
Petapan Session Notes 
 
ARTS FUNDING BASICS 
Friday, June 17 
Workshops A (Dance Studio) 
Facilitators: 

! Steven Loft (Canada Council for the Arts) 
! Noel Habel (Canada Council for the Arts) 
! Joss Richer (artsnb) 
! Reg Winsor (ArtsNL) 
! Enrique Ferreol (ArtsNS) 

 
• A major issue facing Aboriginal artists: Can we maintain a reciprocal relationship? 

(Between the state and First People). 
o Steven believes that a reciprocal relationship between Indigenous communities 

and the state is possible, but that it does not exist yet. 
o As arts funders, we have a responsibility to the arts and culture of this land, all 

people included, but it cannot be predicated only on the state. This represents a 
challenge to artists. The responsibility of people who work in arts funding 
organizations is to maintain that reciprocal relationship and allow and 
encourage all artists to do their work. 

• Canada Council is going through some changes, in particular with regards to the 
relationship with Aboriginal communities. (April 2017) 

o Canada Council reduced their number of programs from 144 to 6. 
o Canada Council gives out approximately $154,000,000 each year. 
o Canada Council receives 17,000 applications, 6,000 of which are accepted. 

• ArtsNL has received cuts since the last Petapan Symposium. 
• ArtsNL organizes a school touring program with artists. 
• Audience members from PEI commented that there is little representation on the Island, 

and that this is a problem. 

Questions: 

• What are some resources for writing grants that are easily accessible? 
o Many councils provide some tips/tools on giving grants – Program officers are the 

best resource available. 
o NL has support documents for the grant writing process. They are also putting 

together YouTube videos for offering information on the process for each grant 
program. 



o YouTube is a great resource in general for obtaining information and tips about 
grant writing. 

o Get in touch with other artists in your community who have had success in their 
grant applications – we have to help each other, rather than thinking about it as 
a competition. Working together can lead to greater collaboration for bigger, 
unified projects. 

o Canada Council is willing to send program officers to give info sessions. 
• What is the success rate for First Nations communities, as applicants (as a band 

council)?  
o Currently, they can’t apply to the Canada Council, but once the programs 

change they will be able to. As “government agencies”, they can’t technically 
apply. Same for those classified as “non-profit” organizations – grey area – but 
they will be eligible in the new programs. 

o Loophole: Ad-hoc groups can apply for grants. If you have people from your 
group, and some people from the community, then have the people in the 
community apply in order to pursue the project on behalf of the band council. 

o ArtsNS can fund non-profit groups via the individuals who are going to pursue 
their artistic work; they can pay for artists to present their work, but not for them 
to act as facilitators. 

o “We have to empower the communities to pursue this type of funding.” 
• What is a professional artist? 

o Serious intent to dedicate your life to the artistic profession. 
o Professional training and mentorships. 
o Some of your income is from your practice. 
o Peer recognition. 
o History of artistic activity in recognized centers. 
o Canada Council criteria:  

" Finished basic training (doesn’t have to be at an institution). 
" Body of work. 
" Recognized by your peers. 
" Next year Canada Council is changing the term “professional artist” for 

the Indigenous program to remove the definition that is rooted in the 
Western system, and this will allow for more self-definition (a self-identified, 
aspiring artist). 

• Maritime Indigenous Artists Facebook page (MIA) – Allan invites Canada Council to 
post their YouTube videos on their page (artsnb could help in this). 

• PEI would like to get representation on the Canada Council board. 
o You can nominate yourself or another person. Since these are government-

appointed positions, Canada Council cannot nominate or choose the board. 
Information is available on the Canada Council website.  



o The best way to get noticed is to apply, since Canada Council receives so few 
applications from PEI. 

• Speak as to why the PEI Arts Council is not present? 
o Reg: PEI Council shut its doors last year (temporarily), and they went through a 

period of not having any funding. They are open now on a part-time basis with 
an administrator, but no ED. It was their decision as a board not to attend 
Petapan. 

