
Behind the MASC
NEWSLETTER OF THE MEDALLIC ART SOCIETY OF CANADA

Dear MASC Members and Medal Enthusiasts,

It was an incredible year for information and exploration of 

creative ideas, techniques and possibilities in the world of medal 

making, thanks to the FIDEM congress that came to our own 

backyard. In this edition of Beyond the MASC, it seems fitting 

for the articles “Crossing Borders, Breaking Boundaries” by  

Paul Leather and “The Difference between Eastern and Western 

Cultures” by Keiko Kubota-Miura emphasizing the positive  

benefits of cultural integration. I hope many of you have been 

inspired for new creations in the coming year as we plan for our 

next exhibit.

I also thank Paul Petch for his continuing contribution in keep-

ing us informed of the medal interests in the Numismatic world. 

I encourage you all to tell us about your stories and accomplish-

ments for the future MASC articles in 2019.

Just a reminder that it is time to renew your membership. Dues 

can be mailed or paid on line through PayPal. I hope to hear 

from you all in 2019.

Wishing all the Best for the holidays and the New Year!

Lorraine Wright

President, MASC

December 2018 , Issue 48
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Crossing Borders
BREAKING BOUNDARIES

Paul in the studio at The Pottery Workshop
Photo by Trudy Golley, 2013
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A kind of adventure, artist residencies are 
exceedingly valuable periods of time when, by 
taking a perpendicular stance to one’s studio 
routines, one can develop one’s practice in new 
and often unexpected directions. For me, artist 
residencies offer a number of significant bene-
fits: the challenge of working with new materials 
and methods, an enlarged social network of 
like-minded professionals, and the impact of 
thinking outside of the box for a month or two. 
International travel and cultural exchange offer 
a means to expand the technical and conceptual 
boundaries of my studio practice. In this article, 
I will reflect on the impact that participating in 
a number of artist residencies at The Pottery 
Workshop in Jingdezhen, China, has had on 
recent developments in my work. 

A quest for knowledge underpins the study of 
making and of the artifacts that are made—pro-
cess and product, respectively. Exploring various 
connections to the material world is central to 
being a curious participant in the unfolding of 
that world. I am curious. I am curious about 
how things work and how they may be brought 
together to work in new and unfamiliar ways. I 
am curious about the connections, both visible 
and invisible, that exist between material and 
maker, and believe that it is this curiosity—the 
fundamental desire to seek answers to self-initi-
ated questions—that drives each of us as makers. 

Our hands extend and project us into the material 
relationship from which our dreams of activity 
and action grow. We are the conduits through 
which intangible ideas are made tangible. Studio 
practice is layered, like an onion. It radiates 
outward from the individual maker, through the 
ideas, the materials, and finally, through the 
artwork to the viewer, and back again. It is both 
reflexive and reflective. Each of us, while engaged 
in the process of making, may experience a sense 
of heightened focus and compressed time. It is 
in this state that one “dances the materials,” in 
an interactive and responsive process of taking 
the material, and being taken by it, to the edge 
of one’s expectations. For me, the studio a 
private space—calm and supremely controlled.

My intent is not to give the impression that I 
am a studio hermit, far from it! To cross the 
threshold of the studio door and engage the fluid 
adventure of the outside world often leads to 
interesting encounters and developments. I 
vividly recollect a moment that occurred in 
Charing Cross railway station in London, soon 
after getting off a transatlantic flight from Canada. 
As the crush of early-morning commuters 
rushed past to start their workday, I had the 
distinct feeling of being oriented perpendicular 
to the flow of their daily routines. Having left 
my own routines far behind, I was solidly in 
that state of limbo that international travellers 

By Paul Leathers

“ A good traveler has no fixed plans,
 and is not intent on arriving.”
 LAO TZU, TAO TE CHING
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experience—no longer where one is from, and 
not yet to where one is going. I define this 
experience as perpendicularity, which for me 
means a way of re-examining one’s own routines 
as the stranger who observes the flow of others; 
a rupture with the quotidian. 

