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Gillian Booth: Good evening everyone. We'll give people a minute or so to drop in and then 
we'll get the evening started. Okay, so welcome everyone. My name is Gillian Booth. I'm the 
curator of Academic and Community Programs at Legacy Galleries. Welcome to our Kitchen 
Table Talk - the Beauty of Beading. I am a grateful visitor here born on lək̓ʷəŋən territories, and 
my ancestors come from northern England, Scotland, and Ireland. I'm very grateful to be here 
with all of you on this beautiful, warm June evening. 
 
I'd like to begin by acknowledging with respect the lək̓ʷəŋən speaking peoples on whose 
territories University of Victoria and Legacy Galleries stands, as well as the Songhees, Esquimalt 
and W̱SÁNEĆ people who have looked after this land for time immemorial and continue their 
relationship with this land today. 
 
Just a few housekeeping notes before we start. If you’re having any difficulties or technical 
issues, you can email legacy@uvic.ca. The live captioning has been turned on for this event, you 
can turn the captioning off by clicking the arrow next to the CC button on the bottom of your 
screen and choose Hide Subtitle. The talk is going to be about an hour, if you have questions for 
our guests, please enter them into the Q&A and I will read your questions at the end of the 
evening.  
 
So, as we open this evening of celebrating Indigenous beading and beaders, I’m holding in my 
heart the Indigenous children whose unmarked graves were found in Kamloops last week, their 
families, and Indigenous communities everywhere. As our society confronts our collective roles 
in perpetuating such violence and as we work to stop the ongoing harm our society creates for 
Indigenous communities, it is important to take the time to be together, to celebrate, and to 
learn. At Legacy Galleries, we strive to provide these opportunities, to create space for healing, 
and for Indigenous people to tell their stories and share their truths through exhibitions like On 
Beaded Ground and through programs like this evening's. I'm excited for this evening’s Kitchen 
Table Talk, and honoured to offer a warm and heartfelt welcome to two exceptional artists, 
thinkers, and teachers, Gregory Scofield and Sherry Farrell Racette. 
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Gregory Scofield is a Red River Métis of Cree Scottish and European descent whose ancestry 
can be traced to the fur trade and to the Métis community of Kinosota in Manitoba. He is a 
published poet and memoirist, and an associate professor of writing at UVic. Further to writing 
and teaching, Gregory is also a skilled beadworker, and he creates in the medium of traditional 
Métis arts. He continues to assemble a collection of mid- to late-19th century Cree-Métis 
artifacts, which are used as learning and teaching pieces. 
 
Sherry Farrell Racette is an interdisciplinary scholar with an active arts and curatorial practice. 
Her work is grounded in story. Stories of people, stories that objects tell, painting stories, telling 
stories, and finding stories. She has done extensive work in archives and museum collections 
with an emphasis on retrieving women's voices and recovering knowledge. She's a professor in 
the visual arts department at the University of Regina. She remains committed to experiential 
learning and Indigenous pedagogy, and for Sherry, beadwork has become increasingly 
important as both artistic practice and creative research. 
 
Before you all got here, we were hanging out with Sherry and Gregory, and they have a lot to 
talk about! It’s going to be a great evening. So, Gregory and Sherry will chat the heck out of 
beads and bags, share their love of beading, and help us all to honour beading as creative work 
that involves celebration, defiance, reclamation, and acts of resistance. Thank you so much for 
being here, Gregory and Sherry. 
 
 
Gregory: Thank you Gillian for the introduction, thank you for having us. As you were 
introducing us with the preamble of our conversation before we actually went live I was 
thinking that this is just – our conversation tonight is just going to be a continuation of the 
conversations that Sherry and I are having over Facebook Messenger practically every night 
about beadwork! [laughs] 
 
[Sherry laughs] 
 
So, this is everybody else’s opportunity to listen in on our Facebook Messenger conversations. 
Sherry and I can definitely talk the heck out of beads, 
 
[Sherry laughs] 
 
out of 19th century Métis material art, about Métis women, about beadwork as resistance. So, 
I’m really excited to be here and of course excited, Sherry, to have this evening with you. 
 
Sherry Farrell Racette: Thank you, and I just love getting a peak at your collection. [Sherry is 
referencing Gregory’s Zoom background, which features his beadwork collection] That’s 
amazing, because we have shared those images over Messenger! [laughs] I feel like I'm seeing 
old friends. 
 



Gillian Booth: We are so lucky and honoured to be privy to your conversation this evening. I 
thought maybe you could start with how beading - how you came to beading and its 
importance for you now. 
 
Gregory Scofield: Sorry Sherry, you go ahead. 
 
Sherry Farrell Racette: I’ll go first this time. [laughs] I came to beading in my late teens. I was a 
university student and I was hired to teach in a summer program in The Pas in Northern 
Manitoba. There wasn't much beadwork, at the time, happening in the region that I grew up in. 
I had never seen anyone in my family bead. I realized afterwards that was partly because my 
grandmother had very bad arthritis. She wasn't even able to write or anything like that by the 
time I would’ve been old enough to learn.  
 
But, what there was, was a group of women from the Manitoba Métis Federation who had 
gotten a grant to teach everybody who worked with their children how to bead because they 
felt very strongly - well first of all, they were sick of being asked over and over again to go into 
classrooms and do beadwork, and they thought “If you think it’s that important, learn it and 
make it part of the curriculum.” So, they were going around, training all kinds of people how to 
do beadwork. 
They took a real special interest in helping me learn. I could tell they paid more attention to me, 
they made sure I knew how to do stuff, they encouraged me in very subtle ways and I was 
absolutely hooked. One of them was one of the best beaders in Northern Manitoba, the late 
Kathleen Delaronde. She was an extraordinary beader, as was her mother, Mary MacIvor. They 
still had, in The Pas, a trading post at that time. I still have had the beads I bought at that 
trading post – I have this little stash of kind of dark khaki green beads that you cannot get that 
colour anymore. And, every once in a while I put two little beads of that colour in something 
special.  
 
From there, I continued to teach myself, and go to museum collections and take every 
opportunity to learn. But, I was challenged because a lot of the time people don't exactly share 
their secrets! So, one of thing things that I did was I asked my babysitter's mom who was from 
Cumberland House, the late Margaret McAuley, if she would show me how to make moccasins. 
At first she didn’t want to, and then I said “Well, you know, I do take classes…” and then she 
didn’t even let me finish, she said "And they just tell you, they don't show!" And, fortunately for 
me, she had a real bee in her bonnet about people getting paid and teaching badly. I learned 
old school, sitting right beside her. She did something, made me copy. If I wasn’t paying 
attention, I got a good slap on the leg! [laughs] If I did it wrong, she made me tear it out. She 
kept me to a high standard. I still have a pair of moccasins where one was done by my teacher 
and one was me following along stitch for stitch. It's kind of the way I’ve seen apprentice 
carvers working on totem poles with the master carver going down one side of the pole and the 
learners coming down the other side of the pole, and that’s how I learned to bead and I've been 
beading ever since. 
 
 



Gregory Scofield: Amazing. This is a question that I love because I always get to talk about 
beading and I get to talk about storytelling at the same time. Because of course those two 
things are synonymous for me. Writing, storytelling and beadwork. I am one of the really really 
fortunate younger people - I am not all that young now!  
 
