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THE FLOWER MAY NOT LOOK LIKE THE ROOTS1

Everything I Needed to Know About Regional Identity, I Learned From Artists
By: Jera MacPherson

Settler narratives of homesteading the Prairies celebrate the lonely fortitude of that new condition. Often, 
the closest acknowledgement to the ways of life that preceded them being the “wonder they experienced 
in finding arrowheads and old stone tools in their furrows.”2 Wonder being the operative word, as Indig-
enous-erasure had become a national script implemented via legislation and poeticized in oil paint3.  My 
own great-great grandparents settled in the Melfort, Saskatchewan area in 1927 by way of Denmark; and 
unlike many, they were not fleeing persecution. Rather, bitten by the frontier bug, their uprootal had been 
motivated by the paradoxical promise of land that could be all their own. I open with my own position 
as a fifth-generation settler-Canadian because I have been cautioned by Carl Tracie4 paraphrasing Antje 
Schlottmann5 “that one is always involved in the construction of the region while researching it.”6 By plac-
ing myself in relation to the artists of this exhibition, whose work places them in relation to the physical 
territory of Saskatchewan, I hope to find a regional voice that nests then sways somewhere between the 
conceptual limits of a shared regionalism and the tenacious desire for connection.

At times, landscape can seem goofily quintessential7. A painting of a landscape can be the epitome of 
kitsch, the most common subject of a two-dimensional representational artwork designed to hang pleas-
ingly, yet unobtrusively, in a domestic or corporate space. But for many, I think that their expectations 
of art is saddled up and very cozily connected to landscape art. I choose to see those blurred lines as a 
testament that the genre holds an enduring power, one that surpasses notions of aesthetic pleasure, and 
warrants contemporary revisiting. Because, after all: what could be less kitsch than making a study of one’s 
own place in the world? Conveniently, contemporary art proves a favourite tutor for such expansive lines 
of questioning. For example, everything I ever needed to know about the complexities of Canadian nation-
alism, identity, and the Group of Seven I could learn from Jin-me Yoon’s8 1991 photo series Souvenirs of 
the Self.

With attitudes ranging from the microscopic to the cartographic, the eight artists of The Flower May Not 
Look Like the Roots cultivate contemporary relationships to landscape, ecology9, and regional identity that 
respond to local communities past, present and future. The work plants its roots deep and long ago but to 
ends that are contemporary and evolving. These renegotiations of a well worn-in genre materialize them-
selves in clay, paint, video, drawing, and textile. Each of the various artistic mediums employed by the art-
ists supply generous insight into the ways in which geography and sense of place figure into the personal 
landscapes of their own minds. Yet collected together, the suggestion of a regional voice begins to assem-
ble. One that is rooted in history and place, but whose flowers are open and receptive to the conceptual 
intricacies of region-building.

Sarah Fougere’s candied palette floats on the surface of her canvas like a memory. In it, a Doukhobor-set-
tler woman toils in a flax field, a reference to a photograph by Edith S. Watson10 taken near Veregin, Sas-
katchewan in 1919.11 Having been previously unfamiliar with the photograph, the painting had initially 
reminded me of Francois Millet’s The Gleaners (1851), a work where the presence of labour disrupts the 
scenic pleasure of a landscape painting.12 Remarkably, the presence of just one labourer may cause an 
entire slew of socio-political structures to bubble to the surface and distract the viewer from an intro-
spective reverie on field and sky. But in Fougere’s highly atmospheric depiction, the action of labour is so 
enmeshed with the locally driven nostalgia of the artwork that the disruption is itself enjoyable. 

A list of keywords Robert Kroetsch13 listed while ruminating on landscape loop in my own mind: “…a place, 
as a reality, as a metaphor, as a story, and as a myth.”14 Just like they would in any landscape, each concept 
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interacts with Fougere’s reimagined narrative in a different way. Their chorus works together to explain 
and complicate the viewing of an extremely dreamy landscape. In that way, the words fulfill the same 
function as the labourer who distracts from an aestheticized myth of a cultivated landscape vacant of a 
human workforce. The woman, of course, is not a myth – she lived and undoubtedly harvested flax many 
times – but in memory, her long cotton garments cling and drape like that of an unknown goddess and 
with flax in hand, she stands symbolically for an entire group of immigrants making a modest living on 
Treaty land.

Interestingly, Kroetsch’s concepts on landscape apply to even the most “innocent” landscapes.15 Take for 
example, Carol Schmold’s joyful textile compositions that present an aerial view of the province. In reality, 
Saskatchewan is largely parceled into farmland and highway grids. But the connotations go beyond the 
reality of the image as the electrifying palette of quilted geometric bands provide a sense of home and 
order that doesn’t really exist but is comforting to look at just the same. Agnes Martin16 left Saskatchewan 
as a very young child but those who wish to cite the Prairies in the grids she painted decades later will 
do so.  The poetic mythos of place has roots in the soil of reality. Alas, the flower can’t always look like its 
roots. 

It’s possible landscape can so easily transcend its physicality to prompt discussions of cultural legibility 
because the experience of land and being in land is without exception a somatic experience, informed 
by all the senses. For the most part, the translation of land to landscape produces an artwork purely for 
optic enjoyment. So when viewed, landscape art is a phenomenological intervention, wherein the rest of 
the senses need to be filled in by pre-existing cultural experience.17 This moment of ‘filling-in’ provides 
the perfect opportunity to let our own personal memories, preconceptions, and who knows what else, 
exteriorize themselves on the landscape we risk seeing as ready-made.

Reducing Kroetsch’s sentence on landscape to its skeletal keywords, a pleasant cadence emerges: a 
place/reality/metaphor/story/myth. I like the way this string of words searches for accuracy and then 
acknowledges the impossibility of such accuracy. I like the way the words are sure of themselves yet open 
to other interpretations. Albeit poeticized, these multi-layered approaches to the land are not separate 
from the enterprises that historically and contemporarily define territory. The video A Complicated Hole 
positions the artist and former cartographer Barbara Meneley on a parcel of land east of Regina. There 
she digs in: each laboured scoop of dirt flung into the Prairie gusts is a contemplation on how the land in 
Saskatchewan has come to be defined. At the turn of the twentieth century, this particular parcel of land 
had been earmarked by the Canadian Government as a gift for European immigrants to incentivize the 
settling of the Prairies. As inheritors of a land mapped by colonial interests, do our actions further legacies 
of exploitation or do we choose to redirect our efforts? Dressed in bright red from head to toe, Meneley’s 
efforts slowly lower her vibrant figure below the surface of the ground, as though attempting to unearth 
the land’s own authority to self-identify. In this case, hopefully the flower will not look like those root 
systems uncovered. 