One of the most eloquent writers on notions of 
adventure and the individual adventurer, “the 
stranger,” was the German sociologist Georg 
Simmel. In his essay Das Abenteuer (The Adven-
ture), Simmel observed, “the adventure is de-
fined by its capacity, in spite of its being isolated 
and accidental, to have necessity and meaning.” 
He continues, “It is like an island in life, which 
determines its beginning and end according to 
its own formative powers and not—like part of 
a continent—also according to those of adjacent 
territories.”1 To be the stranger, however, speaks 
to a specific and very positive form of relation-
ship. As a metalsmith working in Jingdezhen, 
the Chinese home of porcelain, I do not feel 
the burden some expectations of tradition. As 
an outsider, the stranger is unfixed and free to 
wander unencumbered.

Such wanderings take place on the landscape 
between points of arrival and departure. When 
transitioning from a central location to the pe-
riphery, one tends to move through progressive 
stages, one set of borders at a time. When deal-
ing with complex ideas, one usually simplifies 
these into binary opposites such as light/dark, 
right/wrong. Author Heinz Insu Fenkl believes 
that the Western logic of categorization based 
on such dualities is inadequate for dealing with 
what he has termed “the Interstitial.” His theory 
explores the gray areas that are found between 
borders. Fenkl states, “An interstice is not an 
intersection. […] The word ‘interstice’ comes 
from the Latin roots inter (between) and sistere 
(to stand). Literally, it means to ‘stand between’ 
or ‘stand in the middle.’ It generally refers to a 
space between things [like] a gap in the clouds  
. . .”2

 JDZ (Silver Fern) Fragment Brooch, 2013. 
Oxidized sterling silver with titanium (PVD) 

coated porcelain, underglaze transfers. 
2.75 x 1.25 x 0.5 in.

All photographs by the author



The Interstitial is not a transitory waiting 
lounge and, as Fenkl asserts, having “its own 
being in a willfully transgressive or non-cate-
gorical way,”3 is not trying to become anything 
other than itself. As a conceptual third space, 
the Interstitial may be prime territory to locate 
the further adventures of the self-confident 
stranger.

Leaving the familiarity of the studio allows, de-
mands even, that we engage our practices from 
new vantage points: to be set at right angles to 
the familiar—perpendicularity, so to speak. As a 
resident at The Pottery Workshop, I was able to 
engage with many local masters working within 
The Sculpture Factory. Working outside of my 
material comfort zone has led to my developing 
a new skill set. While I have never fired a kiln 
and probably never will, I hold great admiration 
for those who can and regularly do. I would 
not consider myself a ceramicist but rather a 
metalsmith who is currently exploring ceramic 
materials and processes; and as such, my time 
spent in Jingdezhen has had a profound effect 
on my studio practice.

Insights provided by a willingness to embrace 
a state of being slightly off-balance, whether 
materially or culturally, prove invaluable. One of 
my favourite descriptions of a master traveller 
comes from American expatriate Paul Bowles’s 
novel The Sheltering Sky. Arriving at the quayside 
in Cairo, one of the characters offers that the 
difference between a tourist and a traveller is 
that a tourist never leaves home, and a traveller 
never arrives.4

Journeys are rarely undertaken without encoun-
tering hurdles. Breaking boundaries, be they 
personal or geographic, may even incite a sense 
of crisis. Derived from the ancient Greek word 
kritikós, meaning “able to discern” or “render 
a judgment,” the word crisis gets short shrift 
in this day and age. Crises can, in fact, be quite 
useful. In Another Roadside Attraction, author 
Tom Robbins observes, “The principal differ-
ence between an adventurer and a suicide is 
that the adventurer leaves himself a margin of 
escape (the narrower the margin the greater the 
adventure), a margin whose width and length 
may be determined by unknown factors but 