[Sherry laughs] 
 
But I was, at least, among the fortunate younger people that from the time I was probably 
about 8 years old I had the great fortune of growing up at my adopted auntie's kitchen table. 
Her name is Georgina Houle Young, or her name was Georgina Houle Young, she was Wabasca 
from Alberta, a very strong Cree-Metis woman who had also attended St. Martin's residential 
school. I was very, very fortunate growing up at my auntie’s table, not only with the Cree 
language, but also getting a sense of storytelling. She was incredible, an incredible storyteller. 
So, my introduction really to beadwork was probably from the time I was about 8 years old. I 
really came to beadwork as a listener. After dinner, my auntie would pull out her sewing and 
she would do commission work for people sometimes. Maybe she would be working on a vest, 
maybe she’d be working on- 
 
[Gregory’s dog barks] 
 
a little tobacco pouch - sorry, you hear our little sled dog in the background! 
 
[Sherry and Gillian laugh] 
 
She would be possibly working on a little tobacco pouch from somebody. As she was sewing, of 
course she was telling me stories. She was telling me stories about her young life in Wabasca-
Demarais, telling me about school stories about what it was like in residential school. She was 
also telling me a lot of our sacred stories. So, at some point maybe, I don't know I guess, over 
the course of maybe about a year or so I began to become really interested in what she was 
doing. I remember asking her, I said “Auntie, would you show me? Can I do that too?” 
 
From about the time I was 8 years old, she put a beading needle in my fingers and said “Okay 
my boy, I will teach you, but under the condition, you thread this beading needle.” So of course, 
for those of you who have done beadwork you know that the needles that we use are very 
small, the eyes of the needles are small. Imagine handing this needle to an 8-year-old kid who'd 
never picked up a needle before. And, so of course it took me probably about a good week of 
sitting at the table- 
 
[Greg and Sherry both mime threading a needle and laugh] 
 
night after night, trying to thread this beading needle. And every time I would give her the 
needle I would say “Auntie, auntie! Please just thread it for me!” Because I wanted to begin 
sewing and doing beadwork so badly. She would say “No my boy, you have to learn how to 
thread this needle yourself, because if auntie teaches you to do beadwork, and if Auntie isn’t 



here to thread your needles, who’s going to finish your project for you? Who is going to do your 
beadwork for you?” So of course, my great triumph was the night when I actually got the 
thread through eye of the needle, and she started teaching me to sew. Kind of like Sherry's 
story, my auntie was a perfectionist. As I was learning, as she was teaching me how to 
beadwork, if I was doing it incorrectly, she would make me take it all apart, and she would 
make me do it again. She made sure that I was really paying attention to detail, and she made 
sure I was really paying attention to the work that I was doing, because the work of course now, 
that we were doing together - it was really important work. So, I won't tell you how old I am 
right now. [laughs] We'll say almost mid 50s. But I’ve been sewing, I’ve been doing beadwork 
ever since that time. So, I am very fortunate that as a young boy not only was I learning Cree, 
Michif, but I was also learning storytelling and I was learning beadwork. So, all of these things 
that all of these years later are still very much a part of what I do on a daily basis. 
 
 
Gillian Booth: Thank you both! So much about teaching, and teaching stories and teaching the 
rigour of beading. 
 
 
Sherry Farrell Racette: The rigour is really important. When you look at the things people were 
beading and sewing, I mean it could literally save a life. So, there was a way to do it properly so 
that it could serve its function. You don't want a stitch coming away. You want the beadwork to 
be able to survive rigorous use. When you were talking about the stories- you know one of the 
things that I realized, not until I was older, is that there’s certain things that you only talk about, 
it seems, while you’re beading, and I don't know why that is. It's not a conscious thing. But, I 
remember one of my kids who didn't pick up beading when she was a kid - I made them do the 
same thing. You have to thread your own needle. I had to thread my own needle. [laughs] So 
it’s like, “You want to sit at the table? Thread your own needle.” It really does stand for that 
kind of autonomy and taking responsibility for your own learning. So, then as university student 
she wanted to do a beading project. She came to my kitchen table. I forgot I mentioned 
something in passing and she got really mad, because it was, you know, a family thing and she 
said, “I never heard that!” I said, “Oh, sure you did!” She was like “No!”, she was quite 
adamant. When I was thinking about it after I thought “Maybe that’s just something the other 
kids know because we were all beading together?” Because we'd sit around and bead. The 
conversation just tends to drift different directions quite organically. 
 
 
Gregory Scofield: I think beadwork itself - the tactility of beadwork and not only the actual 
handwork that you’re doing but of course, your colour palette, the colours that you’re 
selecting, the materials that you’re selecting, not to mention the pattern and the layout. All of 
these things that are going into that piece that you’re creating. It is really an organic process. I 
am sure like a lot of beaders, even now I will find myself wanting to work on a project and I will 
have all my beads organized and arranged that I want to use, only to realize that when I get to a 
certain flower, or I get to a leaf, or I get to a stem that that’s not really the colour that I want.  
 



[Sherry laughs] 
 
So, I go back through all of my beads, searching for a colour that’s actually going to work with 
the palette that I have. So, even as you are sewing, even as you’re working on your project – I 
mean this is something that I learned from really a young age is that it is a really organic 
process. And so, the conversation - I often do my beadwork in solitary. I am often alone and it’s 
kind of my meditative time. I’m working on writing in my head. I'm creating chapters, I’m 
thinking about poems, I’m thinking about essays and I’m sewing. So, that time for me is really 
important. But, I know that when I sit with other beaders it's really incredible because stories 
that happen when you’re sewing - there are stories that come right out of the blue, there are 
things that organically happen that make that process really unique unto itself so the process is 
almost just as unique as the actual piece that you are creating. 
 
 
Sherry Farrell Racette: For a long time, I used to think the end result was the most important 
thing. But, the longer I am at this, the more it's the process and all of the teachings along the 
way.  
 
 
Gregory Scofield: Going to Gillian's introduction of you when she was talking about visiting 
museum collections – and you know, you and I have both had the fortune of being able to visit 
some incredible holdings in Canada. And, to look at some of the old works, the works that 
grandmothers were doing. That work is so incredible. When you look at them, these are works 
that could appear naive in their composition but if you really look at the work, the attention to 
detail and not just the choosing of colours or materials but the stitches. This is something I’ve 
often said - even as a contemporary beadworker who is working in a traditional medium, that 
the materials that we are using now - nothing can compare to the materials of old. 
Even the beads - the colours and one thing I am always really encouraging new beadworkers is 
attention to detail - look at the old work because those stitches were so incredibly fine - the 
finishing of a piece, whether it was a bag, whether that was the silk ribbon that went around 
the cuff of a moccasin, whether it was a small little pocket watch holder, the beaded zipper 
edging that went around the edge. The attention to detail even in the finishing was so 
minuscule and it was so important. You can just see how the grandmothers of old - when they 
were working on these pieces, the composition, the collection of materials was just as 
important as the final steps as far as attention to detail that is being done on that work. I always 
aspire in my own work to allow myself to be taken on that journey and to be able to go through 
that process. 
 
 
Sherry Farrell Racette: Well, the finishing – I know Jennine Krauchie an amazing Métis 
beadwork artist from Manitoba always says the finishing takes as long as the beadwork. You 
know so like for all of the trim, there’s beading involved in the finishing, so when you have the 
main composition done,  all of the detailed finishing, if you’re following that standard, will take 
as long. I don't know, do you want to take a peek at some of my favourite pieces? 



 
 
Gregory: Yes, absolutely! 
 
Gillian Booth: We would love to! 
 
 
Sherry Farrell Racette: You would love to do that? Okay, I'm sharing my screen.  
 