• Note: As a resident of PEI, you can be paired with a mentor in another province and 
put together an application for professional development. 

• In New Brunswick, we have professional development programs (scholarships, etc.). 
• With ArtsNL, you are permitted to apply as a group and as an individual. 
• At the Canada Council, what happens to the proposals that don’t get funded? Artists 

aren’t always professionals in writing grant applications/proposals. When projects get 
rejected, are reasons offered to explain why? 

o Two issues: Eligibility criteria and assessment. Program Officers determine 
eligibility. 

o Assessment panels are put together, and they can afford the time to offer 
constructive criticism and points to improve. We invite them to call us (artsnb). 
We find the quality and thoroughness of applications tends to increase after 
going through this process. 

o Enrique/ArtsNS: We take careful notes and put care into informing the applicants 
of the reasons they weren’t funded, either in person or on the phone. It’s a “cake 
recipe” – add the eggs and it will rise! Juries come and go. Just chat with us. 

o Note: Juries are coached. 
o To be proactive, call a program officer when you’re planning your application to 

ensure you fully understand the guidelines (which can be found online with the 
application forms).  

o ArtsNL: On the website, you can find the set criteria for each program that the 
assessors are using, all broken down by program and discipline. Program Officers 
sit in on meetings and are able to provide feedback based on what they hear. 

o Read the assessment guidelines on the website to know what will be reviewed.  
o Ursula’s Challenge: There should always be an Indigenous artist on the panel, 

whether it’s for an Indigenous program or not. 
o At Canada Council, the general rule is that they have an Indigenous artist on 

panels (as often as possible, but this is not law). 
o There are no bad ideas when applying for an arts grant, there are only ideas that 

are not clearly laid out. You have to include those key elements.  
o Sometimes arts grants aren’t about the money – what you will get out of applying 

is how to talk about your art in a way that people will support you. 



o Your work is going to be reviewed by highly qualified artists and assessors, so this 
is invaluable information for you regardless of whether or not your application is 
successful. 

• How can the Council create a connection with Indigenous artists living away from their 
territory, but who still want to maintain a connection with that place? If you’re at the 
beginning of the process, it can be intimidating. Getting access to information and 
resources is important. 

o If you are residing out of province, you’re not usually eligible, since eligibility is 
based on wherever you are paying your taxes.  

o In NB we have seen a big increase in our application rates for Indigenous artists. 
o Note: artsnb also has a travel program. 
o Note: The work being done in a province doesn’t necessarily have to reflect that 

province. 
• JEDI Representative: Is there funding to provide training on how to write proposals? We 

are looking to increase the amount of work and projects done with artists around the 
province, so is it possible to find additional funding to provide training, whether through 
artsnb or Canada Council? 

o artsnb – we used to provide workshops but can’t provide that anymore because 
of funding cuts, but if we partner then there may be a possibility.  

• Joss/artsnb: With regards to the jury process, people who are consistently successful 
apply a LOT. Successful applications are typically shorter and thinner, not thick, 
because they are efficient, clear, and easy for the jury to understand, providing exactly 
what’s needed in a concise way.  

o Reg: Make sure jury members are well aware of what you want to do. Get the 
point across. Keep it simple. Call a Program Officer if you have any questions. 

o It can be as simple as narrowing down the objective of your project and 
matching it with the objective of the program you’re applying to. 

o Noel explained the four “blocks” that an artist needs to cover when filling out an 
application: 

" 1) Who you are as an artist 
" 2) The nature of your project 
" 3) The other participants involved 
" 4) Your budget 
" Note: Your budget is very important, so don’t be afraid to ask for what you 

need. 
• How do you become a member of a peer assessment jury? 

o Canada Council is putting together a database, will be putting out a call for 
people to nominate themselves. 

o ArtsNL has put together a form on their website for people interested in being 
involved. It can be a really insightful process to go through as an artist, since it 



allows unsuccessful applicants to better understand the process for the next 
time. 