JDZ (Blue & White; the new 
Red) Fragment Brooches, 
2012. 
Oxidized sterling silver with 
slip-cast colored porcelains. 
2.5 x 0.75 x 0.5 in. each
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whose navigation is determined by the measure 
of the adventurer’s nerve and wits. It is exhil-
arating to live by one’s nerves or toward the 
summit of one’s wits.”5 

Through these residencies, I’ve developed a 
hybridized studio practice that relies on access-
ing equipment located some 6,000 miles away; 
and I sometimes feel like a circus performer 
standing astride two horses. Surprisingly, my 
early material explorations incorporated multic-
oloured or titanium-coated porcelain elements. 
During this time, I found that working with 
porcelain slip allowed a fresh approach to form 
development. I developed models that had 
the appearance of structures hidden beneath 
skinlike surfaces, and took them through the 
slip-casting process. I brought the resulting ce-
ramic fragments back to my studio in Canada, 
where they were sorted, selected, and set into 
oxidized sterling silver mounts. 

When asked what a Canadian metalsmith is do-
ing working with porcelain in China, I usually 
answer that I appreciate the time spent with my 
wife, Canadian ceramicist Trudy Golley (par-
ticularly while she is away from her teaching 
responsibilities), the opportunity for material 

and technical exploration, meeting new people, 
eating local food, and experiencing the culture. 
An added benefit of these residencies has been 
subsequent professional opportunities such as 
exhibiting, lecturing, and leading master class-
es. As Simmel observed in Das Abenteuer, “the 
most general form of adventure is its dropping 
out of the continuity of life.”6 Equaling more 
than a year-and-a-half’s worth of accumulated 
time, our adventures in China have certainly 
had the effect of breaking our cultural and ma-
terial continuity.

To return home from a trip abroad is to return 
somewhat changed by the experience, a hybrid. 
Arriving at one’s point of departure allows for 
the integration of what had existed before the 
adventure with what has been taken away from 
it. One’s horizons and connoisseurship—in the 
literal sense of ‘one who knows’—are expanded. 
One may use foreign words and cook once-exot-
ic dishes, not in an attempt to appear au fait but 
to feed new and genuine appetites. Especially 
interesting for me is the experience of seeing fa-
miliar things (surroundings, home, tools) with 
fresh insight. Then, slowly, perhaps even some 
months later, routine starts to creep in again 
and it is time to seek new adventures.

JDZ (Red Inside) Fragment Brooches, 2012. 
Oxidized sterling silver with slip-cast colored 
porcelains. 2.5 x 1.25 x 0.5 in. each
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Jiang Shifu loading the vacuum chamber for 
titanium physical vapor deposition (PVD), 2010
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The difference between
EASTERN AND WESTERN CULTURE

KEIKO KUBOTA - MIURA
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Mahatma Gandhi once said, “No culture can 
live if it attempts to be exclusive.” Though my 
artist experiences in Japan and the US, I have 
come to understand that the two different 
cultures have different ways of approaching the 
art process.

Although my work in medal art began only 6 
years ago, my experience in the field of metal 
art spans over 35 years. It all began in Japan, the 
country where I was born. Metal has been used 
in Japan for over 2000 years, and it is deeply 
ingrained in Japanese culture and history. The 
first traces of metal in Japan were found as 
agricultural tools, religious tools such as the 
bells and statues found in ancient temples, then 
later military equipment such as helmets, armor, 
and swords.

In my college years, I studied sculptures for a 
year and then I reapplied for crafts major at the 
old and prestigious Tokyo National University of 
Fine Arts. They offered six crafts courses, which 
were ceramics, urushi lurkers, and textiles, and 
three are metalsmith courses which were Forg-
ing, Casting and Engraving. The reason for 
having three metalsmith courses was because 
there is an extensive list of techniques that must 
be mastered to become a metalsmith. First two 
years, we try out all six courses and after we had 
to choose one course as a major. I took the 
hardest engraving course which is like a metal 
master, also it is like an art director of metal 
working in old days. 