This exhibition presents many personal understandings of landscape being mapped out in countless 
reflections on place and reincarnations of the regional. Lucy Lippard18 writes that, “The local is defined 
by its unfamiliar counterparts. A peculiar tension exists between around here and out there, regional 
and national, home and others’ homes, present and past, outsiders and insiders.”19 Vera Saltzman offers 
examples of the natural and structural vernacular of that evolving dynamic in her photo series: trans.plant. 
Her collection of motifs present a mini-catalogue of what elements of prairie-dom catches the eye of a 
Maritimer trying to connect to the landlocked landscape. When captured in her hauntingly soft “place 
that time forgot” way, the un-touristy rural landmarks Saltzman photographs create a sense of a roaming 
locality. In turn, the subjects of her unspecific regional photomontage capture not only the imagination of 
the Prairie-hearted and the elsewhere-inclined alike, but at times capture the recognition of someone who 
knows that very dip in the valley or that specific piece of obsolete playground equipment. The labyrinthine 
dynamic of defining the local is present in several other works in the exhibition. But in the case of Crystal 
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Thorburn and Sarah Timewell, artistic research into the plant and non-human life found on the Prairies 
offer some insight into small species that define the region, and us in relation.

I once visited an art installation20 where visitors were suited up in dark jumpsuits and helmets covered 
with dark mesh that provided very little visibility. With sensors strapped to different parts of our bodies, 
we were released as a group into a series of very large dark rooms. I nearly instantly became disoriented. 
The movements everyone adopted, myself included, were hesitant and aimless. But darkness broke 
when another person approached me. The moment of near contact caused a mini-event wherein each 
person’s sensors would vibrate and glow. The more people were near, the more lights and vibrations 
the sensors would produce. Having lost track of my friend Hannah, I wondered if each pleasant hum 
and glow I experienced was from her or one of the many strangers cohabiting the dark vacuum. I felt 
like a bug. On the other hand, I felt the most connected to the hum of the other living creatures around 
me as any other time I can recall. I’m reminded of this feeling of unfamiliar connectedness by Crystal 
Thorburn’s botanical drawings. 

Aldo Leopold21 contemplated that “We abuse the land because we regard it as a commodity belonging 
to us. When we can see lands as a community to which we belong we may begin to use it with love and 
respect.”22 Landscape as an art form traditionally places aesthetic value in the non-utilitarian beauty of a 
place. This model is historically appealing because it suspends the reality that human actions affect the 
land, meaning that under a purely aestheticized model, landscape becomes objectified. Exemplifying 
the alternative, Sarah Timewell’s drawings give examples of the utilitarian relationships that have long 
existed between human bodies and the plant life found in Saskatchewan. Part of a larger and evolving 
series titled Little Black Medicine Dress, the large-scale drawings Dandelion, Prairie Rose, and Thistle 
are examples of the indigenous and non-indigenous plant-life Timewell explores for their traditional 
medicinal uses.23 She draws them on the body parts – a black dress stands in symbolically for her own 
body – and organs they are meant to care for. The trauma of colonialism impacted more than the 
physical landscape; the necessary healing has yet to take systemic root. What will the flower look like 
compared to its roots?

Bonnie Gilmour’s ceramic sketches live alongside her rural environment. They don’t assume exactness. 
Instead, her clay-etched sketches convey the lived environment of Meacham, Saskatchewan, where 
she lives. She revisits the same grain bins and denominational churches over and over, like they are 
characters in the moodscape of the town’s history. A functional potter as well, Gilmour’s work reminds 
me that the theoretical nature of clay, whether shaped conceptually or functionally, is to make the local 
permanent. Firing the material to last forever, so that someday it becomes part of the ruins of history:24 a 
place, a reality, a metaphor, a myth, and story.

John Berger25 explained that how a work of landscape appears would depend on the place we, as the 
viewer, are standing.26 That notion seems obvious; however my understanding of landscape depends not 
only on my physical position – but on my cultural experience and knowledge of the land, which shapes 
how I have come to interact with each of the 26 artworks that make up The Flower May Not Look Like 
the Roots. I love their invitation to find common ground through the acknowledgement in their work of 
shared ecologies.  “Local Landscapes reflect global crises,” writes Lippard. “Nothing is more local than 
ecology…”27 We live in a time with plenty of crises to share with an openhearted sense of place. And with 
Berger in mind, I hope these landscapes find you well.
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1 “The flower may not look like the roots, but from them it derives its life. Similarly regional visions derive 
their life from the landscape. This is the meaning of regionalism. The regional voice is the landscape. Without 
it there is no art.” Arthur Adamson, “Notes from the Dark Cellar: Ruminations on the Nature of Regionalism 
and Metaphor in Mid-Western Canadian Poetry, in RePlacing, ed. Dennis Cooley (Downsview: ECW Press, 
1980), 224.
2 Sandra Rollings-Magnusson, The Homesteaders, (Regina: U of R Press, 2018), 2. 
3 In reference to The Group of Seven’s nation-building strategies that excluded Indigenous bodies from their 
landscape paintings.
4 Emeritus Professor of Geography at Trinity Western University in Langley, BC.
5 Professor of Human Geography at Goethe University in Frankfurt, Germany.
6 Carl J. Tracie, Shaping A World Already Made: Landscape and Poetry of the Canadian Prairies, (Regina: U of R 
Press, Regina, 2016), 6.
7 She says lovingly.
8 Canadian visual artist, born in Seoul, South Korea in 1960.
9 “The really existing, true state of interdependency manifested in the relation of all living things.” Artist-
made definition. Daniel Tuck, Immersive Life Practices (Chicago: Chicago University Press, 2014). 
10 Photographer, born in East Windsor Hill Historic District, Connecticut in 1861,
11 Jonathan J. Kalmakoff, “Pulling Flax – A Doukhobor Painting,” Doukhobor Genealogy Website, December 21, 
2018.
12 “…while human labour and relations of domination shape the landscape over the centuries, other interests 
try to erase these traces by focusing on the scenic value of the landscape.” Jean-David Gerber and Gerald 
Hess, “From Landscape resources to landscape commons focusing on the non-utility values of landscape,” 
International Journal of the Commons, 11.2 (2017): 711.
13 Fiction and Non-fiction author, born in Heisler, Alberta in 1927.
14 “The idea of landscape is incredibly complicated emotionally. It’s no accident that a lot of poets work out 
of that notion of a place as a reality, as a metaphor, as a story, as a myth.” Robert Kroetsch, “Uncovering 
our Dream World: An Interview with Robert Kroetsch,” By Robert Enright and Dennis Cooley, In Cooley, 
RePlacing, 31.
15 “Landscape has never been an innocent word, though it is sometimes treated that way.” John O’Brian 
and Peter White, “Wilderness Myths,” in Beyond Wilderness: The Group of Seven, Canadian Identity, and 
Contemporary Art, 2nd edition, ed. John O’Brian and Peter White (Montreal: McGill-Queen’s University Press, 
2017), 29.
16 Modernist painter, born in Macklin, Saskatchewan in 1912.
17 See Martin Heidegger’s Being and Time (1927).
18 Art critic and curator, born in New York City in 1937.
19 Lucy Lippard, On the Beaten Track: tourism, art, and place, (New York: The New York Press, 1990), 13.
20 Christoper Salter, Haptic Field, Multimedia large-scale interactive installation, Organized by Hexagram 
(Montreal), exhibited at the Martin Gropius Bau (Berlin, 2017).
21 Conservationist, born in Burlington, Iowa in 1887.
22 Aldo Leopold, A Sand County Almanac, (London: Oxford University Press, 1949), viii.
23 “In the age of agricultural expansion settlers brought with them their potted plants, seeds, birds, and 
livestock.” Craig Pearson and Judith Nasby, The Cultivated Landscape: An Exploration of Art and Agriculture, 
(Montreal: McGill-Queen’s University Press, 2008), 61.
24 I love ceramics. “Oh you think this is a serving platter, do you? This is the living ruins of society.”
25 Art critic, born in London, United Kingdom in 1926.
26 John O’Brian and Peter White, “Extensions of Technology,” in Beyond Wilderness: The Group of Seven, 
Canadian Identity, and Contemporary Art, 2nd edition, ed. John O’Brian and Peter White (Montreal: McGill-
Queen’s University Press, 2017), 43.
27 Lucy Lippard, Undermining: A Wild Ride through Land Use, Politics, and Art in the Changing West, (New 
York: The New Press, 2014), 111.
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VOCABULARY (New Oxford American Dictionary)