[Sherry starts sharing her screen. It shows a PowerPoint slideshow with two images of beaded 
tab bags with tassels. To the right of these images is text that reads “collected in 1859-60 by the 
Earl of Southesk.”] 
 
Okay, these tab bags are really quite narrow. I am always amazed at how dense and incredible 
these compositions are on such a small object. One of the things that I’ve noticed is that – one 
of the markers I suppose of historic Métis work is the number of colours on a single piece, yet it 
appears completely harmonious. So, you'd think something that has 32 different coloured 
beads might be a bit much but it isn’t, because so much of it [was] these gradiated shades – 10 
shades of pink and red, 8 shades of green, so you get these really delicate finishes. This was 
collected in 1859-1860 by the Earl of Southesk.  
 
[Sherry’s screen shows closeup images of the two tab bags. The rightmost image features a 
beaded vase that’s holding flowers, and the vase itself has a beaded floral motif.] 
 
And, these photographs, these were actually on my sketchbook when I was at the castle. It was 
definitely one of those "I love my life" moments when I found these. The beads are so tiny. 
So, there is a flowering vase but even the vase has flowers on it. Tiny details. So, this is from 
about 1859, 1860. After I visited the Earl of Southesk, hopefully I’m not the reason, but he 
realized how much the collection might be worth and it was put up for auction at Sotheby's, 
probably within the year, and the Royal Alberta Museum was able to acquire a number of 
pieces, including these, so it’s possible to visit these beautiful objects in Alberta now.  
 
[Sherry’s screen shows an image of a beaded moss bag. There are pink flowers accented with 
green, yellow, blue, and metallic beads on a black wool broadcloth. The text on screen reads 
“Moss bag McTavish/Sinclair family”.] 
 
Just in honour of children and thinking about children - one reason given for the removal of 
children is that we didn't know how to care for them. But all you have to do is look at the moss 
bags, look at the tikinagans, look at the clothing that was made for children. Some of our most 
beautiful objects were created for the care of children. And so, this was a welcome. Literally. I 
beaded a moss bag with my oldest daughter when she had her first son. And, it really was the 
whole preparation, beading, doing the lacing, and literally catching this little person and putting 
him into this moss bag made me appreciate these ones even more.  
 



[Sherry’s screen shows a close-up image of the beaded moss bag from the last slide. The photo 
focuses on the central flower of the beaded design.] 
 
Look at this beadwork. It's incredible. You have the most amazing beadwork to honour this tiny 
person. Very, very small beads and these complex flowers. This is probably around the 1860s. 
The metallic beads came in in the late 1850s. The pouch that you showed – those metallic 
beads have gotten kind of rusty. But, they probably would have been a gold colour. I know I’ve 
wanted to recreate a piece where the beads on a jacket are really rusty – and I think if I did new 
beads it would look like something you would wear in Las Vegas. People love those shiny beads 
and they were put in a position where they would catch the light as something moved. When 
you really start looking you can see how many of these faceted silver beads are on this piece. 
It’s just the perfection. This is done on really fine wool broadcloth. The reason it's so fine is 
because it's made from sheep who eat heather! They grow stuff because of what they eat in 
the environment that they live in. So, this is what was traded through ye old Hudson's Bay 
Company and it was highly valued. 
 
[Sherry’s screen shows an intricately beaded wall pocked on burgundy velvet. To the right of 
this image is a black and white photo of Rosalie Laplante Larocque with text above that reads 
“Rosalie Laplante Larocque (1843-1910)”.] 
 
This a later piece, this is Rosalie Laplante Larocque, and it’s one of my favourite pieces. Partly 
because when I took this photograph, her grandson was just sitting to the right of my 
sketchbook telling me stories about her life, and that combination of hearing his stories about 
her life and looking at her beadwork got me thinking about something else, which was that so 
many of the women, as I reconstructed their lives, had lives of great struggle. Their lives were 
not easy. And, yet, when you looked at the beadwork it's so joyful. So, how would a woman 
who's been through two wars, who’s buried way too many children, who’s life has been 
completely disrupted and world turned completely upside down, create such joyful beauty? So, 
then I really started thinking about what the beading did for the beader. We usually think of the 
impact of beadwork on the viewer, but we don’t necessarily think about what the process of 
beading has on the beader. That’s when I started asking beadworkers, because I thought about 
myself and how I often feel better when I bead or if I am feeling kind of innerly chaotic, beading 
helps a lot. So, I started thinking about it. This is really a love song to where she lived, this is the 
Qu’Appelle Valley, so there’s a whooping crane, there’s what’s called a buffalo fish, there’s the 
meandering little river and there’s this really complex ecosystem of medicinal flowers which are 
unique to the valley.  
 
[Sherry’s screen changes to show a close-up image of Rosalie Laplante Larocque’s beaded bag. 
The beadwork is a largely symmetrical floral design in shades of blue, pink, green, yellow, and 
white beads.] 
 
So, there’s almost 30 bead colours on this, and yet it's just so harmonious and perfectly 
integrated. You can see with the under drawing that she changed her mind, so there's an 
organic process. Even when people would bead on the cloth onto which they had drawn 



something, there’s lot of times when you think she changed her mind and she did something 
else. 
 
[Sherry’s screen changes to show a close-up image of a flower beaded on black velvet in various 
shades of green, yellow, blue, and brown.] 
 
This is a collection that Greg and I have both studied that’s in the McCord Museum. And this 
from a woman and her three daughters from Fort Good Hope in the Northwest Territories. 
There’s an amazing group of beaded objects, but I have this theory that this is one artist – 
because this is someone who’s painting with beads. This is like a pencil crayon drawing with 
beads. This is really using the beads and the needle as - look at the subtle variations in colour, 
like if you look at the tiny green bead in the center and then the kind of lime yellow, and then 
look at that next row where it’s like an opalescent white with the odd little blue bead just 
tucked in there. It’s just so subtle, you can see that really, she's drawing with it. 
 
[Sherry’s screen changes to show a close-up image of a beaded daffodil on black velvet with 
shades of yellow, green, and brown beads with metallic beads at the ends of the flower’s 
leaves.] 
 
And this daffodil, so she’s doing non-traditional floral forms. In 1870, where would a woman 
living in the Northwest Territories see daffodils? Does she have daffodils in her garden? Was 
she looking at pictures in a magazine or a book?  
 
[Sherry’s screen changes to show a beaded bouquet of flowers, all space very close together on 
black velvet. There are shades of red, purple, blue, pink, white, and green with some metallic 
beads.] 
 
On most pieces of beadwork - when I’m looking and I ask myself the question “Where did she 
start?” I can often find the starting place but for Rosalie Laplante Larocque’s wall pocket and 
these works I can't figure out where she started. They’re just too complex. These are just part 
of what's an overall composition. 
 
[Sherry’s screen changes to show a beaded flower pattern incased in a brown hunk of mud. The 
floral pattern is largely intact on the surface of the mud, with white, red, blue, and yellow toned 
beads.] 
 
And then, this unlovely hunk of mud. In terms of the magic of beading, I am borrowing this 
object from the Manitoba Museum from the archaeological division and making it a feature 
work of art in an exhibition that I’m curating with Cathy Mattes at the Winnipeg Art Gallery, 
because this is a witness. This is beadwork as witness. This was excavated from Upper Fort 
Gary, which was the site of the Manitoba Resistance in 1869-70 where Louis Riel and a group of 
Métis men took over the post, lowered the Hudson’s Bay Company flag, and raised a flag of 
their own. When you look at the style of the beadwork and where in the different layers of 
archaeology this was discovered, in my imagination this is a witness. This is a moccasin vamp or 

https://www.wag.ca/event/kwaata-nihtaawakihk/


pair of mittens that someone was wearing. The leather has disintegrated over time but the 
beads have survived. I’ve also seen a vest where the wool completely disintegrated but because 
the beads were sinew sewn, the beadwork has survived. So, this idea that these beads are 
storytellers, they’re witnesses and they can be like portals to the past. A medley of my favourite 
beads, beadwork. 
 