At the beginning of the major, we learned how 
to make tools such as gravers, chisel scrapers, 
and hammers, and we learned the basics of 

about forging, grinding, and hardening tool 
steels. As one of the oldest art schools in Japan, 
in addition to the conventional metal techniques, 
we were also taught ancient Japanese techniques 
that have been used for centuries in Japan, in an 
old Eastern apprentice system. We had to copy 
every small detail of masterpieces. These tech-
niques included enameling, reposé, inlay, and 
MOKUME(wood grain metals), which uses 
special alloys such as shakudo, shibuichi, and 
more, to make gradients of colors. 

At that time I also studied chemistry and ma-
chinery in the field of metalwork, where I learned 
to have a scientific approach to my artwork. It 
was an intense and overwhelming experience 
because the art itself was fun but the school was 
very strict and demanding. One of the few 
enjoyable artworks during my time there, which 
was my MBA graduation and MFA thesis work, 
took my half a year to make it.

After I finished my MFA degree, I started to 
work as an independent artist but I also stayed 
at the University as a metal researcher. At that 
time, the Japanese metal art field was still dom-
inated by males, even though it was already the 
end of the twentieth century. There was always 
a resistance to any form of change at this very 
traditional university. Even today, the current 
syllabus of the courses were almost identical to 
the one from 40 years ago. And unsurprisingly, 
there is still no female professors in the metal- 
smith department. 

I had a superb education in Japan, but I was still 
uncertain about what direction to go. When I 
traveled to the USA and Mexico with a friend, I 

By  Keiko Kubota-Miura

“ Female Medal Artist approaching the difference  
 between Eastern and Western culture”
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noticed how New York provided so many more 
opportunities for female artists. I knew my 
stubborn Japanese father would never let me go 
to the US with my own savings. He was a 
professor of electronic engineering, which was 
even more male-oriented than the field of art. I 
decided to apply to an American graduate school 
anyways because the only way to possibly con-
vince my father to let me go to the USA was for 
educational reasons. I was accepted at SUNY 
New Paltz.

I had already learned all the techniques taught 
at SUNY New Paltz, but their strong art critique 
in the metalsmith department pushed me to 
advance and perfect my art concepts, even with 
my poor English. In Japan, we received criticism 
from the professor, and no one challenged it. So 
seeing the arguments between American stu-
dents and professors shocked me. Even my 
classmates told me to challenge the criticism of 
others, and this helped me see completely new 
perspectives on my artworks.

The beginning of The Gospel of John, in the 
bible, “The Word of Life” says that “Before the 
world was created, the Word already existed; 
he was with God, and he was the same as God. 
From the very beginning, the word was with 
God. Through him God made all things; not 
one thing in all creation was made without him. 
The Word was the source of life, and this life 
brought light to mankind.

I went to a Christian high school so I knew this 
line before, but I never understood what it really 
meant. When I came to the United States, I 
realized the importance of words for human 
beings. If my artwork concepts are clear, my 
artwork can be so much more meaningful. This 
was very different from the Japanese way of 
thought because in Japan we are supposed to 
understand and accept each other without 
words. In other words we disliked arguments 
and are taught to respect harmony.” This is 

probably because we are a single ethnic group 
live in the small island, and the long period of 
isolation made us more exclusive from the rest 
of the world.

After this revelation, I decided to start making 
artwork after writing down what I am thinking, 
and envisioning it clearly in my mind. My work 
is like a dialogue between the material and my 
subconscious mind. The process of hammering, 
shaping, carving, chiseling, and welding the 
industrial materials into natural images allows 
me to explore the complicated questions of the 
rules of nature and the human soul.

When I moved to New York in 1987, I spoke very 
little English. My vocabulary was very limited. I 
was able to pick out some words from the 
conversations, but I mainly watched other 
people’s faces and tried to read their minds.  