LAND
An expanse of land; an area of ground, especially in terms of its ownership or use:
• (the land) ground or soil used as a basis for agriculture
• a country
• a conceptual realm or domain 

LANDSCAPE
All the visible features of an area of countryside or land, often considered in terms of their aesthetic appeal:
• a picture representing an area of countryside
• the genre of landscape painting
• the distinctive features of a particular situation or intellectual activity

LANDSCAPE PAINTING
A painting representing an area of countryside.

GEOGRAPHY
The study of the physical features of the earth and its atmosphere, and of human activity as it affects and is af-
fected by these, including the distribution of populations and resources, land use, and industries:
• the nature and relative arrangement of places and physical features

ECOLOGY
The branch of biology that deals with the relations of organisms to one another and to their physical surround-
ings.

ECOSYSTEM
A biological community of interacting organisms and their physical environment.

REGION
An area or division, especially part of a country or the world having definable characteristics but not always fixed 
boundaries.

REGIONAL 
Of, relating to, or characteristic of a region.

IDENTITY 
The fact of being who or what a person or thing is.

LOCAL 
Belonging or relating to a particular area or neighborhood, typically exclusively so.

LANDMARK
An object or feature of a landscape or town that is easily seen and recognized from a distance, especially one that 
enables someone to establish their location.

SCENERY
The natural features of a landscape considered in terms of their appearance, especially when picturesque.

TOPOGRAPHY
The arrangement of the natural and artificial physical features of an area.

PARCEL
A piece of land, especially one considered as part of an estate.
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POSSIBLE CURRICULAR CONNECTIONS

Kindergarten
CHK.1 Investigae arts expressions found in own 
homes and school community in relation to own 
lives
CRK.1 Respond to arts expressions verbally and non-
verbally (e.g. through movement or drawing).

Grade 1
CH1.1 Describe the arts and cultural traditions found 
in own home and school community.

Grade 2
CR1.1 Examine arts expressions to determine how 
ideas for arts expressions may come from artists’ 
own communities
CR2.1 Identify key features of arts and cultural 
traditions in own community.
CP2.7 Create visual art works that draw on 
observations and express ideas about own 
communities.

Grade 3
CR3.2 Respond to arts epressions that use the 
environment (natural, constructed, imagined) as 
inspiration.

Grade 4
CR4.2 Respond throughtfuly to a variety of 
contemporary Saskatchewan arts expressions.
CH4.1 Invesitgate and share discoveries about the 
arts in Saskatchewan through collaborative inquiry.

Grade 5
CH5.3 Analyze and describe how arts and pop 
culture expressions convey information about the 
time and place in which they were created.

Grade 6
CH6.1 Investigate how personal, cultural, or regional 
identity may be reflected in arts expressions.

Grade 7
CH7.1 Investigate how artists’ relationship to place 
may be reflected in their work.
CH7.2 Investigate how Indigenous artists from 
around the world reflect the importance of place 
(e.g. relationship to the land, geology, region, 
urban/rural environments). 

Grade 8 
CP8.12 Solve visual art problems using a variety of 
processes and media.
CH8.1 Research and share insights about arts 
expressions that incorporate social commentary.
CR8.2 Investigate and identify ways that today’s 
arts expressions often reflect concern for social 
issues.

Grade 9
CH9.2 Investigate diversity of artistic ideas, styles, 
and media in contemporary arts expressions 
CR9.3 Investigate and identify how arts 
expressions can challenge thinking about values, 
ideas, and beliefs.

Visual Art 10-20-30
CR10.1 Investigate Saskatchewan art works that 
convey perspectives about topics related to 
Treaties and building of relationships.
CR10.3 Reflect/respond critically to art works of 
professional artists, including Indigenous artists, 
to explore artistic intent.
CP20.4 Use inquiry to create a work of art inspired 
by the work of local and international artists.
CH30.1 Investigate how visual art in Canada can 
support and build relationships and deepen 
understanding thatwe are all treaty people.
CH30.2 Examine how visual art expressions have 
changed over time and/or inspired change in 
individuals, communities and societies.
Visual Art Module 3 Local and Regional Culture, 
Module 16 Visual Art in Canada, Module 18 Social 
Issues and Visual Art
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PRE-TOUR ACTIVITIES 

REFAMILARIZING OURSELVES WITH OUR EVERYDAY LANDMARKS

Inspired by: Bonnie Gilmore’s ceramic stoneware tiles in the 
exhibition The Flower May Not Look Like the Roots.