[Sherry stops sharing her screen. We see Gregory, Sherry and Gillian together on the screen. 
Gregory is now wearing blue nitrile gloves.] 
 
Oh and you got your gloves on! What have you got there? [laughs] 
 
Gregory Scofield: I do! Actually, as you were sharing I was grabbing for my gloves here because I 
wanted to play show and tell a little bit. I’ll just show a couple of pieces from the collection. I 
don't have slides but I’ve got the actual pieces that I am going to hold up and do a show and tell 
here. I want to share a couple of pieces and I'm sure that you are all able to see what is going 
on behind me [Gregory points over his shoulders as he says this to indicate the beadwork 
behind him.] I want to tell you a little story first of all before I start sharing some of the pieces 
with you. 
 
I am often asked why I began this repatriative process of trying to find our pieces, so when I’m 
saying “our pieces” I’m specifically talking about our Cree-Métis pieces. I want to tell you just a 
little bit of a story. A number of years ago, I had been invited out to the Victoria Writers Festival 
here in Victoria to do a reading. While I was here, I decided to visit the museum - the Royal 
British Columbia Museum in Victoria, and it was a beautiful, beautiful, incredible museum. 
Of course, the coastal people from these territories and all along the coast - the people from 
these Nations, or the Nations of people from these territories are very well represented in 
museums, there’s lots of conversation happening right now about repatriation and things, and 
this is a whole other conversation. As I was making my way through the museum and really 
looking at a lot of the work from the Nations from the coast here, toward the end of my visit, I 
came across a little display. The display was of Victoriana women's sewing implements, so there 
were tatting hooks, there were little crochet hooks, there were knitting needles, there were 
threads, there were silk threads, there were scissors, there were all kinds of things that were 
being used during the Victoriana era when women were sitting in parlours, and women were 
sewing, and visiting, and working. Smack dab in the middle of this display was this very 
beautiful little Cree-Métis pocket watch holder. And, this was kind of smack dab in the middle 
of all of this Victoriana stuff. I looked at the display and I, of course, immediately looked at the 
piece, I knew what this piece was. It felt like this was one of our grandmothers that was smack-
dab in the middle of all of this Victoriana women’s stuff. And, I wanted to reach in and I wanted 
to take her and I wanted to find a place where she belonged in that museum. And of course, in 
a lot of museum collections, at least in the past, as Métis people we really didn't have a 
presence in those places. Oftentimes, our pieces were being folded into other exhibits, and so 
there really wasn't a specific presence for our beadwork. So, I walked away from the experience 
and I said to myself, I want to get our stuff home. I want to see if I can get our stuff home. I 
mean of course, like so many others, you know I had been on eBay and every now and then I'd 



see some of our pieces, and when I found our pieces, I'd try to get them, and oftentimes those 
pieces, I would get those pieces and those pieces would be going to the Gabriel Dumont 
Institute, which is this incredible organization, Métis educational, cultural organization in 
Saskatchewan. So, these pieces would, you know, I would want to bring home and they would 
go to GDI. So, that's how this collection came to be. I would be finding pieces and it's like all 
these pieces I see them as works of our grandmothers, and when I’ve been able to, I’ve been 
trying to bring them home. These pieces are for the community – these are our community 
pieces, these are legacy pieces, and these pieces will eventually go to one of our organizations. 
These pieces were actually meant for our artists and our scholars and people in our community 
to come and look at, to come and study. There’s three pieces from the collection that I wanted 
to show you tonight. These are all pieces that were found online. The first little piece that I 
want to show you is- 
 
[Gregory holds up a small black velvet pouch. The pouch features two beaded roses and a blue 
beaded flower. It has a red ribbon running around the edge with a beaded lace pattern.] 
 
a little Cree-Métis – this is probably Mackenzie River region area, this is probably known as 
Athabaskan work. This is a little pouch that I found online. And this probably dates to about 
1880, probably no later than 1900. It is done on black velvet, and there's this really, really 
beautiful incredible red silk ribbon that finishes off the edges. As you can see, there are these 
translucent beads done in kind of a lace pattern to finish off the edge. The beads are quite small 
on this piece, and as Sherry was talking about earlier, this is actually the piece we were talking 
about before everybody else joined our kitchen table. I don’t know if you can see but there are 
some of the metallic – or the metal beads that were often used in Métis work, also Athabascan 
work and Dene work. So, the metal faceted beads that were actually used as highlights in 
flowers. The metal beads in this particular pouch here, they’ve rusted so you might not be able 
to see them fully, but as Sherry was saying, they were probably gold at one point. So, you can 
imagine how when the viewer looked at this beautiful little pouch the flowers would have 
completely jumped out at you, highlighted with the metal faceted beads. I was very, very happy 
to find this little piece. The next piece that I want to show you, 
 
[Gregory holds up a different black velvet beaded pouch. There are five flowers with green 
stems and leaves beaded in shades of blue, red, pink, and yellow. There is a silk ribbon around 
the edges of the pouch.] 
 
is also a piece that was found online, this is also likely Cree-Metis, Athabascan from the 
Mackenzie river region area. This is a little pouch – it’s actually not that little, this is a pouch 
that I also found online. The beads are actually again, fairly small, indicative of the time which is 
probably again, around 1880, no later than 1900. If you look at the beautiful composition of the 
front side of this pouch, I'll turn it around here, 
 
[Gregory rotates the pouch to show the audience the back side. This side has 9 flowers with 
green stems and leaves beaded in shades of blue, red, pink, and yellow. The composition is 
different on this side of the pouch compared to the front side.] 



 
and you can see the back side of this. So, the artist, the grandmother who created this, of 
course, it’s a very fanciful design. And again, it's like we are talking about this organic process to 
beadwork. You can see where this composition is very, very organic.  
 
[Gregory rotates the piece back to the original side that was facing the audience.] 
 
Sherry Farrell Racette: There's so much movement in it. You can almost see the wind blowing, 
you know, there’s just so much movement in it. 
 
Gregory Schofield: There is. So, this piece, also done on black velvet. And very characteristic of a 
lot of our work, the red beads that you see in the middle here, these are sought after by a lot of 
us contemporary beadworkers who are working in a traditional medium. These are known as 
red white hearts. These beads were really, really common in a lot of the old Mackenzie River 
region beadwork, also in the Red River beadwork, also in Anishinaabe beadwork. They’re called 
red white hearts because the actual inside of the bead is white, and so the center of the bead is 
actually white. So, it is almost impossible to find this colour of red and they range from kind of a 
cherry red to a cranberry colour. It's almost impossible to find these colours of beads today. 
This bag was finished in what was once - I'm not sure what colour it was, it could have been 
black silk ribbon, but you can see that it has really deteriorated. It’s just completely – it’s very, 
very fragile.  
 
[Gregory spins the piece around to show the back side to the audience.] 
 
But this is the kind of work our grandmothers were doing, I mean this is so indicative of the old 
work. There's another wall pocket I want to show you… 
 
[Gregory picks up a beaded wall pocket on dark brown velvet. The piece is beaded with a 
largely symmetrical floral motif with white and green stems and leaves. The flowers are beaded 
in shades of yellow, pink, blue, red, and purple.] 
 