I realized that there was a divergence of views 
between what was spoken and what was held in 
the mind. Even the speaker does not realize this 
themselves. This lead me to explore more 
involved issues. 

In my American MFA thesis piece “Facade and 
Essence” (1987), I attempt to show two different 
minds in existence reflected by lotus seeds with 
their roots under the water, invisible.

Sculptures

Facade and Essence
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Sculptures

Subterranean Soul
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As I continued to explore, I seek to expose the 
much more expansive subconscious mind that 
occupies most of human life.  In the “Subterra-
nean Soul” series  (1993), there are rectangular 
cubes that resemble cross-sectional cutouts of 
earth. I attempted to show the different shapes of 
the subconscious minds that are not visible from 
the surface of the ground, like a subliminal world.   

At the end of this series, I reflected on the 
realization that we are all tied together at the 
bottom of the subconscious mind, and thus, we 
all share a deep human connection. I believe 
that at this fundamental level we are all connect-
ed to the power of the universe.  Some may call 
it “Universal Power”, “Natural Power,” or “God.”  
I believe that this power of the universe is what 
controls the world.

I then started the “Planet Plant” series.  I have 
used various plant forms as a symbol of natural 
energy. Though we cannot see the movement of 
plants, we all subconsciously understand that it 
is growing, and contains natural energy.  This 
energy grows continuously. 

I joined FIDEM member 2013. In 2014, I sent 
my work to XXXIII FIDEM CONGRESS in 
Sofia, Bulgaria, I received Paul Huybrechts Prize.

Recently, I came to understand that the world is 
not only three dimensional. There are multiple 
overlapping layers of time and space in the 
world. My new medals are trying to show these 
multiple universes. We only see and live on the 
surface of three of these dimensions.

This medal was exhibited in FIDEM this year. 
Titled “ Life science in Space, - The Five-dimen-
sional world”  In this medal, I have created a 
small medal world in which various five worlds 
overlap. This medal was made in honor of the 
achievement of Dr. Chiaki Mukai, the first 
Japanese female astronaut. Her mission was 
focused on life science in space. She raised fish 
and she studied growing plants in space. I think 

that experiments such as these help us under-
stand to live in different dimensions which will 
help a lot in the future.

My primary education was in Japan, where I 
realized that the traditional system does not 
recognize the validity or the necessity for radical 
change. However, I was able to learn a lot of 
master’s techniques, which was hard but gave 
me a strong foundation.

My American education allowed me to have a 
more intellectual approach to my art projects. 
Both teachers and students offered strong 
criticism about my artwork, and it helped me to 
establish a philosophical approach to my artwork. 
And also because of my stubborn father, he 
made me strong. Without him, I might still 
have been struggling as an poor artist.

I now appreciate the ability to extrapolate the 
best of two different worlds. I hope you can feel 
it in my work. 

Planet Plant Series 

Deep Conscious - Inside and Outside
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Planet Plant Series 
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Medals
Medal awarded for the Paul Huybrechts 
Prize XXXIII FIDEM Congress Sofia, Bulgaria 

 “Life science in Space, - The Five-dimensional world”  
medal was made in honor of the achievement of  
Dr. Chiaki Mukai, the first Japanese female astronaut. 

Medals - Planet Plant Series
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Public art 

Medals

Planet Anju 
2001
Cast Iron and Stone 
Pirkkala, Medical Centre
Finland

Bridge to the Planet
Cast Iron, Bronze, Stone 

2007, Sculpture Garden, Pirkkala, Finland
h 7’6 x w 7’ x d 8’
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THE ACQUISITION OF MEDALLIC 
ART COMPANY ARCHIVES

AMERICAN NUMISMATIC SOCIETY PRESS RELEASE, SEPTEMBER 2018

Compiled and submitted by Paul Petch



The archive, which consists of more than 
50,000 individual items such as medals, dies, 
galvanos, plaques, and paper and digital ar-
chives, was sold to the Society for $420,000 in 
bankruptcy proceedings of the Northwest Terri-
torial Mint (NWTM) in a Seattle court. NWTM, 
which also operated a bullion business from its 
facilities in Dayton, Nevada, went bankrupt in 
2016. The Society’s interest was initially focused 
on recovering MACO’s dies, which had been 
used for decades to manufacture famous award 
and art medals, but once the ANS realized the 
full extent of the holdings for sale, the main aim 
became to rescue everything that would allow 
the Society to reconstruct the history of this 
important company.

