MFA Ceramics 

Bev Thornton Dipl Photography 

Ken Valen Dipl Metal 
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1997 Credentials Title 

Administrative staff 

JoeArbeau Clay Technician 

Jane Bourque BA,BSW Intervention Officer 

Diane Dobbelsteyn BA,BEd,MEd Program Coordinator 

Stephen Goudey Director of Administration 

Mitch Kavanaugh Stockroom I Inventory 

Judy LeBlanc Reception / Secretary 

Louise Neveu Admissions Officer 

Luc Paulin BAA,FCGA Principal 

Sheila Pelkey BA Librarian 

Instructional staff 

Karen Burk BA,MLS Ceramics 

Jennie Carton BA,BEd Design, Graphics 

Brigitte Clavette BFA Jewellery I Metal Arts 

Jane Geurts Dipl, BA, BEd, MEd Design I Graphics 

Peter Gross Dipl, BMus, BEd Photography 

Linda Kelly BA,BFA,MA Drawing 

Harriet Harding Dipl, BFA, BBA Surface Design I Textiles 

Gwen Orechia BA, BEd Native Arts 

Rod Stears Photography 

Peter Thomas Dipl,MFA Ceramics 

Ellen Woolaver BA Fashion 

1999 Credentials Title 

Administrative staff 

Diane Dobbelsteyn BA,BEd,MEd Program Consultant 

Stephen Goudey Director of Administration 

Mitch Kavanaugh Stockroom I Inventory 
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Judy LeBlanc Reception / Secretary 

Louise Neveu Admissions Officer 

Luc Paulin BAA,FCGA Principal 

Sheila Pelkey BA Librarian 

Nancy Witherell Resource Worker 

Instructional staff 

Karen Burk BA,MLS Ceramics 

Brigitte Clavette BFA Jewellery I Metal Arts 

Jasmine Cull BFA Textiles 

Jane Geurts Dipl, BA, BEd, MEd Design I Graphics 

Peter Gross Dipl, BMus, BEd Photography 

Linda Kelley BA,BFA,MA Drawing 

Harriet Harding Dipl, BFA, BBA Surface Design I Textiles 

Gwen Orechia BA,BEd Native Arts 

Rod Stears Photography 

Peter Thomas Dipl,MFA Ceramics 

Ellen Woolaver BA Fashion 

2001 Credentials Title 

Administrative staff 

Jane Bourque BA,BSW Intervention Officer 

Diane Burt BA,BEd,MEd Program Coordinator 

Stephen Gourley Director of Administration 

Mitch Kavanaugh Stockroom I Inventory 

Judy LeBlanc Reception / Secretary 

Louise Neveu Admissions Officer 

Luc Paulin BAA,FCGA Principal 

Sheila Pelkey BA Librarian 

Joanne Venart BA Quality Coordinator 
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Instructional staff 

Gwen Bear BA,BEd Native Arts 

Linda Brine BFA Textiles 

Karen Burk BA,MLS Ceramics 

Brigitte Clavette BFA,RCA Jewellery I Metal Arts 

Jane Geurts Dipl, BA, BEd, MEd Design I Graphics 

Peter Gross Dipl, BMus, BEd Photography 

Linda Kelley BA,BFA,MA Drawing 

Harriet Harding Dipl, BFA, BBA Surface Design / Textiles 

Rod Stears Photography 

Peter Thomas Dipl., MFA Ceramics 

Ellen Woolaver BA Fashion 

2005 Credentials Title 

Administrative staff 

JoeArbeau Maintenance 

Shelley Cameron BA,MA Counsellor, Student Services 

Mike Clark I.T. Technician 

Bronwen Cunningham BFA,MA Director of Academics 

Stephen Gourley Director of Administration 

Robert Kavanagh BA,MA,PhD Principal 

Mitch Kavanaugh Stockroom I Inventory 

Judy LeBlanc Reception I Secretary 

Julie McDonald Library Technician 

Louise Neveu Admissions Officer 

Laura May Unwin Payroll and Accounting 

Instructional staff 

Gwen Bear BA,BEd Native Arts 

Jennifer Beckley BA,MFA Drawing 
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Judy Blake Cert, Dipl Ceramics 