…that is also done on velvet, it’s actually, it’s kind of a brown velvet. Again, Mackenzie River 
region. This could be Cree-Métis, this could also be Dene work. And the beading is done - it's 
very, very dense, very, very full. It's hard to see when I'm holding up pieces for you to look at, 
hard to see the size of the beads, but the beads are actually very, very small on this wall pocket. 
 
 
Sherry Farrell Racette: That's an amazing colour palette, it’s so subtle. 
 
 
Gregory Scofield: Again, we’re looking at the symmetry which is so characteristic of a lot of the 
old work, it’s like these mirrored images on both sides. So, I’m going to show you, I want to 
show you my attempt at old work. I can take my blue gloves off here [laughs]. I want to share a 
couple of pieces that I’ve worked on.  



 
[Gregory holds up a fire bag that he created and beaded on black fabric. The top part has a 
handle, and symmetrical floral design in red, pink, blue, yellow, and white beads. There is a red 
ribbon and white beaded trim around the top portion of the bag. The bottom part of the bag 
has a geometric motif, mostly created with white beads, and short strings with red tassels 
frame this section.] 
 
This is a fire bag that I did last year. 
 
[Gregory opens up the top of the bag to reveal a white lining, and then shows the audience the 
front of the bag again.] 
 
So, this is based upon traditional Cree-Métis fire bags. So, these fire bags, of course, as their 
title, these were among a man's most prized possessions. They carried his pipe and flint and 
tinder, tobacco, sometimes medicines and these were bags that wives and grandmothers and 
aunties were making for sons and husbands and grandfathers and brothers. The amount of 
work that would have gone into the bags was extraordinary. Part of my interest, of course, with 
the old pieces is wanting to, in my own way, try to create some of those old pieces in kind of a 
traditional medium. So, this is really my contemporary take on the traditional fire bag. So, I’m 
going to show you one more bag that I did. I actually just had the great fortune of hosting a 
workshop… 
 
[Gregory holds up a beaded octopus bag made with black fabric. There is white beaded trim 
running around the entire bag, with a symmetrical floral design in the center of the bag in 
orange, red, white, green, pink, red, and blue beads. Each tab of the bag has a floral design with 
a white stem and blue or red flowers. There are red and beige tassels at the end of each tab of 
the bag.] 
 
…with Gabriel Dumont Local 11 in Saskatoon. I had 12 incredible students over the course of, I 
think it was three months, we worked on creating traditional octopus bags. This is a bag that I 
had done actually last year. I was very fortunate to be able to use one of the bags you see 
behind me as a template. Of course, being able to have access to the old pieces has really 
helped insofar as looking at construction and looking at how the pieces were put together. So, 
this is an attempt that I did at a four-tabbed octopus bag and this was really an incredible 
project for me. Of course, traditionally, 
 
[Gregory rotates the bag to show that the back side is not beaded.] 
 
this would have been done on both sides. I think, Sherry, we had a conversation – I think I had 
sent you the first image of this. I think in one of our conversations you asked me, “Are you 
going to be sewing the back of the bag?” and I said “Oh god no!” [Gregory and Sherry laugh] So 
that was my response, oh god no! As you see, it was an incredible amount of work. But of 
course, traditionally, these bags would have been finished on both sides so you would have 
actually had a reversible bag, and it was kind of like two bags in one traditionally. Same thing 



with the fire bags. This was actually a really incredible project for me because I really found 
myself in a very interesting space when I was working on this bag. So much of this - I can't tell 
you how many times I actually ripped out the beadwork and started over with this bag. And this 
was a bag that actually ended up being very organic. It might not look so but it was very organic 
in the process of making it. There was so much I that learned, keeping in mind I’ve been sewing 
since I was eight. There was so much that, all these years later working on this bag, that I 
learned, and so this was a really incredible project to do. I named this piece - I was actually 
thinking a lot about my late mom as I was working on this piece and so I’m calling this Dorothy's 
Bouquet. And the panel bag that I was working on –  
 
[Gregory holds up the fire bag that he was showing earlier] 
 
….I was actually working on it when we lost my cousin's sister who I grew up with. This was last 
December when I was working on this bag. So, this is called Holly's Bag. So, there are some of 
the old pieces and some of the contemporary pieces that I’ve been working on. 
 
 
Gillian Booth: Beautiful Gregory, can I ask a question about that bag you were just holding? 
Most of the images, the designs we’ve seen have been floral design and that one has some 
more geometric designs. Can you speak a bit to that? 
 
 
Gregory Scofield: Sure. I’ll direct you to back this bag, 
 
[Gregory holds up the fire bag he made.] 
 
and also, to the bag behind me. 
 
[Gregory gestures over his shoulder to a fire bag hanging on the wall from his collection.] 
 
This bag behind me that you see - I don't know if everybody can see it, there's a panel bag, so 
there’s an octopus bag and a panel bag. That bag actually came from a family, from a woman 
who contacted me from Salmon Arm and had told me that she had a family bag. She was 
inquiring as to where maybe this bag could go. So, I was all, I want it, I'll take it! I have all the 
provenance with the family bag. So, of course I was like, [Gregory raises his hands] “I want it, I’ll 
take it!”. So, I’ve got all of the provenance with this family bag. Acquiring this bag that you see 
behind me was actually really important and is a really important piece of the collection 
because you don't see a lot of panel bags. With a lot of the traditional panel bags, what's really 
interesting is that a lot of these bags incorporate not only the floral beadwork that we normally 
see with Cree-Métis pieces, but of course with the geometric panels, these were loomed 
panels. So, I'm not sure where the design elements, like the floral and the geometric loomed 
panels came from. I know that as early as 1840 and 1850 very similar work was being done in 
the James Bay region. Sherry, you can probably talk more about this. A lot of the fire bags that 
feature this incredible, beautiful floral beadwork and also the geometric loomed panels were 



coming out of James Bay area. I think as people migrated from those territories and started 
migrating down toward Red River and moving into what we know as Métis homelands now, 
those design elements were following as people were migrating. So, I think there are a number 
of guesses where the geometrics came from, that could have been a carryover from when 
quillwork was being done. Traditionally the use of quillworks and kind of the material itself, a 
lot of geometric work was being done. So, it could be that it was based upon the quillwork, the 
geometric quillwork that was being done. Of course, the last thing I’ll say very quickly and I 
want to hold up this bag again, 
 
[Gregory raises the fire bag he made again.] 
 
is of course, you’re seeing very, kind of, Métis elements being incorporated into this bag. Black 
wool stroud, you’ve got red wool for the tassels. So, these of course were all materials that 
were available - that Hudson's Bay Company had in the trading stockpiles, and you can see 
where Métis women were taking all of these materials and going away and creating these 
incredible works of art and assembling all of these beautiful materials together. 
 
 
Sherry Farrell Racette: I had a chance to revisit a collection that was made in the 1840s and sort 
of nail its provenance down. The early stuff, even as early as 1820, the quillwork, it’s a 
combination of geometric and floral. So, some parts will be geometric, like the loom work at 
the shoulders, but things like the cuffs would sometimes be floral and I’ve been paying a lot of 
attention to saddles and saddle blankets and found this really old description from the 1820s, 
and comparing it to saddles that were collected around 1830-1840, and they kind of mesh up. I 
don't know where they originated, but it’s the earliest descriptions, wherever you'd come off 
the river system from the Columbia district, and you'd get on horses and you’d ride on 
horseback to Fort Edmonton. So, it’s like north to Fort Edmonton. And apparently Fort 
Edmonton in the 1820s had a racetrack. Like serious, hardcore competitive – like gee, can you 
imagine? Right [laughs], early Métis like to bet on horseraces, but it's an old tradition. The 
saddles would have a combination of geometric and floral. So now I'll show my scruffy 
beadwork, which is nowhere as good. 
 