Objective: Explore familiar landmarks, look more closely at 
our everyday environment, and garner a sense 
of place. Learn that our own mental map of our 
environment is made up of landmarks that are 
widely recognized and some that are personal and 
specific to us.

Key concepts: Memory, architecture, identity, navigation, locality

Materials: Pencils and Paper

Procedure: 

1. Challenge students to think about the structures they see everyday. Explain that buildings, sculptures, 
trees, hills, signs, play-structures, and basically everything in our built environment can serve as a 
landmark and landmarks help us know where we are.

2. If you would like, you can share the definition of a landmark: an object or feature of a landscape or 
town that is easily seen and recognized from a distance, especially one that enables someone to establish 
their location.

3. Request students share examples of things they see every day, maybe on their walk or ride to school, 
during recess, or in their neighbourhood. 

4. Take note if some of the students have the same answer. Take note if some of the students name 
unique answers. Use this opportunity to point out how there are landmarks where we live that we might 
all know, but there might also be some that are more personal because we all navigate space in our own 
ways: We might live on the same street and walk to the same school but I might prefer a slightly different 
route than you and therefore see slightly different scenery.

5. Explain that one of the artists in the exhibition: Bonnie Gilmour loves walking around her town of 
Meachum, SK but she noticed she often takes the same route and sees the same things: a church, a grain 
bin, etc. Instead of letting these things fade into the scenery around her she decided to, after coming 
home from a walk, try to really notice them and then sketch them from memory when she got home! She 
repeated this exercise over and over. 

6. Take a walk around the schoolyard and ask students to notice some of the nearby things that they pass 
by every school day. These can be buildings, trees, oddities, flag poles, sign posts, really anything that 
is permanent and gives them a sense of where they are. Remind students to take time to look at their 
surroundings in detail.

7. Return to class and ask students to sketch from memory two or three of the structures they noticed. 
Was it hard to remember what they saw on their walk? Do they think it would be easier if they looked at 
the objects they saw everyday and tried to draw them again, every day? 

8. Challenge students to try the exercise again next time they go for a walk.
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WHAT IS MY RELATIONSHIP TO SASKATCHEWAN?

http://www.doukhobor.org/Romantic-Canada.html 

Inspiration: Sarah Fougere’s painting Flax Pickers 2 in the 
exhibition The Flower May Not Look Like the Roots.

Objective: Learn about the Doukhobors, discuss their 
relationship to the land, and use their history 
as an example and entry point to explore our 
own family’s intergenerational relationship to 
Saskatchewan.

Key Concepts: Family History, Settler History, Agriculture, Living 
off the land, Colonialism

Materials: A means to share the above photograph, 
preferably digitally due to poor image quality. 
Photograph served as inspiration for Sarah 
Fougere’s painting in the exhibition.

Procedure:

1. Ask students, what they think the woman in this photograph is doing?

2. Answer: She is starting the long intricate process of making linen fabric from flax.

3. Simplify the following explanation by putting it into your own words to lay the foundation for a 
conversation of living off the land: “When making linen from flax, a very intricate process was required. 
This included:  growing and pulling out the flax, tying it into bundles and drying them, as well as 
“retting” the flax, which involved immersing the stalks in a lake or slow moving river to break down the 
woody outer part of the flax stalk.  After that, it was set upright, in the sunny fields so it again would dry 
thoroughly.  At that point, it was threshed with wooden clubs so that all the seeds fell out.  The seeds 
were part of the Doukhobor vegetarian diet. The women then spun the flax threads into yarn to be used 
for weaving fabric or linens or crocheting doilies and edgings.” http://doukhoborcis.org/cultural/
history/culthistory.htm

4. The photographer, Edith S. Watson, was interested in documented the every day life of a group of 
people called the Doukhobors. Based on the photo and what we jnust learned the woman in the photo is 
doing, ask the students what they think daily life for the Doukhobors might have been like at the time this 
photo was taken?

5. Explain who the Doukahbors were and how they came to Canada in the early 20th Century: https://
www.thecanadianencyclopedia.ca/en/article/doukhobors

6. Explain that one of the artist’s in the exhibition; Sarah Fougere was commissioned by a Doukahbor-
historian named Johnathan Kalmakoff to do a painting inspired by this photograph, one of his favourites 
of early Doukhobor life on the prairies. They will see her version.
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7. Explain that our families and our ancestors all have different relationships to Saskatchewan and to 
Canada. Some of us are descendants of the Indigenous people that lived on this land for thousands of 
years and some of us are descendants of people who immigrated to Canada several generations ago, 
while some of us have, or come from families who have immigrated more recently. We all have a unique 
story and relationship to the land!

8. Respectfully ask students to share what they know of their family history with Saskatchewan. Start by 
sharing your own history with Saskatchewan to set the tone.

9. Remind students it’s okay if they don’t know their family’s history to Saskatchewan but encourage them 
to ask their parents and talk about it at home.

Sarah Fougere, Pulling Flax 2, Oil on linen, 36” x 36”, 2019
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The Tour
1. Focus Attention

Provide an opportunity for all members of the group to participate. Ask some questions which focus the 
group’s attention and introduce some key concepts in the exhibition. Invite participants to consider their 
own experiences.

• How many of you have seen an art exhibition before?
• What did you see?
• What do you expect to see today?
• Why do artists make ART?
• What materials do they use?
• How do art works communicate ideas?

2. Introduce the Exhibition

The viewing process often involves dialogue-either a silent one between the viewer and the work of art 
or a verbal one involving two or more viewers discussing an artwork. You are a catalyst. Your task is to 
stimulate dialogue and initiate discussion. You will not tell a group about each work. You will supply some 
information at appropriate points.

What is the title of this exhibition and where did it come from? 
At the entrance of the gallery there will be a panel that introduces the title and theme of the exhibition. 
The exhibition is touring the province through the Organization of Saskatchewan Arts Councils’ (OSAC) 
Arts on the Move touring exhibition program. 