• Ursula: Don’t take it personally. You’re going to get rejections. Keep trying, it will pay off 
eventually.  

o Jurys are always reminded that it’s professional, not personal. 
o Failure is not a judgement on your artwork or your personality. 

• Protecting copyrights in proposals: How do you approach it?  
o Canada Council applications are protected by the Access to Information Act. 

Peer juries are sworn to confidentiality. The same goes for ArtsNS, ArtsNL, and 
artsnb. Also, artsnb has a “jury charge” to inform juries that discussions are 
confidential and information related to applications is not to be divulged outside 
the jury process. 

 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 

NATIONAL ENGAGEMENT STRATEGIES FOR 
INDIGENOUS ARTISTS 
Saturday, June 18 
Workshops B (Dance Studio) 
Facilitator: 

! Clayton Windatt 
 

• Clayton includes pictures of kittens in his PowerPoints to humanize things, and to bring 
people together who are politically opposed; also, he is regularly judged on his 
appearance. 

• In Ontario, there are conversations that are supposedly about the province, but in 
reality focus exclusively on Toronto. 

• It’s assumed that Ontario’s rural communities are basically all the same, so they get 
lumped together despite their differences. 

• The Aboriginal Arts Sector does not benefit from the same resources and infrastructure 
as their non-Indigenous counterparts. 

• The general consciousness about Aboriginal people within Canadian society is 
relatively limited. 

• As a result of the lack of education, communication, and consciousness, an integral 
component of all Aboriginal artists’ mandates is to reconcile this; art becomes a means 
of advocacy. 

• By contrast, non-Indigenous artists do not have to explain who they are or justify their 
work, whereas Indigenous artists have no choice in this 

• Historically, non-Aboriginal powers in Canada have silenced Aboriginal voices in order 
to maintain control. 

• Note: “Aboriginal” is used in reference to government-related programs, as opposed to 
“Indigenous” – in this presentation he’ll be going back and forth between the two. 

• On a positive note, there’s a big shift in the arts ecology: Indigenous art is being put 
under Indigenous control and management, thus ensuring an Indigenous lens. 

• The goal should be working with indigenous communities, not simply offering help. 
• Why Aboriginal control for Aboriginal art is important: 

o This follows the UN declaration on the rights for indigenous people. Article 31 
reads: Indigenous people have the right to control, maintain, and protect their 
cultural heritage. 

o So the question is, “On whose terms is this work being created?” 
• Aboriginal arts sectors are seeking ways for policies to be adopted on Indigenous terms. 
• Far too often, working with Indigenous partners is merely a token gesture to access 

funding. 



• If the relationship between an Indigenous group and a non-Indigenous group isn’t 
comfortable, then just don’t do it. 

• It’s important to remain critical, even of some of our strongest funding allies 
• Celebrate victories, but don’t lose sight of long-term goals. 
• Clayton’s mantra is “Do something.” 
• Our exercise today will be writing messages on cardboard for a group photo; you can 

write whatever message you want. 
• As an Indigenous artist, you have the right to choose not to get involved in the political 

side of things (i.e. representing Indigenous artists). 
• By contrast, you do have the choice to represent your community and your fellow 

artists. 
• There are not very many events like Petapan happening across the country. 
• Without programs like Petapan, you have to develop these relationships yourself; that’s 

why service organizations exist – they’re designed for people who aren’t able to cold-
call organizations on their own. 

• There’s nothing wrong with staying in your community and selling your work there, but if 
you’re thinking on a scale of global success you need to branch out. 

• By having a socialist-style funding system in Canada, it’s complicated to deal with the 
art markets outside of Canada, which are funded mostly by dealers. 

o So we have this great, more socialist-style system, but it can leave us out of the 
global art market. 

• Representatives from across the entire country need to be present at conversations 
about national advocacy, as there are always voices missing from these conversations. 

Questions/Comments: 

• Ursula: It’s very difficult for Indigenous artists in Atlantic Canada to get together and 
engage in conversations. 

o Because of previous history, artists are very hesitant to trust anyone whom they 
associate with dealers. 

o David spoke of an Indigenous arts renaissance happening across Canada, and 
people in the Atlantic Provinces are asking, “Why aren’t we involved?” 