Rob Blanchard Dipl Photography 

Nancy Blanchard-McDonald Dipl, BA, BFA Ceramics 

Andy Bostwick Cert, Dipl Creative Graphics 

Linda Brine BFA Textiles 

Lorraine Buchanan Fashion 

Karen Burk BA,MLS Ceramics 

Greg Charlton Dipl Design 

Noel Chenier Dipl Photography 

Brigitte Clavette BFA,RCA Jewellery I Metal Arts 

Jasmine Cull BFA Textiles 

Trudy Gallagher Jewellery 

Jane Geurts Dipl, BA, BEd, MEd Design I Graphics 

Drew Gilbert Dipl, BAA, BA Photography 

Peter Gross Dipl, BMus, MEd Photography 

Linda Kelly BA,BFA,MA Drawing 

John Keough Jewellery 

Marc Leger Surface Design 

John Leroux BArch,MA Design 

Tasha MacDougall Graphics 

Gillian Martin Fashion 

Patrick Perry Jewellery 

Denise Richard Dipl Textiles 

Karen Ruet Dipl, BA Photography 

Craig Schneider Cert, Dipl, BFA Entrepreneurship 

Rod Stears Photography 

Harriet Taylor Dipl, BFA, BBA Surface Design I Textiles 

Peter Thomas Dipl,MFA Ceramics 

Joanne Venart Cert, BA Foundation 
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Whitefeather Dipl, BAA Textiles 

Ellen Woolaver BA Fashion 

Janice Wright Cheney BFA,MEd Drawing 

2007 Credentials Title 

Administrative staff 

JoeArbeau Facilities 

Shelley Cameron BA,MA Counsellor 

Bronwen Cunningham BFA,MA Director of Academics 

Mitch Kavanaugh Store Clerk 

Judy LeBlanc Reception I Admin. Assistant 

Michael Maynard Dipl, BFA, MFA, FGDC Principal / Dean 

Julie McDonald Library Technician 

Louise Neveu Registrar 

Laura May Unwin Payroll and Accounting 

Instructional staff 

Jennifer Beckley BA,MFA Drawing 

Beth Biggs BFA, BA, MFA, RCA Jewellery I Metal Arts 

Judy Blake Cert, Dipl Ceramics 

Linda Brine BFA Textiles 

Jan Brooks BA,ATD,MEd Design 

Karen Burk BA,MLS Ceramics 

Greg Charlton Dipl Design 

Brigitte Clavette BFA,RCA Jewellery / Metal Arts 

Jane Geurts Dipl, BA, BEd, MEd Design 

Drew Gilbert Dipl, BAA, BA Photography 

Peter Gross Dipl, BMus, BEd Photography 

Linda Kelly BA,BFA,MA Drawing 

John Leroux BArch, MA Design 
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Adam MacDonald BA,BEd Drawing 

Dale McBride Dipl, BIS Graphic Design 

Denise Richard Dipl Fibre Arts 

Karen Ruet Dipl,BA Photography 

Craig Schneider Cert, Dipl, BFA Entrepreneurship 

Rod Stears Photography 

Harriet Taylor Dipl, BFA, BBA, MEd Surface Design I Textiles 

Peter Thomas Dipl,MFA Ceramics 

Joanne Venart Cert, BA Fashion 

Ellen Woolaver BA Fashion 

Janice Wright Cheney BFA,MEd Art History 

2008 Credentials Title 

Administrative staff 

JoeArbeau Facilities 

Shelley Cameron BA,MA Counsellor 

Bronwen Cunningham BFA,MA Director of Academics 

Mitch Kavanaugh Store Clerk 

Judy LeBlanc Reception / Admin. Assistant 

Michael Maynard Dipl, BFA, MFA, FGDC Principal / Dean 

Julie McDonald Library Technician 

Louise Neveu Registrar 

Laura May Unwin Payroll and Accounting 

Instructional staff 

Jennifer Beckley BA,MFA Drawing 

Beth Biggs BFA, BA, MFA, RCA Jewellery I Metal Arts 

Judy Blake Cert, Dipl Ceramics 

Linda Brine BFA Textiles 

Jan Brooks BA,ATD,MEd Design 
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Karen Burk BA,MLS Ceramics 