[Sherry holds up a small geometric beaded piece with blue, orange, green, pink, red, and gold 
beads on white fabric.] 
 
But, what I'm attempting to make is an old-school pad saddle. On the pad saddles, the floral is 
often on the body of the saddle and then there are these flaps on the four corners and they’re 
geometric. That harkens back to the earlier ones. We didn't only do floral, but the floral was 
certainly something that was beloved. It also, I just have to say, did not originate with the Grey 
Nuns, let’s just get that right off the table [laughs], because some of the earliest floral work 
predates the Grey Nuns, by a couple of decades. So, there were Métis sisters that were 
teaching in Red River. And so, you have this crazy movement of people. So, when we look, say, 
at the Mackenzie River Delta, Madame Gaudet went to school in Saint Boniface and Catherine 
Bouvier went to school in Saint Boniface and then went back up to Fort Providence and then 



became this amazing, prolific artist. So, there was all this movement of women and knowledge 
that kind of connects everything. So, when we think this tiny little place - no, it's a big 
homeland, it’s a big homeland.  
 
 
Gregory Scofield: I love that, Sherry, and that we're talking about the movement, because it's 
like really, the designs moved and it’s like styles moved and they weren’t stagnant. You didn't 
just kind of stay in one place. As families, as communities moved all of those things went with 
them, and they were being shared and they were being reproduced and they were being used. 
So, it's really amazing to be able to - you see this maybe more with embroidery, but you can see 
embroidery that’s very specific to Mackenzie River Delta region, or you can see the embroidery 
that is very specific to the work that was being done in Red River, or you can see embroidery 
that is kind of specific to another place. It's interesting how you can – especially, this is one of 
the things I’ve learned with the collection, as pieces are coming home, I talk about pieces 
coming home, because you know these are pieces that are being found all over the world. 
These are pieces that are being found in the UK, and in auction houses in Pennsylvania, 
Philadelphia, so, these pieces have travelled, and these pieces have moved. It's really amazing, 
because of course, one of my big interests specifically with a lot of the old pieces is about the 
stories that are attached to them. Being able to give those stories back in some way to those 
pieces. So, they become more than just, this is a piece of art. This is something that has a 
geography, this is something that has a story, this is something that just doesn't belong in a 
display of Victoriana women's sewing implements. [Gregory and Sherry laugh] 
 
 
Sherry Farrell Racette: A woman from Winnipeg let me actually take a pair of leggings from her 
family collection home with me for the weekend. I got to hang out with them! Very trusting, 
but of course she knew where I worked [laughs] so she could come find me! She had asked me, 
this came from her dad's stuff, but what she wanted to know was which one of her female 
ancestors did I think were there. So, I did my history geek thing and I thought, actually they 
were all there. They had all moved to the Red River settlement, so the women from Northern 
Alberta, the women from Rainy River in present-day Ontario, women from York Factory - all 
these women were actually living within a stone's throw of each other. So, I was like, “Maybe 
they were all around a table working on this project for someone that they loved.” Because you 
know it could be their son, their grandson. Because a lot of it was made – I think there must 
have been a difference for things that were made for sale, maybe, and things that were made 
for family. Like Mrs. Larocque made her stuff for family, that was for her home, she didn't sell 
it. The Gaudet’s did not sell their work, that was for their brothers, they dressed up their 
brothers, because they had dog teams - flashy guys zipping around. When you think of the moss 
bags, every stitch is done with love. You were probably told, when you were learning how to 
bead, to clean your mind, or I was told not to think bad thoughts, like to just kind of come to 
the beading table. Because if you didn't, that's why your thread is tangling! [laughs] So that 
good things go into it, good things go into every stitch, especially if you’re making it for 
somebody, that you’re thinking about that person as you bead, just like your bag ended up 
being for your mom because that's who you really were thinking about while you were doing it. 



 
 
Gregory Scofield: Well, I know one of the first things that I always do with pieces that are 
coming home, and I mean pieces, like I said, that are coming from all over - one of the first 
things that happens with the pieces after I unpack them, I will sit with them. One of the very 
first things that happens is that I always smudge them, and I always am very conscious of the 
energies that are coming with them. Of course, I am very conscious of the grandmothers. I’m 
very conscious of the fact that I am holding the work of a woman who created this piece. Part 
of that ceremony of bringing the pieces home and smudging them is to let her know that I’m 
going to take care of the work that she created, and that her work is being honoured, and that 
her work is being loved and that it's home now. So, I am really conscious of - even with that 
little pouch that I held up - during the hours of the creation of that pouch I am very conscious of 
the fact that there are stories attached to that, there is laughter attached to that. There might 
be tears attached to that, there’s problem solving attached to that. There is - whatever was 
going on for that artist's grandmother at the time that she was creating that is attached to that. 
And, those are the things that need to be honoured, and those are the things that I am really 
conscious of. I know the energies and I know the things that I'm thinking about when I’m doing 
my own work, the people that I’m thinking of, the memories that I'm reliving, the things that I 
am hoping for, the things that I’m trying to sort out, the things I am problem solving – all of that 
energy is going into my work. So, I hope, you know, one day, as my work is travelling, if my 
work is to travel, that whoever picks up my work in the future, you know, other than just 
saying, “You know, this looks pretty nice!” [laughs], you know, hopefully they’ll say that! But 
they will also be conscious of the stories attached to these pieces. My cousin is attached to that 
one bag, my mom is attached to one of the bags. Unfortunately, a lot of the pieces that are in 
museums, and of course a lot of the pieces that are in the collection [Gregory gestures behind 
him to indicate his collection], they weren’t signed by the women. Little stickers didn't come 
attached to them saying “this was made by so and so from such and such a community”. So of 
course, for a lot of us in museum land or curatorial land, a lot of us are left guessing. Where 
pieces - geographies that pieces might come out of. I know that when I’m always looking 
through museum collections and there's all of these kinds of tags attached to things, you know, 
“western subarctic, Cree, Dene, Métis, possibly”. So, it’s like this whole kind of hodge-podge of 
things attached to it. I’m always looking at pieces going – okay, where does this Granny come 
from? [laughs] 
 
 
Sherry Farrell Racette: Yeah, talk to me! [laughs] 
 
 
Gillian Booth: Well, thank you so much. Interesting that you are talking at the end there about 
the stories and thought and energy that goes in. One of the questions from the audience is 
about Sherry mentioning that there’s more in the process than the end product. I think that 
answers that question. There are a few other questions from folks in the audience. Laura Peers 
wanted to say thank you for the privilege of sitting at the table with you, lovely healing energy 
for this week. Kerry asked, it's always difficult to imagine what our ancestors were thinking and 



what terms they would use for their work - decoration, adornment, storytelling? Any thoughts 
on that? 
 