• Raven: As someone not from Atlantic Canada, I can see the needs of these four 
provinces. 

• Cheryl: Networks are like living organisms, and you have to start building those 
relationships. 

o Curators talk to curators, so you want to promote your work to them to get your 
name out there. 

o “Elevator Pitch”: Be ready to share who you are in 2 minutes, because it’s these 
relationships that people will remember and use in the future. 



ABORIGINAL ARTISTS AND THE CANADIAN ART 
SYSTEM 
Saturday, June 18 
Workshops B (Multi-Purpose Room) 
Facilitator: 

! France Trépanier 
 

• Roundtable introductions 
• One of the first things you need to succeed as an artist is a network – this (Petapan) is a 

great opportunity to meet like-minded people and exchange knowledge. 
• Years ago, the Cultural Human Resource Council (CHRC) published a big book, a bible 

for mainstream artists - “The Art of Managing Your Career”, which examines the business 
side of being an artist. Over the years, they have developed discipline-specific booklets 
as well. 

• Although these resources were popular in different arts communities, CHRC realized 
that Aboriginal artists weren’t using them. France received a phone call and it was 
obvious to her that the books did not reflect the specific nature and challenges of 
Aboriginal art practices. It did not take into account oral traditions, or Indigenous 
protocols or methodologies. Everything was very static. 

• The CHRC created an advisory committee composed of senior Indigenous artists from 
different disciplines. The committee assisted redesigning the whole guide and make it 
more interactive. Usually, this information is given over a 2 day workshop with exercises 
and interactive knowledge. 

• Today we’re extracting just a slice of that information. 
• The theme of “Aboriginal Artists and the Canadian Art System” – it’s essential to talk 

about it right up front in this workshop, because the truth is that we are not playing on a 
level playing field. Colonialism continues to have a huge impact on how things play out 
for Indigenous artists and their communities. 

• There is a quote from Nicholas Galanin that says, “Create continually, learn to listen to 
your creativity and be ready to take action when it hits. Creative confidence and truth 
are important. Take risks and value your time. You are an important part of the 
continuum.” 

• Colonial history has constructed a way of seeing and understanding that privileges the 
assumptions, beliefs, philosophies, attitudes and logic of the Western world. 

• Sometimes we wear these Western Art lenses and don’t even know we are doing it. 
• History of colonization 

o In 1876, the parliament of Canada passed a law, the Indian Act, to compel 
Indigenous people to renounce their Indian status and assimilate in colonial 
society. 

o In 1884, the Indian Act was amended to implement the destruction of Aboriginal 
cultures and art forms. 



o In 1951, the Act was amended again so that many of the oppressive laws 
banning key cultural and artistic customs – including powwows, potlatches and 
other cultural ceremonies – were lifted. 

o In the same year, the government created a report (Massey-Lévesque 
Commission) that resulted in the creation of cultural infrastructure for Aboriginal 
people. However, all of the art forms that were supported were Western-based. 
In seven volumes, there was just one paragraph that spoke of Aboriginal art: 

" “This unsatisfactory state of affairs has led some to believe that, since the 
death of true Indian arts is inevitable, Indians should not be encouraged 
to prolong the existence of arts which at best must be artificial and at 
worst are degenerate.. The impact of the white man with his more 
advanced civilization and his infinitely superior techniques resulted in the 
gradual destruction of the Indian way of life. The Indian arts thus survive 
only as ghosts or shadows of a dead society. They can never, it is said, 
regain real form of substance… Indian art as such cannot be revived.” 

o For decades, the majority of Canadian art institutions (such as the National 
Gallery of Canada and the National Arts Centre) did not present contemporary 
Aboriginal art. 

o Furthermore, Aboriginal artists were not even considered professional artists. 
o Over the past decades the situation has changed, thanks to the hard work of a 

generation of trailblazers. 
o Today, some Indigenous artists work exclusively within customary traditions, both 

in how they learn and how they present. Others are trained in the Western 
tradition and present their work in mainstream venues. 

o This leads to a kind of hybridity which often challenges assumptions of what 
Indigenous art should look like. 