Greg Charlton Dipl Drawing 

Brigitte Clavette BFA,RCA Jewellery I Metal Arts 

Jane Geurts Dipl, BA, BEd, MEd Design 

Drew Gilbert Dipl, BAA, BA Photography 

Peter Gross Dipl, BMus, BEd Photography 

Linda Kelley BA,BFA,MA Drawing 

Adam MacDonald BA,BEd Drawing 

Dale McBride Dipl, BIS Graphic Design 

Melanie Mitchell Dipl Surface Design 

Denise Richard Dipl Fibre Arts 

Karen Ruet Dipl, BA Photography 

Craig Schneider Cert, Dipl, BFA Entrepreneurship 

Rod Stears Photography 

Harriet Taylor Dipl, BFA, BBA, MEd Surface Design / Textiles 

Peter Thomas Dipl, MFA Ceramics 

Joanne Venart Cert, BA Fashion 

Ellen Woolaver BA Fashion 

Janice Wright Cheney BFA,MEd Art History 

2009 Credentials Title 

Administrative staff 

Joe Arbeau Facilities 

Donna Boudreau Director of Administration 

Shelley Cameron BA,MA Registrar 

Bonnie Carson Financial Manager 

Mitch Kavanaugh Store Clerk 

Judy LeBlanc Reception / Admin. Assistant 

Michael Maynard Dipl, BFA, MFA, FGDC Principal/ Dean 
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Julie McDonald Library Technician 

Louise Neveu Registrar 

Harriet Taylor Dipl, BBA, BFA, MEd Acting Department Head 

Chris Warren I .T. Technician 

Jackie Wilson Dipl Recruiter 

Instructional staff 

Jennifer Beckley BA,MFA Drawing 

Beth Biggs BFA, BA, MFA, RCA Jewellery I Metal Arts 

Judy Blake Cert, Dipl Ceramics 

Andy Bostwick Cert, Dipl Graphic Design 

Linda Brine BFA Fibre Arts 

Jan Brooks BA,ATD,MEd Design 

Karen Burk BA,MLS Ceramics 

Greg Charlton Dipl Design 

Brigitte Clavette BFA,RCA Jewellery I Metal Arts 

Jane Geurts Dipl, BA, BEd, MEd Design 

Drew Gilbert Dipl, BAA, BA Photography 

Peter Gross Dipl, BMus, BEd Photography 

Linda Kelly BFA,MA Drawing 

John Leroux BArch, MA Design 

Adam MacDonald BA,BEd Drawing 

Dale McBride Dipl, BIS Graphic Design 

Denise Richard Dipl Fibre Arts 

Karen Ruet Dipl, BA Photography 

Craig Schneider Cert, Dipl, BFA Entrepreneurship 

Rod Stears Photography 

Harriet Taylor Dipl, BFA, BBA, MEd Surface Design I Textiles 

Peter Thomas Dipl, MFA Ceramics 

Joanne Venart Cert, BA Fashion 
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Ellen Woolaver BA Fashion 

Janice Wright Cheney BFA,MEd Art History 

2010 Credentials Title 

Administrative staff 

JoeArbeau Facilities 

Donna Boudreau Director of Administration 

Shelley Cameron BA,MA Counsellor 

Bonnie Carson Financial Manager 

Barb Curtis Dipl Recruiter 

Mitch Kavanaugh Store Clerk 

Judy Le Blanc Reception I Admin. Assistant 

Michael Maynard Dipl, BFA, MFA, FGDC Director 

Keith McAlpine BEd,MEd Dean 

Julie McDonald Library Technician 

Louise Neveu Registrar 

Kent Shaw BEd,MEd Department Head 

Chris Warren I .T. Technician 

Instructional staff 

Jennifer Beckley BA,MFA Drawing 

Beth Biggs BFA, BA, MFA, RCA Jewellery I Metal Arts 

Judy Blake Cert, Dipl Ceramics 

Andy Bostwick Cert, Dipl Graphic Design 

Linda Brine BFA Fibre Arts 

Jan Brooks BA,ATD,MEd Design 

Karen Burk BA,MLS Ceramics 

Greg Charlton Dipl Design 

Brigitte Clavette BFA,RCA Jewellery I Metal Arts 

Mike Cote Dipl Graphic Design 
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Charlie Gaffney BA,BEd Aboriginal Visual Arts 