The Medallic Art Company was founded in New 
York City around 1907, and for more than a 
century it produced the work of America’s finest 
artists, as well as served countless non-profit and 
for-profit institutions in their desires to produce 
commemorative, award, and other medals. Until 
its demise, many of the most famous awards in 
the United States—including the Pulitzer Prize 
Medal, the Randolph Caldecott medal, and many 
of the official medals of Presidential inaugura-
tions —were produced at the Medallic Art Com-
pany. Scores of notable portraits were also made 
there, commissioned from many of the most 
famous artists of their day. The beautiful medals 
and larger galvanos they left represent an almost 
complete Who’s-Who of 20th-century America. In 
addition, many major companies had logos turned 
into medallic or sculptural plaques by MACO.

The moving and storage of this mass of material, 
much of it made of steel, copper, or other metals, 
proved a major challenge. The ANS was fortunate 

to have a partner in Medalcraft Inc. and its CEO, 
Jerry Moran, who had purchased the more recent 
dies (of medals created after 1998). The roughly 
20,000 older dies were shipped to the headquar-
ters of Medalcraft in Wisconsin, and ANS will 
discuss with Medalcraft the future of these dies 
over the coming months.

An equally demanding task will be the selection of 
galvanos and die-shells for the Society’s perma-
nent collection. The approximately 15,000 such 
items, made from copper, epoxy, plaster and other 
materials, are among the most intriguing and 
beautiful materials acquired by the ANS. Thanks 
to the organizational talent of Rob Vugteveen, a 
former employee of Northwest Territorial Mint 
now working for Holabird Americana, a team of 
a dozen students were able to help pack and 
move some of these items to an off-site storage 
location. At the same time, a team of photogra-
phers, led by Lou Manna, bar-coded and photo-
graphed a large proportion of these objects, all in 
a warehouse in Nevada without air conditioning 
in the middle of the summer. Executive Director 
Ute Wartenberg, who herself traveled to Nevada 
to help pack the collection, praised the efforts of 
this team: “Without the help of Rob Vugteveen, 
the ANS would have not been able to achieve 
this Herculean task. The ANS also owes an 
enormous gratitude to Fred Holabird, whose local 
connections made all this possible and who was 
instrumental in finding an affordable warehouse 
near Dayton where the material could be stored.”

The Society’s Board of Trustees has set up a 
committee of Trustees, staff, and expert mem-
bers, who will review ways of dealing with the 
sheer mass of material, which currently resides 
in three separate locations. Taylor Hartley, a full-

The American Numismatic Society has announced the  
acquisition of the archives of the Medallic Art Company, 
one of America’s oldest and most important private mints.
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Rob Vugteveen in front 
of the shelves of dies 
and galvanos at NWTM, 
Dayton, Nevada

Medallic Art Company 
Collection Manager 
Taylor Hartley

Galvano for one of Edward Warren Sawyer’s 
portrait medals of Native American leaders.
This portrait of Esh-Sha-A-Nish-Is of the  
Cheyenne Nation was made in 1912.



time ANS staff member and a specialist in early 
20th century sculpture, has begun to catalogue 
the archive of sample medals and compare them 
with the extensive holdings already in the Socie-
ty’s collection. Part of what the ANS purchased 
were also extensive catalogues, which were com-
piled over many years by NWTM staff members 
Cathy Swinburg and Rob Vugteveen, who were 
able to rely on former MACO Historian and 
ANS member Dick Johnson for assistance. ANS 
President Syd Martin stated, “Our number one 
goal is to catalogue all the different pieces and 
publish them in a separate database online and 
write a history of this extraordinary company, 
but it is clear that the Society will not be able to 
retain the entire collection that it acquired. Over 
the next years, we will have to decide on a plan 
how to sell and market a portion of the galvanos 
and die-shells.” In due course, the ANS will set 
up a dedicated website that will keep members 
and the public informed about discoveries and 
further plans.

