Alberta. Because the Folk Life Program had come into
existence two years earlier, we had virtually no collection
from which to draw. Asa result, it was necessary to choose
a theme in human culture that had a material culcure com-
ponent, examples of which exist in the province; could
reflect the culcural diversity in Alberta; showed an aspect
of culcure shared by a number of national cultures, so that
more than one ethnic group would be reflected in each
vignette; had an institutional network to smooth the
field-work and collections tasks, which had to be done
quickly; and, finally, was an aspect of culture of impor-
tance to the patrimony of the community, and a part of the
living cradition.

The ritual life of human culture was a natural choice,
given the cultural and institutional landscape of Alberta.
Numerous peoples have come to the province because of
religious persecution. Church, Synagogue, Mosque, and
Temple remain the primary cultural institutions for many
in the community. That the religious aspect of human
culture had been studied a good deal was also important.
Ritual studies, however, are rare. In North America,
virtually nothing has been done on ritual life and popular
religious practice. Hence, this choice provided an area for
substantial research and a potential contribution to
scholarship. The study of religion is my primary area of
scholarship, so this was of importance, as well.

The research phase of the gallery was singularly fruitful
for the development of the Folk Life Program. We had
remarkable success in field-work in the communities. The
religious leaders across the province gave us complete
access to the ritual cycles, and families cooperated
graciously. We established a significant collection of
documents, ethnographic and historical photographs on
ricual life, and a marvellous artifact collection. The
museum’s reputation as the domain of the peoples of
Alberta was established in communities, many of which
are not its natural constituency. This had a salutary effect
on the overall Museum Program and has led to the
development of a well-balanced artifact collection, repre-
sentative of the cultural life of the communities in
general.

The structure of the exhibition allowed us to use
material from several ethnic communities in each

vignette. For example, Russian, Ukrainian, Greek, and
Arab items are in the setting for the Divine Liturgy of
Eastern Orthodox Christianity. The themes of worship
and rites of initiation run like a thread through human
culeure. Consequently, the exhibition has a coherence that
makes it possible to address the profound ideas and images
at the heart of human culture.

The gallery has functioned in a variety of ways. When
visitors enter the gallery, they commonly seek out some-
thing familiar. They stop in front of Lutheran Worship,
for example, to look, read, and think, then they turn to
several other traditions considered in the gallery. They
spend a considerable amount of time in this process of
examination, of seek and find. The Moslems, Jews,
Hindus, Buddhists, Sikhs, and Christians represented in
the gallery use the exhibits somewhat more specifically.
They commonly bring Sunday School groups to the
gallery, and use it in their educational programming.
Many of them have requested lectures in the gallery for
adult education groups, as well. For some of the newer
immigrant communities, such as the Hindus, Sikhs, and
some of the Moslems, the gallery has become a kind of
pilgrimage site. They bring dignitaries to the exhibition
and show them that in Alberta, the province with the red-
neck reputation, they, too, are a legitimate part of the
cultural world. Their view of the meaning of life, their
practice of what is central to the human imagination, to
human culture, it valued. And indeed it is.

A final critical note. The gallery does not meet my
expectations at the interpretive level. There is grave
danger that ethnographic exhibitions portray an aspect of
culture as if it were fundamentally foreign, strange, ot
esoteric. Pedagogically, I would like to see the Spiritual
Life - Sacred Ritual Gallery designed to balance the
reverence it now exudes, with images drawn from secular
society that show how men, women, and children con-
tinue to address the sacred, whether in wonder, adoration,
regard, or through simple quest. The use of these images
to initiate the public to the gallery would help to bridge
the concern for the sacred in all human culture, including
the secular, with the specific way that concern is expressed
in the classical religious tradition discussed in the gallery.

David J. Goa

The Ox in Nova Scotia

DesBrisay Museum National Exhibition Centre, “The Ox
in Nova Scotia.” Curator: Gary Selig. Designer:
George Halverson, Nova Scotia Museum. Travelling
exhibition: July 1984-February 1987. Tour: DesBrisay
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Museum NEC, Bridgewater; Old Kings Courthouse
Heritage Museum, Kentville; Nova Scotia Museum,
Halifax; Shelburne County Museum, Shelburne;
Hector NEC, Pictou; Yarmouth County Museum,



Fig. 1.
tion Centre in Bridgewater, N.S. (NSM N-12,994)

Yarmouth; Annapolis Valley Macdonald Museum,
Middleton;
Reviewed at the Yarmouth County Museum.