Jane Geurts Dipl, BA, BEd, MEd Design 

Drew Gilbert Dipl, BAA, BA Photography 

Peter Gross Dipl, BMus, BEd Photography 

Linda Kelly BA,BFA Drawing 

Adam MacDonald BA Drawing 

Dale McBride Dipl, BIS Graphic Design 

Denise Richard Dipl Fibre Arts 

Karen Ruet Dipl, BA Photography 

Craig Schneider Cert, Dipl, BFA Entrepreneurship 

Rod Stears Photography 

Harriet Taylor Dipl, BFA, BBA Surface Design/Textiles 

Peter Thomas Dipl, MFA Ceramics 

Joanne Venart Cert, BA Fashion 

Ellen Woolaver BA Fashion 

Janice Wright Cheney BFA,MEd Art History 

2011 Credentials Title 

Administrative staff 

Joe Arbeau Facilities 

Nancy Beaulieu Registrar 

Donna Boudreau Director of Administration 

Bonnie Carson Financial Manager 

Barb Curtis Dipl Recruiter 

Mandy Gallant Reception / Admin. Assistant 

Mitch Kavanaugh Store Clerk 

Tina Lamb Student Life Coordinator 

Judy Le Blanc Reception/ Admin. Assistant 

Michael Maynard Dipl, BFA, MFA, FGDC Director 
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Keith McAlpine BEd,MEd Dean 

Julie McDonald Library Technician 

Shane Perley Dutcher Dipl Aboriginal / Int'l. Recruiter 

Kent Shaw BEd,MEd Department Head 

Karina Wong Chong ADM, BBA, MBA Strategic Enrolment Manager 

Instructional staff 

Jennifer Beckley BA,MFA Drawing 

Beth Biggs BFA, BA, MFA, RCA Jewellery I Metal Arts 

Judy Blake Cert, Dipl Ceramics 

Andy Bostwick Cert, Dipl Graphic Design 

Jackie Bourque Dipl Fibre Arts 

Jan Brooks BA,ATD,MEd Design 

Karen Burk BA,MLS Ceramics 

Brigitte Clavette BFA,RCA Jewellery I Metal Arts 

Mike Cote Dipl Graphic Design 

Liz Demerson Cert, BA, BEd, MA Design 

Alan Edwards BSc Integrated Media 

Charlie Gaffney BA, BEd Aboriginal Visual Arts 

Jane Geurts Dipl, BA, BEd, MEd Design/Graphics 

Peter Gross Dipl, BMus, MEd Photography 

Linda Kelly BA,BFA,MA Drawing 

Drew Kennickell Dipl Graphic Design 

Adam MacDonald BA,BEd Drawing 

Dale McBride Dipl, BIS Graphic Design 

Melanie Mitchell Dipl Surface Design 

Maja Padrov Dipl Ceramics 

Denise Richard Dipl Fibre Arts 

Karen Ruet Dipl, BA Photography 

Craig Schneider Cert, Dipl, BFA Entrepreneurship 
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Rod Stears Photography 

Harriet Taylor Dipl, BFA, BBA, MEd Surface Design I Textiles 

Peter Thomas Dipl., MFA Ceramics 

Joanne Venart Cert, BA Fashion 

Ellen Woolaver BA Fashion 

Janice Wright Cheney BFA,MEd Art History 

2012 Credentials Title 

Administrative staff 

Joe Arbeau Facilities 

Nancy Beaulieu Registrar 

Donna Boudreau Director of Administration 

Bonnie Carson Financial Manager 

Barb Curtis Dipl Recruiter 

Mandy Gallant Reception / Admin. Assistant 

Mitch Kavanaugh Store Clerk 

Tina Lamb Student Life Coordinator 

Judy LeBlanc Reception/ Admin. Assistant 

Michael Maynard Dipl, BFA, MFA, FGDC Director 

Keith McAlpine BEd,MEd Dean 

Julie McDonald Library Technician 

Shane Perley Dutcher Dipl Aboriginal / Int'l. Recruiter 

Kent Shaw BEd,MEd Department Head 

Karina Wong Chong ADM,BBA,MBA Strategic Enrolment Manager 

Instructional staff 

Jennifer Beckley BA,MFA Drawing 

Beth Biggs BFA, BA, MFA, RCA Jewellery I Metal Arts 

Judy Blake Cert, Dipl Ceramics 

Andy Bostwick Cert, Dipl Graphic Design 
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Jackie Bourque Dipl Fibre Arts 