Why has this exhibition come to your (our) community?
The exhibition is being toured by OSAC to communities like yours throughout Saskatchewan.  OSAC is 
a non-profit organization of groups of volunteers in over 50 Saskatchewan towns and cities across the 
province. The vision of OSAC is that the arts will be integrated into the lives of Saskatchewan people 
through assisting the arts council members in developing, promoting and programming the performing 
and visual arts.

Before we talk about the images, I would like each of you to quietly walk through the exhibition and look 
at all the work.  We will take about 5 minutes to do this, and then meet back here to talk about what you 
saw.

3. Questioning Strategy 

The purpose of questioning is to set up conditions for learning.  Questions can focus the group’s attention 
on specific concepts or ideas. Following are a wide range of questions.  They are presented to offer you 
options and stimulate your thoughts. A good questioning strategy starts with good knowledge of the 
exhibition being presented.  See background information about the artist and the exhibition.
Questions should be:
• Clear in their meaning 
• Easily understood
• Simple
• Specific 
• Definite and direct
• Thought provoking and challenging
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a. First Impressions

Gather the group together and ask guiding questions that will allow them to describe their first 
impressions of the exhibition.  Begin by focusing on one artwork. Ask the following questions in order. 

What is the first word that comes into your mind when you look at this artwork?
Record their answers on a large sheet of paper with a marker.
Collect as many words as possible. Select one word from the list. 

What has the artist done, specifically, to make you think of the word ______?
The viewer may describe what they see in the artwork.  This will generally lead the viewer from an initial 
impression into a more analytical exploration of details.
 
 * Subjects  * Lines  * Techniques  * Colours  * Textures  * Space  * Shapes

Analysis

Analysis is a process of gathering evidence. This step acknowledges that the artist has manipulated the 
materials (media) and the elements in such a way as to elicit the viewer’s first impression.

The group will compare and contrast visual elements, analyze relationships among visual elements and 
gather evidence that leads to meaning in the work.

Begin by taking a visual inventory of the formal elements, such as, line, colour, shape and texture and 
describe how the artist has used these elements in the artwork.
(Refer to Part I: Vocabulary/Glossary.)  

Ask the following:
• What do you notice first and where does your eye travel from there?
• What other details do you see in this artwork?
• What techniques and devices (medium) did the artist use?
• What do you see up close, and what is noticeable far away?
• What visual elements are repeated?
• Compare this artwork with another work in the exhibition.
• What is different and what is the same?
• What shapes or symbols have you seen before?  Where?
• How did the artist use colour? What effect did the artist achieve through their use of colour? 
• To what effect did the artist use line? Do the lines draw your eye along any particular path of movement? 
Do they emphasize any one part of the work? 
• Are the shapes you see geometric or organic? What effect did the artist achieve through her choice? 
• What role does contrast play in this work? 

Artists are aware of our expectations and cultural conditioning.  They can use them when planning the 
impact of their work.  Sometimes they deliberately challenge our ways of thinking.

b. Interpretation

At this stage, you will be asking questions that encourage the group to explain the meaning they discover 
in the works. Comparing works often makes the interpretation process flow more easily. 
Please ask the following questions:
• If this artwork were the cover of a CD, what kind of music would it be?
• If this artwork were the cover of a book, what would the book be about?
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• Do the art works tell stories?  Which ones? What stories?
• What symbols does the artist use?
• Where do these symbols come from?  What do you think they mean?
• What was the artist’s purpose in creating these works? (See Exhibition Essay)
• Do these artworks speak of the past, present or the future?
Remember that there is no right or wrong answer to any question!

c. Context
Information about the artists and the exhibition (found in the exhibition essay) can be shared with 
participants during the tour as the opportunity arises. Split this information up, especially for younger 
students.  Too much lecturing on the part of the tour leader breaks the momentum of the tour. 

• If you were able to give this artwork a title, what would the title be?
• What title do you think the artist chose for this artwork? (Look on the title card to see what title the 
artist chose for the artwork.)
• Now that you know what title the artist has given this artwork, does it bring new meaning to the work?

d. Synthesis
Now it is time to combine all of the information gathered during the stages of:
First Impressions, Analysis, Interpretation and Context, so the viewer may arrive at a personal evaluation 
of the artwork. Ask the following:

• What will you remember most about this artwork?
• What is its significance to the community?

Next, review the curator’s intent (refer to the Exhibition Essay). Compare the curator’s intent with the 
viewer’s personal interpretation and evaluation.
Ask the following:

• Did the artists and curator achieve their purpose?
• What one thing will you remember most about this exhibition? 

14



TOUR ACTIVITIES 
SEASONAL YARN DRAWINGS

Seasonal Yarn Drawing example by Devon Stolz.

Objective: Notice that with the changing seasons our 
interactions with the land and our expectations 
of the land also change. Recall our memories of 
the land and foster a connection based on those 
seasonal memories.

Inspired by: Vera Saltzman’s photography series trans.plant in 
the exhibition The Flower May Not Look Like the 
Roots.

Key Concepts: Seasons, Passage of time, Changing environment, 
Letting go

Materials: Skeins of long colourful yarn
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Procedure:

1. Begin by talking about the weather today, was it rainy, sunny, or snowing? What season is it? Do 
students know all four seasons? Do they have a favourite. Brainstorm what activities they like doing in 
their favourite season? Ask them if there are some activities we can do in one season but not another: Can 
we build a snowman in summer? 

2. Invite the students to look at Vera Saltzman’s photographs and imagine how they would look different 
if they were taken in a different season.

3. Ask the students to think about Spring, recall what we talked about when we talked about Spring, what 
we think would show that the photographs were taken in Spring. Ask students to make a line drawing, 
using yarn on the floor; of something they would add to the photos to make them tell the story of spring.

4. Depending on how much yarn and floor space is available either have students work individually or in 
teams, using one long string of yarn to make an illustration on the floor. Have students share what they 
have created with the group and why it reminds them of spring.

5. Talk about what happens when the seasons change and tell students our drawing is going to change 
now just like the seasons. Demonstrate how to neatly wind the yarn while cleaning up their drawing as to 
not tangle the string of yarn. Tell students to say goodbye to their drawing, embracing the ephemerality 
of the seasons, and begin the instructions again with summer.

6. Create a new line drawing for all four seasons, stopping to discuss and share as a group after each 
creative session. 

7. Try to encourage the evolution of the drawing so students do not become too attached to any one 
drawing. If students find it hard to think of what to draw, encourage them to look at the plants in Sarah 
Timewell’s drawings and Crystal Thornburn’s collages.