 
Sherry Farrell Racette: Well I guess I always think about the materials. So if you look at that fine 
wool broadcloth in Cree and actually in Anishinaabemowin as well, the word for it was manitou 
wayân, spirit skin. It’s because it has - wool was a wonderful material that people had never 
seen before. It wicks moisture away from the body and dries without getting hard, and so 
people thought it was a wonderful material. They used –wayân- which is animate, it's an 
animate word, and manitowêkin, spirit skin, but also if you look at the words for beads, 
depending on where you are it's actually an interesting way to do research, if you ask someone 
“How do you say ‘bead’?”, when I was up in Ile-a-la-Crosse, I asked how do you say [bead] to an 
old lady and she couldn't remember at first, she said “Beads? What are you talking about?” and 
then when I was walking down her driveway she yells "Meegis!" which is shell! Then other 
places it is "spirit seeds”. If you look at the archaeological record where those words are, and 
often it’s actually what the first beads were made of – shell, or they were made of these tiny, 
tiny seeds. So, there’s a, there was a grave discovered in South Indian Lake, and the woman had 
a hood, and there were literally thousands of handmade beads out of pin cherry seeds. The 
language tells us these are living materials on a living surface. I think that somehow that 
informed the process. When you’re thinking about what you’re decorating, you’re wrapping up 
your babies. I think - I don't know about other peoples, but where I'm from women are kind of 
jealous! [laughs] You’re just saying “This one is taken and very well looked after!” [Sherry 
mimes bundling up a baby and laughs] Also you are marketing your work on the body of the 
men in your family. So, one of the things that's frustrating for a lot of women is like, where is 
the women’s stuff? Actually, we mostly dressed men. We made our moccasins and our 
beautiful leggings, the odd belt but really a lot of that love and that energy was in dressing our 
family, and sending our love and family members out into the world, it was like representing 
yourself, it’s like “I know how to look after these people. This is who’s behind the scenes here - 
it's me”. It was a very strong statement. 
 
 
Gregory Scofield: It’s interesting, Sherry, what you’re saying, what your comments are because 
the majority of the pieces in the collection are men's pieces. 
 
 
Sherry Farrell Racette: Yeah. 
 
 
Gregory Scofield: So, it's very interesting. There is a couple of women's dance slippers in the 
collection. But the majority of the pieces are men's pieces. I was thinking a little bit about a 
story about my auntie's beadwork. Hopefully, I don’t know if this will answer the question 
about naming pieces as adornment or decoration or what have you. Very, very quickly I’ll tell 
this story. When I was probably about 9 or 10 somebody in the neighbourhood had 
commissioned my auntie to make a little tobacco pouch, so this would have been a tobacco 



pouch for drum tobacco, you know, you’d roll in your cigarettes. So being in the lower mainland 
there was not a big supply of home-tanned moosehide. So, every time my auntie would go 
home to Alberta, she would come home with a little piece of this most beautiful golden brown 
smoked home-tanned hide. This was just like absolute gold. So, I remember that she had 
fashioned this really incredibly beautiful tobacco pouch to fit a pouch of drum tobacco for this 
fellow in the neighbourhood who had commissioned her to do this piece, and I remember 
sitting with her night after night after she cut out this piece of moosehide and designed this 
beautiful, beautiful pouch. I watched her start right from the very beginning until right when it 
was finished, and the work that she did on it was just incredible, there was like orange and blue 
flowers and leaves and buds. To my ten-year-old mind it was the most exquisite thing I had ever 
seen in my life. I remember the day the man came to pick it up. We were sitting at the table, 
and there was a rap at the door and she opened up the door, and he came to pick up this 
tobacco pouch that she had sitting on the table. I remember being so angry – I was so angry! I 
wanted to grab the pouch and I wanted to run out of the house with it because I didn't want 
him to have it. I realized there were all these stories, there was everything. It was like I was a 
part of that pouch right from the time of its creation to the time that he was there to pick it up. 
That was a part of my history and I didn't want to let it go. I think I had even asked her, 
probably the night before he came – please auntie can I have it? [Gregory and Sherry laugh] 
 
 
Sherry Farrell Racette: I got rent to pay, kid! [Sherry and Gregory laugh] 
 
 
Gregory Scofield: No, it’s for so and so. I remember him coming and being so angry, watching 
this pouch walk out the door with him. I was thinking about that the other day, and I was 
thinking geez, I wonder what ever became of that pouch? I wonder where that pouch is in the 
world these days. 
 
 
Sherry Farrell Racette: Or even if the person who bought it remembers who made it and if the 
family remembers where that came from, because it's the loss of story that is so painful with 
some of these things. 
 
 
Gregory Scofield: So how do you give those pieces a name? They’re not just decoration. They’re 
not just adornment. I don't know if there's a name in Cree to be able to call those pieces. For 
me it's like they transcend beyond just works of art, the transcend beyond just decoration.  
 
 
Sherry Farrell Racette: The original interdisciplinary arts practice, because there’s story, there’s 
also – not always but often, that sacred element because of that prayerful aspect. I found that 
that kind of meditative process will go out the window when I’ve got a tight deadline! I'm doing 
beadwork for an exhibition, I’m afraid there’s a few swear words being sewn into them as well 
as my thread starts to tangle. [laughs] But, ideally, it's so many things. We love to make 



ourselves look well and we love to make our people look well. There’s an interview with a 
woman from the Northwest Territories who remembers Christmas and everyone coming into 
the village for Christmas and she said even the dogs got new clothes. So, everyone that would 
come, the church would be filled with the smell of moosehide because everybody had a new 
jacket, a new vest. Even the dogs had new clothes because new dog blankets would be made. 
Just the sense of celebration, visual celebration. 
 
 
Gillian Booth: Thank you. We’ve had two requests to see things. Someone wanted to know 
whether the ladies slippers were accessible, Alannah wants to see them, are they are?  
 
 
Gregory Schofield: They are [Gregory starts to put his blue nitrile gloves on again] 
 
 
Gillian Booth: As Gregory is doing that, Sherry, someone wanted to see the piece in mud again. 
 
 
Sherry Farrell Racette: Oh, you want to see the piece in mud again?  
 
[Sherry’s screen shows the beadwork embedded in a piece of hardened mud from earlier in the 
evening.] 
 
So, you can see that it’s – that old trade blue and this outer ring is white hearts, the red white 
heart beads, actually there’s two shades of whitehearts, there’s a clear cranberry, that old 
yellow.  
 
Gillian Booth: Beautiful. 
 
This is an old storyteller. Mind you, I'm going to treat it like the finest most precious thing. So, 
it’ll be on its own plinth. It’ll have a spotlight. It's a witness from the time, an old storyteller. 
 
Gillian Booth: Thank you 
 
 
Gregory Scofield: It's beautiful, Sherry.  
 
 
Sherry Farrell Racette: Isn’t it gorgeous? So, you can see the two little yellow buds on either 
side. So, one of my projects is to remake that, one of my many bucket list projects [laughs]. Of 
course, I’ve got to finish the saddle. So, where’s the ladies slippers? 
 
 



Gregory Scofield: So, I’ve got three of them in the collection, and these are really amazing, and 
one of the things that I learned, of course as Métis we love to dance and we love to visit. We 
love to feast. And the slippers that I’m going to show you - they were your everyday slippers. 
There were slippers that were worn by men and worn by women, they were usually the 
pointed-toe moccasins, and a lot of the times they weren't really decorated. There would have 
just been kind of plain stroud vamps, maybe a little horse hair piping, maybe a little bit of 
embroidery but most of the time they were really plain, those were everyday moccasins. 
Women - one of the things that women did make for themselves is they made themselves 
dance slippers. So, if there was a dance that was happening in the community or a big event 
that was happening, women would have these beautiful slippers that they'd go to the dance, 
they would take off their everyday moccasins and they would dance the whole night in these 
beautiful slippers that they made. I’ve been really fortunate that I’ve been able to find three 
pairs of them. The first pair that I want to show you is a silk embroidered pair.  
 