• How does art work, anyway? 
o The idea of art world ‘singular’ is misleading – it is more of a complex, 

multilayered and sometimes interconnected web of art worlds. 
o It is mainly comprised of 3 large sectors: the community art sector, the public art 

sector, and the commercial art sector. 
o Each sector has its own objectives, values, logic, language, and rules. 

• Community Arts Sector 
o For Indigenous artists, this sector is rooted in traditions and communities. 
o Practices are deeply connected to the land and the sector is comprised mainly 

of volunteers. 
o Sometimes, Indigenous people who are active in this sector do not consider 

themselves artists; rather, they see their work as fulfilling their responsibility to 
master their ‘gift’ and transmit it to the next generation. 

o Traditional art practices include beading, carving, drumming, basket weaving, 
storytelling, porcupine quillwork, throat singing, powwow dancing, moose hair 
tufting, regalia making, birch bark biting, etc. 

o Community-based practices also include documentary filmmaking, mural 
painting, graffiti art, etc. 



o Generally not-for-profit: circles, groups, collectives, co-ops. 
o The main audience is the community itself. 

• Public Arts Sector 
o Generally not-for-profit and receives support from different levels of government 
o Most organizations in this sector are directed by professionals and often 

sustained by volunteers. 
o Generally attracts specialized art audiences. 
o Examples are Indigenous performing arts companies like Native Earth Performing 

Arts, etc. 
o Indigenous organizations include ImagineNATIVE and Native Women in the Arts. 
o Aboriginal Arts festivals include Talking Stick Festival in Vancouver. 
o National service organizations include the Indigenous Performing Arts Alliance 

and the Aboriginal Curatorial Collective. 
o The public arts sector also includes mainstream art institutions, such as public 

galleries and museums, networks of artist-run centres, regional theatres, concert 
halls, public cinemas, and multi-disciplinary art centres. 

o Aboriginal artists and their organizations sometimes present their work in these 
venues. 

• Commercial Arts Sector 
o Generally structured by private companies. 
o Primary objective is to generate profits. 
o Includes cultural industries such as sound recording, filmmaking, and craft. 
o Many Indigenous artists have created vibrant commercial opportunities for 

themselves. 
o Examples include North West Coast carvings and Inuit prints and drawings that 

are collected internationally. 
• Lisa Isaac, artist and director of the Mi’kmaq Cultural Centre in Lituguj, is an example of 

someone who is involved in the community arts sector. 
• Kaha’wi Dance Theatre is an example of the public arts sector (funded by public 

funders). The logic of “How many bums will be in the seats?” doesn’t really apply to 
Indigenous artists. 

• Buffy Ste-Marie, a Cree singer and visual artist, is an example from the commercial 
sector. 

• The Adaka Festival in Whitehorse, Yukon, is an example of both the community and 
public sectors (it is community-based but is presented to the public and is publicly 
funded). 

• Kent Monkman, a painter, is an example of both the commercial and public sectors 
(he received funding to start his practice, but he is also enjoying commercial success). 

• Tribe Called Red is an example of the community and commercial sectors (they are 
community-based and well-connected, but they have also enjoyed tremendous 
commercial success). 

• Zacharias Kunuk of Isuma Productions is an example of all three sectors. “The Fast 
Runner” received community support, public funding, and commercial success. 

• Individual exercise: Where are you? 



o Locate your current practice within the three sectors. 
o Identify your accomplishments. 
o Identify your career goals. 

• Cultural Protocols in the Arts: Video presentation by Ontario Arts Council (this will be 
available on their website in a few weeks). 

• It is essential that everyone understand the importance of protocol in the arts. 