Jan Brooks BA,ATD,MEd Design 

Karen Burk BA,MLS Ceramics 

Brigitte Clavette BFA,RCA Jewellery I Metal Arts 

Mike Cote Dipl Graphic Design 

Alan Edwards BSc Integrated Media 

Charlie Gaffney BA,BEd Aboriginal Visual Arts 

Jane Geurts Dipl, BA, BEd, MEd Design/Graphics 

Peter Gross Dipl, BMus, MEd Photography 

Linda Kelly BA,BFA,MA Drawing 

Drew Kennickell Dipl Graphic Design 

Adam MacDonald BA,BEd Drawing 

Dale McBride Dipl, BIS Graphic Design 

Melanie Mitchell Dipl Surface Design 

Maja Padrov Dipl Ceramics 

Denise Richard Dipl Fibre Arts 

Karen Ruet Dipl,BA Photography 

Craig Schneider Cert, Dipl, BFA Entrepreneurship 

Rod Stears Photography 

Harriet Taylor Dipl, BFA, BBA, MEd Surface Design / Textiles 

Peter Thomas Dipl., MFA Ceramics 

Joanne Venart Cert, BA Fashion 

Ellen Woolaver BA Fashion 

Janice Wright Cheney BFA,MEd Art History 
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Table 8 - Curriculum 

Year 

1947 

1950 

1956 

1959 

1961 

1969 

1971 

1978 

Curriculum 

Summer Handicrafts workshops (Alma): Leatherwork (Belts, Gloves, Purses 

and Slippers); Lino Block Printing; Rug Hooking; Weaving 

Summer Handicrafts workshops (Alma): Leatherwork; Weaving; Wood 

Turning 

Summer Handicrafts workshops (Alma): Leatherwork; Upholstery; Weaving; 

Wood Turning 

Summer Handicrafts workshops (Alma): Leatherwork; Upholstery; Weaving; 

Wood Turning 

Summer Handicrafts workshops (Alma): Leatherwork; Weaving; Wood 

Turning 

Diploma (2-year, Fredericton) with craft majors: Batik; Ceramics; Clothing 

Construction; Embroidery; Fabric; Fretted Musical Instrument 

Construction; Jewellery; Photography; Weaving; Wood 

Diploma (2-year) with craft majors: Jewellery; Leatherwork; Pottery; 

Textiles; Weaving; Wood Turning 

Diploma (3-year, Fredericton) with craft majors: Batik; Ceramics; Clothing 

Construction; Embroidery; Fabric; Fretted Musical Instrument 

Construction; Jewellery; Photography; Weaving; Wood 

1979 Diploma (3-year) with craft majors: Batik; Ceramics; Clothing Construction; 

Embroidery; Fabric; Fretted Musical Instrument Construction; 

Jewellery; Photography; Weaving; Wood 



1981 Certificates ( 1-year): Crafts, and Basic Studies 

1984 

1987 

Diploma (3-year) with crafts majors: Ceramics, Clothing; Enameling; 

Fabric; Graphics; Jewellery; Photography; Printmaking; Tapestry; 

Theatre Crafts; Weaving; Wood Turning 

Certificates ( 1-year): Crafts, and Basic Studies 

Diploma (3-year) with crafts majors: Ceramics; Clothing Construction; 

Fabric; Jewellery; Photography; Theatre Design; Weaving; Wood 

Certificates ( 1-year): Crafts, and Basic Studies 

Diploma (3-year) with craft majors: Ceramics; Fabric; Fashion; Metal; 

Photography; Textiles 

1989 Certificates (1-year): Crafts, Basic Studies, Native Arts Studies and 

Proficiency (part-time) 
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Diploma (3-year) with crafts majors: Ceramics; Fabric; Fashion; Jewellery/ 