8. End with a discussion of how the changing seasons also changes our interactions with the landscape 
but that each season offers us unique gifts.

Vera Saltzman, “Standing Still,” trans.plant, 
2014, photography, 15” x 15” (23” x 23” 
framed).
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DISCUSSION OF CANADIAN IDENTITY
Objective: Think about a Canadian identity, the positives as 

well as the shortcomings and what we as young 
people can learn from these to usher in positive 
relationships to land and the people we share it 
with.

Inspired by: Barbara Meneley’s video A Complicated Hole in 
the exhibition The Flower May Not Look Like the 
Roots.

Key Concepts: Colonialism, Treaty History, Mapping, 
Environmental activism, National identity, 
Regional identity, Thoughtfulness

Procedure:

1. Allow students to watch Barbara Meneley’s video in the exhibition for about 10 minutes (use 
your discretion as to how long to let students watch, making sure to give students enough time to 
contemplate the video’s meaning). The duration of the film is 1 hour but the actions of the film are 
repetitive in nature. 

2. Begin your discussion by saying something like “Let’s dig in.” to draw attention to the metaphor 
Meneley is employing. Ask students what was coming to mind when they were watching the video? If 
they struggle for full sentences ask simply for students to shout out words that came to mind. 

3. Follow up with students who responded: what did the artist do to make you think about that or to think 
of that word? 

4. Use the question, “Was anyone wondering why Barbara Meneley is digging a hole?!” Attest that the 
reason is complicated and that it involves digging in to our past as a nation. 

5. Share with the students that Meneley shot this video on a parcel of land east of Regina, SK. An example 
of a land parcel that in the early days of Canada’s nationhood would have been advertised to Europeans, 
for free, to encourage them to immigrate and settle the land.

6. This same initiative led to Indigenous groups already occupying Saskatchewan land, being forced onto 
reservations that would be controlled by the newly forming Government. The first step was for the land to 
be surveyed and subdivided so that better quality parcels could go to European newcomers.

7. When the numbered treaties were signed, the agreements stated that the land would be shared “to the 
depth of a plow.” By this language, mineral rights below that depth remain with the Indigenous peoples. 
However the Canadian government operates under the understanding that First Nations had also 
surrendered mineral rights.

8. Meneley digs for a long time in the video. She’s using the repetitive motion to think about history, the 
land, the political and colonial nature by which it was organized, and her own presence on it. But she is 
also digging, wondering at which point she digs past what the Queen “owns” e.g. Past the “depth of a 
plow.”

9. Because the “depth of a plow” is an imprecise measure, Meneley incorporates the poetry of that 
language into her repeated gesture of digging.

10. Additional reading on the Dominion Lands Act: https://www.thecanadianencyclopedia.ca/en/
article/dominion-lands-policy
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POST-TOUR ACTIVITIES
NATURE ‘SHADOW BOX’ COLLAGES

            

Example from:
https://teachpreschool.org/2011/11/12/our-
nature-shadow-boxes-in-preschool/

Objective: Think about the small elements of nature that 
make where we live beautiful. Think about natural 
found objects as potential materials for art making 
but also as smaller elements of a larger eco-system 
unique to our environment.

Inspired by: Crystal Thorburn’s light boxes in the exhibition The 
Flower May Not Look Like the Roots.

Key Concepts: Environment, Nature, Recycling, Composition and 
collage

Materials: Shoebox lid, liquid white glue, found objects 
collected from nature (pinecones, leaves, pebbles, 
twigs, etc.), tempera paint, paintbrush, string, hole 
punch, toothpicks.
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Procedure:

1. First thing, explain to students that their materials for this artwork will be found outside, collected 
from our outdoor environment. Before taking a walk in the schoolyard to collect materials, give clear 
guidelines as to what is appropriate to take and what is not. Remind students to be respectful of the trees 
and plants while collecting from them.

2. After materials have been collected, I recommend first thinking about how students will be able to 
hang their shadow boxes. Two holes punched on the top lip of the shoebox lid, on opposite sides of the 
same edge, will allow you to thread and tie a sting through for easy hanging later.

3. Next, carefully cover the bottom of the shoebox lid with a thin shallow layer of white liquid glue. 
 

4. Before placing the natural items collected into the glue, talk with students about planning their 
composition before sticking items down. Explain that once an item is placed in the glue, it should stay 
there to dry permanently. Feel free to add a planning stage prior to extend the length of the activity.

5. Once items have been placed in the glue to dry, students can use tempera paint diluted with water to 
personalize their collages with splatters of color. Give clear instructions on using the paintbrush to drip 
color onto their collage and not to attempt to paint traditionally on the surface of the glue.

6. If desired, toothpicks could be implemented to create designs in the glue by dragging them through 
the liquid spatters of colour to create designs.  

7. When admiring the collages as they dry, explain that even though we didn’t make a drawing or 
painting of the schoolyard exactly, the shadow boxes still remind us of the schoolyard we share because 
they contain the plants and tiny objects found there.

Crystal Thorburn, Peony, Dandelion & Butterfly, 2018, acrylic, ink, preserved leaves on Yupo 
paper, framed with motion sensor lights, approx. 36” x 24” x 2”.
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TOPOGRAPHICAL PAPER-MACHE LANDSCAPES
Example from:
https://sciencing.com/papier-mache-
topographic-map-5834060.html

Objective: Design your own landscape as viewed from 
above, thinking about the characteristics 
that make a landscape unique: rivers, lakes, 
mountains, valleys, etc. By so doing, become 
more aware of how topographical characteristics 
shape the land, the resources, wildlife, agriculture, 
recreation, and so much more about a place.

Inspiration: Carol Schmold’s miniature quilts in the exhibition 
The Flower May Not Look Like the Roots.

Key Concepts: Mapping, Geography, Topography, Natural 
resources, 3-dimensionaility, Imagination

Materials: Heavy paper (Bristol or cardboard), string, tissue 
paper, newspaper, and or scrap paper, white glue, 
acrylic paint, and paintbrushes.

Procedure:

1. Begin by looking at some topographical maps, or use the Satellite view on Google maps to illustrate 
how the land’s surface comprises tons of unique characteristics and features. 

2. Instruct students to use their imaginations to invent their own geographic surfaces that incorporate 
realistic features like rivers and hills. 