Colchester Historical Museum, Truro.

The intent of “The Ox in Nova Scotia” 1s to show the
importance of the ox in the development of the economy,
transportation and folklore of Nova Scotia. A travelling
exhibition, it is scheduled for viewing at eight sites
throughout Nova Scotia. Produced by the DesBrisay
Museum National Exhibition Centre in Bridgewater,
with design, construction and circulation by the Nova
the exhibition received financial

Scotia  Museum,

assistance from the Museums Assistance Programme of

the Nartional Museums of Canada. Contributions in the
form of photographs and artifacts were made by various
museums and archives and by present and former
teamsters from around the province. Research and photo-
graphy were carried out by Peter Barss, whose previous
exhibitions “Images of Lunenburg” and “Older Ways:
Traditional Nova Scotian Craftsmen” lend their down-to-
earth style and fine portrait photography work to this

exhibit.

The ox does not seem a likely subject for an exhibition,
but after viewing the exhibit one can see that the ox should
be entitled to its own chapter in Nova Scotian history. The
exhibit is divided into sixteen sections, each dealing with
one aspect of the subject. The first unit — “What is an ox?”

prominently displays a castration tool, convincing proof
that an ox is »ot just “a different breed of cow.” Coloured
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Introductory and other panels in the exhibition “The Ox in Nova Sc otia, "produced by the DesBrisay Museum National Exhibi

pictures of various breeds of domestic cattle serve to
illustrate which breeds can be cross-bred to produce
certain desired traits in an ox. The remainder of the
exhibit takes the viewer through sections on the impor-
tance of oxen in Nova Scotian work, economy, transporta-
tion, and communication; buying and selling steers;
breaking steers; the teamsters; yokes and fastenings;

naming oxen; children and oxen; oxen at work on the

Photographs, both historical and current, were an
important source of information in the exhibition and
were taken by Peter Barss, researcher for the exhibi

tion. (NSM N-12,993)




farm, in logging, along the coast and in transportation;
long hauls by oxen; ox bells; yoke making; the
blacksmiths; ox lore; exhibitions and parades; and the ox
whip. What more could be said about the ox? Logically it
would seem that the sections on oxen gear should be
grouped together, but by spacing these subject areas, the
viewer is better able to focus on each item.

Each segment uses photographs, artifacts and text, the
latter sometimes in the form of a quotation from a
teamster. The artifacts are limited mainly to the gear
worn. A good selection of yokes makes up one section.
Single and double types of both neck and head yokes, as
well as the accompanying head pads, leather straps, chains

and backing pins, can be seen. Another section, a step-by-
step photographic sequence of yoke making, shows the
associated tools and the completed yoke. In the black-

Fig. 3. The processes and skills of various tradesmen were
recorded in detail in photographs in the exhibition.
Here we see a yoke maker at work. (NSM N-12,993)
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The Blacksmith

Fig. 4. The shoeing process is illustrated with artifacts and

photographs of the blacksmith and the ox

(NSM N-12,991)

smithing section, shoes at every stage, from the plain iron
bar to the completed shoe, are displayed.

Of particular interest in the exhibit are the quotations
from the teamsters, some of whom still maintain teams.
Among these people plain speech prevails: “He went to
work and put 'em on the pole and never put no draw bolt
into 'em, into the pole to hold 'em. He done this to fool
‘em.” Authenticity is added by the superb photographs of
the teamsters with cigarette in hand or hat worn tilted to
the side.

Two videotapes come with the exhibit, each about
fifteen minutes long. One shows oxen hauling timber
from the woods, while the other allows the viewer to see a
blacksmith shoeing an ox — both feature the oxen and staff
at the Ross Farm Museum where the videotaping was done
by Media Services, Nova Scotia Department of Education.

Almost all of the text can be found in the booklet
accompanying the exhibit. A few of the quotations are
missing and, in the French version, they are paraphrased.
The booklet makes a nice take-away souvenir although a
few more photographs would have made the guide more
interesting.