Metal Arts; Photography; Textiles; Theatre Crafts; Wood 

1990 Certificates (1-year): Crafts, Basic Studies, Native Arts Studies and 

Proficiency (part-time) 

Diploma (3-year) with crafts majors: Ceramics; Fashion; Graphic Design; 

Jewellery/Metal Arts; Photography; Textiles; Weaving 

1995 Certificate (1-year): Native Arts and Proficiency (part-time) 

Diploma (3-year) with craft majors: Ceramics; Creative Graphics; Fashion 

Design; Jewellery/Metal Arts; Photography; Surface Design; Textiles 

1997 Certificates (1-year): Native Arts Studies, Sewing for Small Business and 

Industry, and Proficiency (part-time) 

Diploma (3-year) with craft majors: Ceramics, Creative Graphics, Fashion, 

Metal Arts/Jewellery, Native Arts Studies, Photography, Surface Design, 

Textiles 
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2007 Certificate ( I-year): Foundation Visual Arts 

2009 

Diploma (2-year): "Fine Craft and Applied Design" with majors: Ceramics, 

Creative Graphics, Entrepreneurship, Fashion, Jewellery/Metal Arts, 

Photography, Surface Design, Textiles 

Certificate ( I-year): Foundation Visual Arts 

Diploma (2-year): "Fine Craft and Applied Design" with majors: Ceramics, 

Communication Design, Fashion, Jewellery/Metal Arts, Photography, 

Textiles 

Diploma of Advanced Studies (I-year) 

2010 Certificate (I-year): Foundation Visual Arts 

Diploma (2-year): "Fine Craft and Applied Design" with majors: Ceramics, 

Communication Design, Fashion, Jewellery/Metal Arts, Photography, 

Textiles 

Diploma of Advanced Studies (I-year) 

2011 Certificates (I-year): Aboriginal Visual Arts, and Foundation Visual Arts 

2012 

Diplomas: "Aboriginal Visual Arts," "Fashion/Textiles," "Fine Craft" 

(Ceramics, Fibre Arts, Jewellery/Metal Arts), "Graphic Design," 

"Integrated Media,"" Photography" 

Graduate Certificate 

Certificates (I-year): Aboriginal Visual Arts, and Foundation Visual Arts 

Diplomas: "Aboriginal Visual Arts," "Fashion/Textiles," "Fine Craft" 

(Ceramics, Fibre Arts, Jewellery/Metal Arts), "Graphic Design," 

"Integrated Media," " Photography" 

Graduate Certificate 



Table 9 - Enrolment 

N .B. School of Arts and Crafts 

Alma (summer program, 1950-1973) 

Year Enrolment 

1950 75 

1951 134 

1952 144 

1958 927 

1959 1,100 

1960 1,500 

1961 2,000 (approx.) 

1964 2,000 (approx.) 

N.B. Craft School 

Fredericton (2-year full-time program) 

1971-72 15 

1972-73 18 

1973-74 16 

1974-75 15 

N .B. Handcraft Centre 

Fredericton (2-year full-time program) 

1975-76 30 

1976-77 9 
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N .B. Craft School and Centre 

Fredericton (3-year full-time program) 

1978 30 

1979 8 

1980 10 

1981 18 

1982 15 

N .B. College of Craft and Design 

Fredericton (1- and 2-year full-time programs) 

1990 108 

1991 128 

1998 143 

2004 170 

2005 187 

2006 166 

2007 147 

2008 156 

2009 206 

2010 249 

2011 268 

2012 282 

290 



291 

Table 10 - Advisory Councils 

Date 

1997 

1998 

Members 

Alan Crimmins, George Fry, Louise Gilles, Susan Judah, Bernard Paulin, 

John Rowcroft, Craig Schneider, Chris Tyler 

Alan Crimmins, George Fry, Louise Gillis, Susan Judah, John Rowcroft, 

Maurice Roy, Craig Schneider, Chris Tyler, Gervais Warren 

2008 Sue Judah, Ralph Kirkbride, Jennifer Pazienza, Freeman Patterson, 

2009 

2010 

2011 

Bernard Riordon, Alyson Scott 

Ron Leger, Jennifer Pazienza, Freeman Patterson, Peter Powning 

Raymond Daigle, Nathalie Dubois, Lise Hansen, John McLaughlin (chair) 