 

 
 



GETTING PUBLISHED 
Saturday, June 18 
Disciplinary Sessions B (Multi-Purpose Room) 
Facilitator: 

! Julie Scriver (Goose Lane Editions) 
 

• Everyone who is in publishing has gotten into it for the love of the stories, of words, of 
connecting people through books. 

• In Canada there are about 10,000 books published a year. This may not seem like a big 
number, but if you position yourself as an author, you are dropping your book into that 
10,000 number and competing for booksellers etc. 

• A publisher’s job is to help you, as an author, find an audience for your book. 
• The evolution from manuscript to book is often shocking for first-time authors. 
• When your manuscript is accepted by a publisher, it’s another beginning. A substantive 

process: looking at the shape of your book with an editor, who may have suggestions or 
thoughts on how to develop characters, reshape thesis points, or construct clear 
narrative arcs. 

• That process then goes in with a fine comb with a copy editor, who does a lot of 
housekeeping and cleanup (they are a fussy bunch). 

• Typically, the process from acquisition to publication is anywhere from 12 to 24 months. 
• This process takes an enormous amount of patience and fortitude – you can’t let your 

ego get in the way, since it’s a collaborative process. 
• This is a sharing enterprise, not a solo journey, and there is a lot of give and take. 

Publishers are the torch-bearers, and authors are writing the flame. Publishers are really 
committed to bringing your stories to a larger audience. We create a book collectively. 

• The big challenge is in helping readers find your book. As a publisher, it is important to 
have an understanding of what our identity is with booksellers and reviewers, and how 
to best serve our author clientele.  

• Our job is not directly selling to consumers, as that is the bookstore’s job. 
• Chapters/Indigo owns over 60% of the market in Canada, so they dictate terms of 

discount, and can sometimes consume a lot of stock. They also determine the position 
of the book in the store. Their buyers are centralized too, so we don’t necessarily have a 
buyer who is attuned to the region. Thus, maintaining a sense of regional identity and 
what might resonate in that community becomes very challenging.  

• If we have a good relationship with the store manager in the Fredericton store, then 
they can influence some of the decisions made down the line. It’s all about relationship-
building. 

• So a book goes out there, gets on the shelf, competes with all of those other books 
(from the UK, the US, as well as toys, candles….) – the goal of the author becomes very 
important, in terms of building connections and knowing their own market. 

• As publishers, we approach things as partnerships, and we look to connect authors to 
the market. We absolutely want to know if you have connections, as that’s important to 



us. All of the info you can bring to a publisher about your connections, your own 
interests, and your community is very pertinent info. 

• The process is multifaceted, as is the industry (in that there are so many different types 
of books). We have to position fiction differently than we would position poetry (which is 
a niche market). 

• In terms of art publications, they are very collaborative, and tend to be allied with 
exhibitions at an institution. This is wonderful if that exhibition is touring, since then there is 
a springboard for book sales at every venue. 

• How to get published? This is a big question, and there is no magical answer. We can 
tell you what we look for and what we recommend to authors in terms of submissions 
and considerations. 

• When we have acquisition discussions, we look at the profile of the author. Is that 
person a known quantity? Do they already have a profile? Have they published 
before? How well did their previous books perform? Were they able to reach a market? 
Are they available to promote their book? Can they deal with interviews? It is very 
difficult to have an author who refuses to talk to media, who won’t travel, or who 
doesn’t participate in the experience at all. 

• Fundamentally, it’s about the writing. The artistic component, the quality of the writing, 
the ideas, and the level of engagement with the pieces of the book drive our initial 
assessment, but there are many criteria that need to be met beyond that. 

• Criteria for Goose Lane: 
o Look at the quality of the writing. We are interested in writing that helps people 

to see things from a new perspective. 
o Question of relevance: Is this material that’s going to resonate with an audience 

that we can tap into? 
o Is this a book that we can represent effectively? 

• When looking for a publisher, the author will want to ensure that this is a good 
partnership. If you’re publishing a children’s book, you want to make sure you pick a 
publisher with a strong foothold in the children’s publishing market. 