One apparent afterthought to the exhibit is the
addition of a French-language booklet. Although likely a
funding requirement, it somewhat spoils the look of the
original title panel. The necessity of a French version is
questionable if the exhibit does not travel beyond Nova
Scotia since while the exhibit was displayed in Yarmouth,
a town sandwiched between two large French-speaking

areas, no French version copies were taken — even by




people known to speak French at home.

One complaint heard about this exhibit was that the
title is somewhat misleading since the text and photo-
graphs cover only the South Shore of Nova Scotia — from
Halifax to Yarmouth. The use of oxen in Cape Breton or
other parts of the province was not mentioned. Perhaps
research revealed lictle new in these areas and so artifacts
and photographs were procured from the nearest sources.

Children, other than 4-H members, did not appear to
spend a great deal of time looking at this exhibit, but then
children, as many adults, can “do” a museum or an exhibit
in an incredibly short time. Perhaps they would be more
impressed with a stuffed ox!

The exhibit lends itself to the use of local artifacts —at the
Yarmouth County Museum it was supplemented by
photographs and gear from a local teamster as well as by a
model timber-laden sledge, recently made, complete with
ax, whip, tea billy and even a bale of hay. On Heritage
Day a real team came to the museum — “Bright” and
“Lion” were successful crowd pleasers. The openings of the
exhibit at Bridgewater and Halifax featured other
“Brights” and “Lions” (the almost universal names for
oxen). *

Of particular importance in all exhibits is the ability to
attract new museum visitors — those who make an effort to
visit the museum perhaps for the first time to view a
special exhibition. This one was no exception — many
visitors who may have previously thought that museums
were too “cultural” for them came to the Yarmouth
County Museum to see “The Ox” and will hopefully
return.

This exhibit has elicited many favourable remarks and a
number of return visits — both of which support this
reviewer's idea that the exhibit is a winner. All who
worked on “The Ox in Nova Scotia” can be proud of their
involvement. Gary Selig, Curator of the DesBrisay
Museum, and producer of this exhibit is to be congratu-
lated and thanked.

Eric J. Ruff

* Editor's Note:

The exhibition also sparked research efforts in Shelburne
County. The Shelburne County Museum organized an Open
House during the exhibition to which they invited two yokes
of oxen and their teamsters, a yoke maker and a whip maker.
In addition, the staff at the museum compiled a list of all the
Shelburne County teamsters now living in the county. They
located fifty-six teamsters and all received an invitation to the
Open House.

Ernest Swansburg of Sable River has the distinction, at
ninety-three, of being the oldest in this group. The oldest,
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still-active teamster is Glen Sutherland of Clyde River, who
celebrated his eightieth birthday on 4 May 1985.

For a list of Shelburne County Oxen Teamsters, April
1985, see The Occasional, vol. 9, no. 2, 1985, published by
the Nova Scotia Museum.

Curatorial Statement

The DesBrisay Museum National Exhibition Centre
does not have a fully equipped workroom. The person on
staff who does research, exhibit planning, collecting,
minor conservation, exhibit design and production and
label writing is also the director. This resource base made
it imperative for DesBrisay to enter into a cooperative
venture with the Nova Scotia Museum in the production
of “The Ox in Nova Scotia.”

A grant was secured from the Museum Assistance
Programme, National Museums of Canada, to hire a
project researcher. This was necessary so that the exhibit
project could be undertaken over a period of two to three
years as opposed to the ten years it would take if institu-
tional staff had to accumulate research information on an
ad-hoc basis.

The project was expected to depend mainly upon infor-
mation gathered through oral history research. Local
photographer and journalist, Peter Barss, was hired in
recognition of his special affinity for people of rural Nova
Scotia, the expected audience for the research effort. His
photographic skills were an asset in collecting photo-
graphic images from private collections.

An Advisory Committee was established to facilitate
advisory assistance from the Nova Scotia Museum; as well
as the director of the provincial museum, board members
of the DesBrisay interested in the planning and prepara-
tion of the exhibit, the first major travelling exhibit to be
produced by the museum, served on the committee.