3. Use a heavy paper as the base, students can either map out the design of their landscape or work 
more intuitively.

4. Mix white glue and water (1-1 ratio) to create paper-mache paste. Apply this to bunched up tissue 
paper or newspaper to begin building up your topography. 

5. Attach string to create river systems.

6. Once the topography design is complete and has had a chance to dry, students can paint their 
landscapes using traditional or non-traditional colours. This is an imaginary landscape after all.

7. Once the artworks are completed, encourage students to have a discussion on what it would be like 
to live on the land they have designed. What animals would live there? What sports and recreational 
activities would be conducive to the natural environment? What resources would be bountiful and 
which would be lacking?
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RESEARCH ON THE MEDICINAL USES OF PLANTS

Objective: Learn that plants found in nature are not just 
beautiful; they can be used as helpful medicines. 
Learn from Elder Betty McKenna about the 
traditional relationship Indigenous people have 
with plants as medicines, learn to identify some 
prairie plants, and place them within a larger 
framework of gratitude to the natural environment.

Inspiration: Sarah Timewell’s Little Black Medicine Dress 
drawings in the exhibition The Flower May Not 
Look Like the Roots.

Key Concepts: Indigenous knowledge, Survival, Regional plant life, 
Health, Gratitude and humility.

Materials: Print-out of outlined body, pencil crayons, 
and Medicine Walk videos with Elder Betty 
McKenna: 

Early Spring: https://www.youtube.com/
watch?v=LVSogw5XEHA

Late Spring: https://www.youtube.com/
watch?v=2gQgWPn0CZM

Summer: https://www.youtube.com/
watch?v=cfeNXGNmO7c

Fall: https://www.youtube.com/watch?v=Ay-
N7uBSPVkU

Procedure: 

1. Christi Belcourt (Michif/Metis Artist) wrote the book: Medicines to Help Us: Traditional Metis Pant Use. 
Her words can serve as a thoughtful way to introduce the topic of traditional medicine:
“As human beings, our existence on this planet is wholly dependent on Mother Earth. Mother Earth 
provides the plant world with what it needs to survive, the plant world in turn provides the animal world 
with its sustenance, and we, as human beings, exist only because of the kinship that exists between all of 
us.
In traditional Indigenous ways, healing is approached holistically and includes the treatment of the 
whole person including one’s emotional, physical, mental, and spiritual wellbeing. Within all aspects of 
traditional healing, plants, in one form or another, are incorporated into the healing process. 
When the Metis speak about using ‘traditional medicines’, you will often hear people recalling how 
their ‘kokums’ used plants in a variety of ways for health and healing. Plants were used as medicines, as 
food, and for making objects for survival. As medicines, plants were used in teas, washes, poultices, were 
smoked or inhaled, or were used in other ways. For millennia Aboriginal people gained an understanding 
of how to use plants for food and medicine through keen observation of the animal world, through 
storytelling, dreams, from visions, and from the plants themselves. Information on how plants could be 
used was passed down through succeeding generations of family units, or was shared as teachings from 
Elders to youth in an apprentice-type of relationship.” (Medicines to Help Us, Page 2).
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Sarah Timewell, Little Medicine Dress, “Prairie Rose”, 2018, mixed media, approx. 30” x 42”.

2. Watch the videos of Elder Betty McKenna apprenticing students from the University of Regina on the 
plant life found in Saskatchewan. 

3. While watching the videos, have students use pencil crayons to draw some of the plants Elder Betty 
introduces. Challenge student to draw the plants on the region of the body they are meant to aid using a 
photocopied print-out of a body (see below).

4. It may become necessary to pause the video at times to allow students to get a good look at the plants 
being studied.

5. Remind students that this is how Sarah Timewell did in her Little Black Medicine Dress series. Ask 
students if they can remember which plants Sarah Timewell drew. Answers: Prairie Rose, Stinging Nettle, 
and Dandelion. Part of a larger series: https://sarahtimewell.myportfolio.com/little-medicine-dress

6. Remind students that Elder Betty is an expert on medicinal uses for plants and they should never try 
and identify and consume part of a wild plant without a guardian present.
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       The Flower May Not Look Like the Roots 

List of Works / Hanging Order 
 

 

 
Please feel free to hang the exhibition however it suits your facility.  

OSAC Leader Panel 

Exhibition Essay Leader Panel 

1. Bonnie Gilmour, Grain Bins on Sopatyk Road, 2018, Stoneware, Glazes, and Gold leaf, approx. 
7.5” x 7.5” x 0.75”. 

 
2. Bonnie Gilmour, Church of the Hold Ascension, 2018, Stoneware, Glazes, and Gold leaf, approx. 

7.5” x 7.5” x 0.75”. 
 

3. Bonnie Gilmour, Grain Bins on Sopatyk Road 2, 2018, Stoneware, Glazes, and Gold leaf, approx. 
7.5” x 7.5” x 0.75”. 

 
4. Bonnie Gilmour, Saint Andrews Catholic Church, 2018, Stoneware, Glazes, and Gold leaf, approx. 

7.5” x 7.5” x 0.75”. 
 

5. Bonnie Gilmour, Saint Mary’s Ukrainian Orthodox Cathedral, 2018, Stoneware, Glazes, and Gold 
leaf, approx. 7.5” x 7.5” x 0.75”. 

 
6. Bonnie Gilmour, Grain Bins on the Hill, 2018, Stoneware, Glazes, and Gold leaf, approx. 7.5” x 

7.5” x 0.75”. 
 

7. Bonnie Gilmour, Church of the Hold Ascension 2, 2018, Stoneware, Glazes, and Gold leaf, approx. 
7.5” x 7.5” x 0.75”. 

 
8. Bonnie Gilmour, Saint Mary’s Ukrainian Orthodox Church 2, 2018, Stoneware, Glazes, and Gold 

leaf, approx. 7.5” x 7.5” x 0.75”. 
 

9. Vera Saltzman, “River,” trans.plant, 2014, photography, 15” x 15” (23” x 23” framed). 
 

10. Vera Saltzman, “Standing Still,” trans.plant, 2014, photography, 15” x 15” (23” x 23” framed). 
 

11. Vera Saltzman, “Qu’Appelle Hills,” trans.plant, 2014, photography, 15” x 15” (23” x 23” framed). 
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12. Vera Saltzman, “Land Yachts,” trans.plant, 2014, photography, 15” x 15” (23” x 23” framed).