The American Numismatic Society, organized 
in 1858 and incorporated in 1865 in New York 
State, operates as a research museum under  
Section 501©(3) of the Internal Revenue Code 
and is recognized as a publicly supported organ-
ization under section 170(b)(1)(A)(vi) as con-
firmed on November 1, 1970.

Ever since the bankruptcy of their parent compa-
ny was announced, the fate of the Medallic Art 
Company has been up in the air, causing much 
concern in the numismatic field. But a new 
chapter has begun—the ANS has announced 
their acquisition of the company’s vast archives.

This is indeed great news—perhaps news of the 
century. The company’s vast trove of dies, galva-
nos, medals and archives are now in strong 
hands, and the history they encompass will be 
documented and preserved. And while it is 
unfortunate that the Society will likely be unable 

to permanently accession all of the material once 
documentation and evaluation are complete, 
that is understandable and inevitable due to the 
massive volume of material. But if and when any 
surplus items appear on the market it will 
represent a once-in-a-lifetime opportunity for 
today’s collectors and dealers, and I believe it 
will lead to a new golden age of collecting not 
only medals but also the rare and important 
artwork and artefacts used in their creation.

The hobby is greatly indebted to the ANS Board 
of Trustees, staff and the phalanx of consultants 
and helpers who made this transaction possible. 
Yet this is only the beginning — much work and 
discovery lie ahead.

Dies for the Congressional Medal of Honor 
awarded to Captain Arthur Henry Rostron 
for the rescue of victims from the sinking of 
the Titanic. It was sculpted in 1913 by John 
Flanagan who would later design both sides 
of the Washington U.S. quarter-dollar coin.

The galvano for the reverse of the Pulitzer 
Prize sculpted by Daniel Chester French and  
Augustus Lukeman in 1917.
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A Unique Commemorative:  
The FIDEM XXXV Congress Medal

All illustrations are courtesy of the Royal Canadian Mint
Submitted by Paul Petch

The FIDEM XXXV Congress medal was manu-
factured at the Royal Canadian Mint and was 
unveiled during the opening ceremonies by 
Michael Groves, Director of Development and 
Applied Technology. The medal itself is a high 
quality piece produced in compliance with the 
Mint’s mission “to deliver excellence through its 
customer-driven businesses, its talented people 
and the value it can add to Canada and Canadi-
ans.” There are four business lines at the Mint 
comprised of Canadian circulation coinage, 
contracts for foreign circulating coinage, bullion 
products and lastly numismatic products, which 
is further broken down into collector products 
and medals and medallions. The FIDEM medal 
is a part of this final group.

The FIDEM medal was designed by Susan Taylor, 
who retired as Chief Engraver at the Mint after 
34 years of service in June, 2017.  A small team 
was established in 2015 with the mission of 
considering potential themes and designs for 
the medal.  The team brainstormed a number of 
ideas, culminating with the themes incorporated 
into the medal that Susan Taylor designed.  

It was inspired by the 100th anniversary of the 
granting of the Federal Franchise of the Women’s 
Right to Vote in 1918.  This historic event in 
Canadian history was a major stepping stone 
towards a culture of acceptance and understand-
ing that we continue to pursue to this day. The 
five sided medal shape honours the “Famous 

Five” who fought for this recognition: Nellie 
McClung, Irene Parlby, Louise McKinney, Emily 
Murphy and Henirietta Muir Edwards.  