[Gregory lifts up a pair of women’s white dance moccasins. The entire shoe is embroidered with 
multicoloured flowers. Gregory rotates the shoe to show different angles as he speaks.] 
 
I don't know if we’ve got the big screen here, I just want to make sure everybody can see these. 
These are done on unsmoked caribou hide, also known as bleached caribou hide. You can see 
how on the bleached caribou hide which is white, that you can see how the embroidery just 
really pops out. The white caribou hide is a perfect canvas for these beautiful flowers. So, you 
can imagine a woman dancing and these flowers, absolutely dancing and being so gorgeous. 
This is the pair of embroidered slippers, dancing slippers. So, the other pair that I have, these 
were again, found. 
 
[Gregory holds up a pair of women’s white embroidered dance moccasins. This pair has a 
denser floral embroidery style than the first pair. Like the first pair, the design wraps around the 
whole shoe.] 
 
So again, these are done on white caribou hide. These are Cree-Métis. 
 
 
Sherry Farrell Racette: Oh wow! Those look almost exactly like the Lepine moccasins that are in 
the Bata Shoe Museum. Almost exactly! So maybe even Batoche, eh?  
 
 
Gregory Schofield: Could be, yeah.  
 
 
Sherry Farrell Racette: Oh, and they have the black, oh my gosh! Yes, they’re exactly. Those are 
gorgeous. 
 
 



Gregory Scofield: So again, white caribou hide, you can see the little tongue here. What's 
amazing about these is that these have the owner's, the original owner’s - you can see the 
shape of her foot. So, these were used. So, I actually have spent a lot of time with this pair 
because I had cleaned them when I got them. The beadwork was just so filled with grime and 
dust and dirt and I took my time very carefully cleaning them. It was just amazing as I was 
cleaning them.  
 
Sherry Farrell Racette: Wow, they look gorgeous.  
 
Gregory Scofield: Because I was imagining, of course, her dancing in these beautiful slippers. 
Here is another pair that I found.  
 
[Gregory holds up a pair of women’s white beaded moccasins. There is a large central pink 
flower on a green beaded square background on each shoe, with other pink and red flowers 
emerging from the center. There is a silk ribbon that is the same white tone as the hide as trim 
on the moccasins.] 
 
This pair came from Montana. Again, Cree-Métis women's dance slippers. What is so amazing 
about these is that you can actually see on the little tongue here – you can see the silk ribbon 
which is actually the same colour as the hide.  
 
Sherry Farrell Racette: Oh, very subtle.  
 
Gregory Scofield: Yeah, and the artist used the still faceted metallic beads [Gregory points to 
the beads on the tongue of the shoe]. Just as -- so back in the day this would have just been 
completely shining. If you can imagine the footwork. 
 
 
Sherry Farrell Racette: Yeah, your fancy steps. 
 
 
Gregory Scofield: Yeah, and all the waltz steps. You can imagine that her feet would have just 
been, the light would have just caught that part of the moccasin. So again, you can see the 
outline of her foot on this. These are really amazing because as Sherry and I were mentioning a 
lot of times in collections, a lot of the pieces that you see behind me are men's pieces, so pieces 
that grandmothers, aunties, mothers, sisters were making for the men in their family. And of 
course, doing their incredible, best work to show off their husbands and their brothers and 
their fathers. What’s so incredible about the slippers is that these are actually pieces of 
women's wear, and these are pieces that weren't made for the tourist trade. These are pieces 
that women owned and these were pieces that women used. So, I am really pleased to have 
these three slippers in the collection. I want to show you one more piece, I’m going to get up 
here.  
 



[Gregory stands up and retrieves two small women’s white embroidered moccasins. They have 
a floral motif with a large central flower, and lots of purple, green, red, and white thread. There 
is some evidence of a purple silk ribbon that would have been trim around the top edge of the 
shoe.] 
 
I want to show you these little tiny dance slippers. These would have been made probably for a 
very special little girl. You can see the remnants of the old purple silk ribbon. This is all silk 
embroidery on caribou hide. These little slippers from the toe to the heel, probably, I’m 
thinking, about 4.5 inches, so they’re quite tiny. 
 
 
Sherry Farrell Racette: Someone had asked to see the chapeau behind you, the hat. 
 
 
Gregory Scofield: Oh, the hat here? [Gregory gestures over his shoulder to point at a hat in his 
collection.] Boy, talk about doing a show and tell here. [Gregory stands up to retrieve the hat, 
Sherry laughs] So this is a piece, this is a man's smoking hat.  
 
[Gregory holds up the beaded hat on black velvet. It is beaded on the sides and the top in a 
floral pattern, with green, blue, white, pink, red, and yellow beads. He rotates the piece to 
show different angles.] 
 
And this was done on, again, black velvet. The velvet has really deteriorated. But the beads on 
this hat, it’s probably really hard for you to see, but the beads are incredibly, incredibly small. 
These are probably, Sherry, what are the real small beads? There’s 15, 18? 
 
 
Sherry Farrell Racette: 18? Like I’ve even seen some with 20. They wouldn’t have used needles, 
they would have used the sinew. 
 
 
Gregory Scofield: Sinew, yeah. These beads are probably about size 18, that’s how small they 
are. And so, this is a man's smoking hat. The top is just - the movement at the top is just 
exquisite. 
 
 
Sherry Farrell Racette: yeah, just the way that blue dances. In the Qu'Appelle Valley, according 
to Isaac Cowie, it was the young flashy dudes that would wear those. The older guys wore the 
big flat felt hats. It was the young guys wore that. That was the equivalent of a Métis sports car! 
[Sherry and Gregory laugh] It’s gorgeous. 
 
 
Gregory Scofield: Well, I’m certainly wanting to make the collection more accessible to people, 
and I’m trying to find ways to do that. I know that I’ll be working with the Gabriel Dumont 



Institute. We’re planning on working on a book that will feature a lot of the pieces, and so 
that’s one way for now, for people to have access. Of course, I’m always open to, once things 
are kind of safe again with COVID, if people are ever visiting Victoria and would like to look at 
the collection, then we can certainly find time for people to come and look at some of the 
pieces. 
 
 
Gillian Booth: Wow thank you so much, what a generous offer, Gregory. Beautiful collection 
and beautiful stories. It's time for us to wrap up now. Thank you for having us here at your 
table, and sharing your love of beading, and sharing some of the healing, I think, in the process, 
that happens in the process of beading that you talked about. So sorry we didn't get to all the 
questions, there were many questions and many thanks in the Q&A. Before leaving I would also 
like to thank Lorilee Wastasecoot, who is the curator of the exhibition here at Legacy, she’s also 
our new Curator of Indigenous Art and Engagement, and lots of heartfelt effort to bring that 
exhibition to fruition. And lots of the practices that you were talking about with honouring all of 
the process in the beadwork that’s in our collection, and holding that, these aren’t just objects, 
but stories, they’re people's lives. I'd like to thank Amy Smith and Nicole Achtymichuk for 
supporting this Zoom event and the captionist Kali as well. And Amy has put a link in the chat 
for a short survey if you wouldn’t mind just filling that out before you leave to give us some 
feedback on the event. And please come visit us! We have beading here as well, and 'm sure 
your experience of this exhibition will be much richer after having spent time with Sherry and 
Gregory. We are open Wednesday to Saturday 10 to 4, Thursday nights we’re open until 7 and 
the exhibition runs through September. We also have other online programing this summer, so 
please check our website for that and thank you so much for coming this evening! Goodnight! 
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