13. Vera Saltzman, “Play,” trans.plant, 2014, photography, 10” x 10” (21” x 21” framed).

14. Carol Schmold, Reflections II, Hand dyed cotton fabric and thread, 12”x11.5”, 2018

15. Carol Schmold, Fissure, Hand dyed cotton fabric and thread, and commercial cotton fabric,
12.5”x11.75”, 2018

16. Carol Schmold, Reflections III, Hand dyed cotton fabric and thread, 10.5”x12”, 2018

17. Crystal Thorburn, Peony, Dandelion & Butterfly, 2018, acrylic, ink, preserved leaves on Yupo
paper, framed with motion sensor lights, approx. 36” x 24” x 2”.

18. Crystal Thorburn, Delphinium, Bean & Moth, acrylic, ink, preserved leaves on Yupo paper,
framed with motion sensor lights, approx. 36” x 24” x 2”.

19. Crystal Thorburn, Corn, Lilac & Ladybug, acrylic, ink, preserved leaves on Yupo paper, framed 
with motion sensor lights, approx. 36” x 13” x 2”.

20. Crystal Thorburn, Tomato, Burdock & Caterpillar, acrylic, ink, preserved leaves on Yupo paper,
framed with motion sensor lights, approx. 36” x 13” x 2”.

21. Crystal Thorburn, Wormwood, Lambs Quarter & Dragonfly, acrylic, ink, preserved leaves on
Yupo paper, framed with motion sensor lights, approx. 36” x 12.7” x 2”.

22. Barbara Meneley, A Complicated Hole, Video, 2014-2016.

23. Sarah Timewell, Little Medicine Dress, “Dandelion”, 2018, mixed media, approx. 30” x 42”.

24. Sarah Timewell, Little Medicine Dress, “Prairie Rose”, 2018, mixed media, approx. 30” x 42”.

25. Sarah Timewell, Little Medicine Dress, “Stinging Nettle”, 2018, mixed media, approx. 30” x 42”.

26. Sarah Fougere, Pulling Flax 2, Oil on linen, 36” x 36”, 2019

25



OSAC Visual Arts Exhibit Schedule 

Exhibit The Flower may not Look like the Roots

Start Date End DatePresenter

01-Jul-2020 23-Aug-2020 Shaunavon Arts Council
Grand Coteau Heritage and Cultural Centre

01-Jan-2021 23-Jan-2021 Melfort Arts Council
Sherven-Smith Art Gallery

01-Mar-2021 23-Mar-2021 Tisdale Arts Council
Tisdale Community Library

01-Sep-2021 23-Oct-2021 Last Mountain Lake Cultural Centre
Last Mountain Lake Cultural Centre

01-Jan-2022 23-Feb-2022 Yorkton Arts Council
Godfrey Dean Art Gallery

01-Mar-2022 23-Mar-2022 Biggar & District Arts Council
Biggar Museum and Gallery

01-Jun-2022 23-Jun-2022 Assiniboia & District Arts Council
Shurniak Art Gallery

01-Jul-2022 23-Aug-2022 Melville Arts Council
Gallery Works and The Third Dimension

01-Nov-2022 23-Nov-2022 Prince Albert Council for the Arts
John V. Hicks Gallery at the Prince Albert Arts Centre

Friday, June 26, 2020 Page 1 of 1
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The Flower May Not Look Like the Roots is a group exhibition curated by Jera McPherson, 
featuring artists: Sarah Fougere, Bonnie Gilmour, Barbara Meneley, Vera Saltzman, 
Carol Schmold, Crystal Thorburn, and Sarah Timewell. It is toured by the Organization 
of Saskatchewan Arts Councils (OSAC) through OSAC’s Arts on the Move Program.

The Organization of Saskatchewan Arts Councils (OSAC) is an umbrella organization 
that enables community arts councils and schools to tour and hold live, professional music 
and theatre performances, visual arts exhibitions, workshops and special events across 
Saskatchewan. OSAC is a Provincial Cultural Organization (PCO), funded by Saskatchewan 
Lotteries. A group of volunteers representing eight arts councils across the province founded 
OSAC in 1968. It has grown since its inception into a vital network of approximately 48 
member arts councils and more than 70 school centre associate members throughout 
Saskatchewan. 2018 marks 50 years of OSAC bringing performing and visual arts to the 
people of Saskatchewan.

Stars for Saskatchewan, Koncerts for Kids and Performing Arts in Schools are touring 
programs to help arts councils in organizing performing arts “series” for both adult and family 
audiences and to help schools to organize performances for Kindergarten to Grade 12 by 
assisting with funding, negotiating and contracting performers.

Visual & Media Arts Program
The Organization of Saskatchewan Arts Councils’ (OSAC) Visual Arts Program offers a number of 
opportunities and services to audiences and artists throughout the province.  Our aim is to develop 
an awareness and appreciation for visual and media arts in the province of Saskatchewan, and to 
assist in the creative and professional development of Saskatchewan visual artists.  
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Since 1975, OSAC’s Arts on the Move program has provided communities throughout the 
province with visual and media arts exhibitions & screenings. Each exhibition is accompanied 
by education materials that compliment the Saskatchewan Education Arts Curriculum, offering 
arts councils, gallery staff and teacher’s strategies and means of engaging youth and audiences 
with the touring exhibitions.  The program annually tours 15 exhibitions of visual and media arts 
to over 50 arts council communities. Exhibitions are curated and organized from partnering 
institutions, from public and corporate collections and from artist and curator submissions.

The Local Adjudications program, partially funded by OSAC and organized by arts councils, 
provides an opportunity for artists to participate in an exhibition, attend professional development 
workshops, have their work critiqued by an adjudicator, and network with their colleagues. Artists, 
who are noted to be accomplished emerging artists at the adjudication by the adjudicator/s, 
will be invited to submit exhibition proposals to OSAC to be considered for a touring exhibition.  
Submissions from artists are juried by a committee of arts professionals, who select works for a 
solo, two-person, three-person or group exhibition, based on a curatorial premise or determined 
theme for the exhibition.  Artists’ works that are chosen by the committee tour throughout the 
province in OSAC’s Arts on the Move program for two years.

The Visual Arts Program Grants offer arts councils funding for adjudications, classes, 
workshops, professional development seminars, exhibition extension activities in response to 
touring exhibitions and exhibition tour guide training.

For further information about our programs:
visit our website www.osac.ca, email us info@osac.ca or call us at (306) 586 1252

Our office is located at 1102 8th Avenue, Regina, SK  S4R 1C9

Funded by:  
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