Management of the project was somewhat difficult.
The new research being undertaken could lead into a
much bigger project than desired. It was decided to focus
research on the South Shore and go furcher afield as time
and resources permitted. Museums across the province
were contacted in an effort to obtain the broadest represen-
tation for 2 Nova Scotia focus in the exhibit’s theme.

The collection of the DesBrisay Museum was very weak
in respect to oxen-related technology. It was thought that
this type of material would not likely have survived and so
the exhibition was expected to be predominately graphic
in content. As the research activity increased, a number of
artifacts were uncovered. Two collections were donated by
private individuals to the exhibit project. This provided a




more than adequate artifact base for the exhibit and the
museum.

The design and physical production of the exhibit was
carried on at the Nova Scotia Museum, adding to the
difficulties of coordinating the exhibit. Because close
collaboration and communication was imperative, a
liaison person with the Nova Scotia Museum was
appointed to channel information materials and help
arrange meetings with various staff involved in the
project.

The Media Services Section of the Provincial Depart-
ment of Education, located away from the Nova Scotia
Museum, produced two videos on the exhibit’s theme.
This group became the fourth party outside of the
DesBrisay Museum to be involved in the joint exhibit
project.

The project researcher pursued topics developed
through a proposed storyline for the exhibit. Monthly
reports on progress ensured that research requirements
were being met.

Meetings and conversations were held frequently with
the Chief Curator of Exhibits and the designer at the Nova
Scotia Museum. The influx of artifacts during the research
effort changed the design approach part way into the
project. In addition, as a result of the large amount of

photographic and text content, it was decided that French-

translation would be provided in a publication form
carried by the visitor. Translated text from the exhibit was
organized to correspond with numbered panels in the
exhibic.

The Ross Farm Museum, the living agricultural

museum of the Nova Scotia Museum Complex, was the
scene for the video productions. This museum is located in
Lunenburg County about 60 km from DesBrisay. The
museum makes use of oxen in its normal activities and was
an ideal setting to document the oxen at work in logging
operations and the blacksmith making and ficting shoes to
a team of oxen.

The Ross Farm Museum was exceptionally cooperative
in the video programming and other aspects of the
project. And, in turn, participating in these productions
created an awareness among the Ross Farm staff chat
certain routine activities which were not part of public
programming to date could be of potential interest to the
public.

The three-year project ended about two weeks past the
scheduled opening date for the exhibit. This was only
possible through the cooperation of the groups directly
involved in the project and the number of museums con-
tributing artifacts and photographs from their collections.

The DesBrisay Museum prides itself in being able to
contribute to the province's travelling exhibitions
programme. The resulting collection is a welcomed
addition to the museum’s holdings. During the oral
history research, information arose which led to the
acquisition of a home-made child’s toy known as the
“wooden ox.” This artifact is of a type that would not
under normal circumstances have survived the years. It
was through oral history research that we were able to
know of the existence of such an arrifact.

Another positive result of the oral history research was
the human perspective on a life associated with oxen

which is evoked through the exhibit.

Gary Selig

U.S. 40: A Roadscape of the American Experience

Thomas J. Schlereth, U.S. 40: A Roadscape of the American
Experience (Indianapolis: Indiana Historical Society,
1985), 150 pp., ill. Paper $13.95, ISBN
0871950014.

At the outset of his “above-ground” archaeological
treatise on U.S. Route 40, Thomas Schlereth quotes an
extraordinary claim made by Rev. Horace Bushnell in a
sermon he delivered in 1846, as follows:

The road is the physical sign or symbol by which
you best understand any age or people...for the
road is a creation of man and a type of civilized
society.
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What follows is a stimulating and provocative study of
one of the most significant, if not ignored, artifacts of the
twentieth century — the North American highway.
Schlereth, a “cultural” historian, teams with Seldon
Bradley, a documentary photographer, in focusing on the
156-mile Indiana portion of this 160-year-old transporta-
tion route. U.S. 40 originally served as one of the United
States’ National Roads — opening up settlement of the
West. It was subsequently incorporated into the U.S.
Interstate Highway System and, like all great roads, was
eventually superceded by a new controlled- access freeway
known as Interstate 70.

Schlereth presents his material in three parts. The first