Doug Motty, Peter Powning, Shanie Stozek, Chet Wesley 

Raymond Daigle, Nathalie Dubois, Ryan Francis, John McLaughlin (chair), 

Doug Motty, Peter Powning, Chet Wesley 

2012 Jim Asher, Rob Austin, Raymond Daigle, Don Dennison (chair), Ryan 

Francis, John McLaughlin, Doug Motty, Peter Powning, Kate Rogers, 

Chet Wesley 



Name 

Michael Haddon Maynard 

Education 

2008- Doctor of Philosophy (Ph.D. candidate) 

Interdisciplinary Studies 

1994-96 

1971-73 

1971-73 

University ofNew Brunswick, Fredericton, NB 

Master of Fine Arts (M.F.A.) 

Faculty of Visual Arts 

York University, Toronto, ON 

Bachelor ofFineArts (B.F.A.) 

Department of Art and Art History, Faculty of Arts and Sciences 

Tufts University, Boston, M.A. 

Studio Diploma (Dipl.) 

Graphic Design 

School of the Museum of Fine Arts, Boston, MA 

Publications 

Maynard, M., "Canadian Dream Machines: The Story of Avro Canada;' NB-3, 

Fredericton, NB, June 2012. 

Maynard, M., "Hands, Minds of Expertise," Telegraph-Journal, Saint John, NB, 

January 31, 2009. 

Maynard, M., "A Personal Connection," The Oakville Beaver, Oakville, ON, February 3, 

2006. 

Maynard, M., "Angus Hyland: Poster Boy," Azure magazine, Toronto, ON, November/ 

December 2002. 



Maynard, M., "Digital Media Technology," inAshworth, H., ed., The Business of 

Graphic Design, Toronto, ON, 2001. 

Maynard, M., "The Idea Book," FYI newsletter, Toronto, ON, Volume 5, No 1, 2001. 

Maynard, M., "Information Design," Azure magazine, Toronto, ON (November/ 

December 1999. 

Maynard, M., "Emotive Posters: The Work ofShigeo Fukada," Azure magazine, Toronto, 

ON, September/October 1999. 

Maynard, M., "Design in Depth," Azure magazine, Toronto, ON, May/June 1999. 

Maynard, M., "On Book Design," Azure magazine, Toronto, ON, January/February 1999. 

Maynard, M., "Art Director's Club of Canada Hits New Heights," Azure magazine, 

Toronto, ON, September/October 1998. 

Maynard, M., "Adrian Frutiger: Face to Face," Azure magazine, Toronto, ON, March/ 

April 1996. 

Maynard, M., "GDC Shakes Hands with Taiwan," Graphic Design Journal, Ottawa, ON, 

Issue 3, 1995. 

Maynard, M., "Canada Faces the Challenge of Environmental Responsibility," Product 

Design & Packaging, Toronto, ON, Issue 50, 1992. 

Conference Presentations 

2010 "The Creative Economy," Fredericton Heritage Trust AGM, Fredericton, NB. 

2009 "Mulheres Mil," World Forum on Vocational and Technological Education, 

Brasilia, Brazil. 

2008 "The Creative Factor," opening lecture, edVentures Fredericton summer 

program of craft and culture workshops, Fredericton, NB. 

2006 "From Vision to Reality," Association of Canadian Community Colleges 

national roundtable, Fredericton, NB. 



2005 "Arts Administration and the Creative Economy," Canadian Society for 

Educators through Art national conference, Edmonton, AB. 

2005 "Collaborative Curriculum Development," (co-presenter), League for 

Innovation international conference, NYC. 

2002 "Vision to Reality: Organizational Transformation -A Success Story," Chair 

Academy 11th annual international conference, Kansas City, KS. 

1992 "Design Practice and Environmental Responsibility," Taiwan 

International Design Interaction, Taipei, ROC. 

1991 Opening remarks, ICOGRADA "Convergences," international design 

conference, Montreal, PQ. 