• We recommend that the author go to the library and the bookstore, find the things that 
resonate with you (the quality of the writing, the look of the book, etc.) and take note 
of whose work is getting reviewed and who is publishing that work. Take note of social 
media and what the publishers are doing to bring the author to the forefront. 

• There are many resources available online to assist you in finding info on publishing. 
• The Writers’ Union of Canada has fabulous information on manuscript prep, agents, and 

publishers, and it is a springboard to other really good sites. 
• Agents: These are important to get! They are your advocate, your champion, your blind 

date coordinator. Their role is to seek out the best connections for you as a writer, and 
to pitch your book to a publisher and then negotiate with that publisher. 

• Typically, the agent doesn’t receive any remuneration until their author gets signed to a 
publisher, at which point they get a percentage (15% of your royalty), and then if there 
are right sales after that initial signing, it becomes 20% of your royalty. 

• The author writes the book, but the publisher takes the risk. In return, they give the 
author a royalty (10% of sales of the book). When an author signs a contract with a 



publisher, they receive an advance of their royalties based on projected sales of the 
book. 

• Poetry has a shelf life of about 400 copies. 
• For guide books, some of our numbers go as high as 18,000 copies 
• Royalties are typically stepped so that they are based on 2,000 copies, and then once 

sales increase over a threshold of 5,000 copies, the royalty percentage would increase. 
• Average earnings from a Canadian fiction title is $500 per year (maybe a surprise $34 

from library fees) 
• The sad truth is that it’s a pretty tough slog, and no one’s doing it for the money. Most 

authors write outside of a full-time job. 
• We talked about identifying your best partner and finding the best place to direct your 

manuscript. Once you’ve got a list, it’s okay to submit to several publishers at a time. It’s 
courteous to let people know it’s a simultaneous submission. 

• Goose Lane receives about 500 manuscripts a year, and it usually takes between 3-6 
months to respond to an author.  

• There is lots of info online about how to prepare a manuscript and write a cover letter. 
We want to be able to know about you as an author and we want to read your book. 

• Sometimes you can write an inquiry and see if the publisher wants to read a sample, 
but usually they say no because they want to see the whole thing. 

• Be prepared for rejection: out of the 500 manuscripts received annually, only 25 books 
will be published in that year. 

• In a rejection, you can expect to receive some information on why the manuscript is 
not being accepted, but it’s unlikely that you’ll get any editorial advice or analysis. 

• The Writer’s Federation of NB is a good way to get used to sharing and exposing 
yourself, as well as preparing yourself for that open dialogue about your work. 

• The stretchy shape of publishing – there are many variations on the theme. Goose Lane 
does things independently and in partnerships; on the selling front, we partner with 
Amazon. 

• Goose Lane identified fairly early on that there were a lot of projects that came onto 
the desk that we couldn’t publish (they didn’t fit with the mandate, etc.) but we were 
still interested in the project. So we developed the custom publishing project to help 
books find their publishers. 

• Goose Lane has produced many children’s books through the Born to Read program. 
Every person who gives birth in NB goes away from the hospital with a bag of books 
aimed at children 0-2. 

• There is a call for manuscripts and illustrators for baby books for Born to Read. 
• As a writer, that’s another collaborative relationship: Connecting with school boards. 
• Publishing vs producing: Publishers take a risk and invest in producing the book and 

finding the market. An advance on royalties is paid to the author up front. If the book 
succeeds, the publisher will share the revenue with the author in the form of a royalty. 

• Custom publishing: When a book is produced for someone else, they pay Goose Lane 
to create the book for them. The client/author makes the investment, and they take the 
risk themselves. (Customers often don’t have distribution networks or ISBN numbers, 
which Goose Lane can help with.)  



• We often ask authors if they’ve had anything published (i.e. publishing in a quarterly 
journal, etc. - it all counts). Submitting your work to a journal is a really good way to 
toughen up the rejection muscles, get yourself published and achieve readership. Go 
to your local newsstand and see what kind of magazines you’d like to submit to. Look at 
online magazines too, which are great things for publishers to see. 