The medal is made with Muntz Brass, an alloy 
of 60% Copper / 40% Zinc and a trace of iron. 
It weighs 332g, and has the dimensions of 
74.7mm North-South and 76.25mm East-West. 
It is 11.67mm thick at its highest point, is yellow 
gold plated and was splash struck on the Mint’s 
2500 ton hydraulic press. A total of 200 medals 
were struck with over 140 being distributed to 
registrants.

Muntz Brass is not a well-known alloy for medal 
production. It is named after George Fredrick 
Muntz, a metal-roller of Birmingham, England, 
who commercialised the alloy following his 
patent of 1832. Its original application was as a 
replacement for copper sheathing on the bottom 
of boats since it prevented accumulation of 
microorganisms, plants, algae, or animals at 
around two thirds of the price of pure copper. It 
became the material of choice for this applica-
tion and Muntz made his fortune. It was found 
that copper would gradually leach from the alloy 
in sea water, poisoning any organism that 
attempted to attach itself to a hull sheathed in 
the metal. A notable use of the alloy was on the 
hull of the tea clipper Cutty Sark. The ship was 
transferred to permanent dry dock at Green-
wich, London, for public display in 1954.
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Central to the obverse design are three maple 
leaves intertwined with a flowing sash. The 
maple leaves represent Canada bounded by 
water on three sides by the Pacific, Arctic, 
and Atlantic Oceans. The flowing sash repre-
sents Canada’s fresh water lakes and rivers. 
The traditional Mint copyright symbol appears 
in this section.

The wheat design represents Canada’s strong 
agricultural roots

the eastern cedar motif on the left hand side 
honours the land around the National Capital 
Region where the FIDEM XXXV Congress took 
place.

The initials of the designer ST 
may be seen at the lower right 
of this design element.

The Rocky Mountains and the Aurora Borea-
lis symbolizes the spectacular opportunities 
Canada has to offer to those who choose to 
make this land their home.   

The FIDEM XXXV Congress Medal – obverse side
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With the conclusion of the Congress the registrants have returned home and the majority of 
the medals have been dispersed around the world. A very small quantity of not more than 
forty medals remain for collectors who may be interested in acquiring one. Please contact 
the author at p.petch@rogers.com for further information and to be put in contact with the 
FIDEM XXXV organizing committee if you are interested.

On the reverse side the 
Aurora Borealis flows 
from the obverse side.

The underlying five sided figure moving  
forward from behind the Aurora Borealis 
evokes Canada’s commitment to ensuring  
a safe and caring community. 

Sitting beneath the stars, a female figure 
reading to a child represents the importance 
of education so that we have a better under-
standing of the world around us.

– reverse side
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MASC Council
Lorraine Wright - President Past Presidents -  

Janine Lindgren - Vice President Sarah Tothill (2011 - 2014)

Paul Petch - Webmaster & Treasurer Doug Taylor  (2010- 2011)

Directors -  Paul Petch  (2008 - 2010)

Lynden Beesley Sauliius Jaskus (2006 - 2008)

Geert Maas Susan Taylor (2003 - 2006)  
Richard McNeill Del Newbigging (2000 - 2003)

Andrea Yermy 

Reminder - MASC Membership 2019
Membership dues will be due January 1st 2019, for the 2019 calendar year.

Business and Institutions  $60.00 
Individual $40.00
Student $20.00  (enrolled in full time program)

Please pay in Canadian funds for Canadian addresses; US funds for all other locations.

MASC Renewal or New Membership Application
Please fill in the above form if new information for MASC is required

Name:

Address:

Telephone: Email:

PAYPAL is available at medallicart.ca   OR
MAIL cheque to:  The Medallic Art Society Of Canada

412 Roncesvalles Ave. Suite 115 
Toronto, ON M6R 2N2

MASC MISSION STATEMENT
The Medallic Art Society of Canada is dedicated to the  

creation, promotion, appreciation, and education of the fine art of the medal
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