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E x E c u t i v E  S u m m a r y

The inaugural Petapan: First Light Symposium took place August 2014 in Millbrook, Nova Scotia as an initiative of the 
Atlantic Public Arts Funders (APAF) — a collaboration of the four independent arts councils of the Atlantic provinces. 
The event engaged Indigenous artists and arts practitioners from across Atlantic Canada, and many of the participants 
requested that it become a bi-annual event to build on the momentum and continue important discussions about the 
landscape of Indigenous arts in Atlantic Canada.

Results from the first Petapan Symposium showed that the event had a significant impact. Grant applications from 
Indigenous artists increased, as did inquiries to programming officers. An active Facebook group, Martitime Indigenous 
Artists (MIA) was created by a Symposium attendee, and has provided a space for information exchange and celebrating 
local successes. Furthermore, there were a number of attendees that indicated that they made connections that they hope 
will lead to artistic collaborations, and many attendees exchanged contact information to share advice, tips, and best 
practices.

It was made clear to APAF that Petapan was an important event, not just because of what artists and arts practitioners 
learned at the event, but also because of who they met and how those connections continue to play a role in their practice.

In 2015, planning was underway for a second Petapan Symposium; this time in Dieppe, New Brunswick. The mission 
stayed relatively the same — APAF wanted to offer a celebratory networking and information sharing event that provides 
Atlantic Canadian Indigenous artists and arts practitioners of all disciplines a space for dialogue, forging connections, 
and showcasing work.

Nearly 150 participants attended the second Petapan Symposium in June 2016. The Symposium featured keynote 
speakers, demonstrations, workshops, showcases, and disciplinary sessions. Speakers were invited from across Canada, to 
bring a National perspective to the conversation.

While Petapan still has room to grow and improve, the event was considered another success. Informally, APAF 
and steering committee members received feedback that the event ran smoothly and gave participants space to digest 
information, network, and ask questions.

The key message that came out of the Symposium is that Indigenous artists and arts practitioners in Atlantic Canada 
are building confidence to take their art to another level — whether that be to engage geographically broader audiences, 
or to work in a more contemporary realm, or to apply for professional arts grants, or to simply be comfortable with 
valuing their work and having a voice.
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i n t r o d u c t i o n

Atlantic Public Arts Funders

Atlantic Public Arts Funders (APAF) includes the New Brunswick Arts Board 
(artsnb), the Newfoundland and Labrador Arts Council (ArtsNL), Arts Nova 
Scotia (ArtsNS), and the Prince Edward Island Council of the Arts (PEICA). 
APAF members signed a Memorandum Of Understanding in August 2012 to 
collaborate on the following objectives: cooperation in analyzing, reviewing, 
and initiating cultural programs and policies; recognizing the significance 
of the arts to the well-being of our society and the long-term strategic 
importance of the arts to our economies; commitment to the enrichment 
of the social and economic well-being in this region through the diverse 
cultural expressions of all cultural groups; working cooperatively in areas such 
as arts education, curricula, and promoting and investing in our professional 
arts communities; and dedication to freedom of expression and the principle of 
arm’s length, peer-reviewed funding.

A Symposium for Atlantic Indigenous artists across Atlantic Canada in 2014 was one of APAF’s first joint initiatives. 
APAF’s goal was to celebrate the diversity, strength, and excellence of Indigenous arts practice in Atlantic Canada, as 
well as address the unique challenges facing Atlantic Canadian Indigenous artists and arts practitioners in terms of the 
creation, dissemination, and promotion of work. 

Steering Committee

It was determined that planning and programming would be best informed 
by a steering committee composed of Indigenous leaders and artists from 

across the Atlantic region. A steering committee was composed of the 
Executive Directors from APAF member organizations, the Coordinator 
of the Aboriginal Arts Office at Canada Council for the Arts, and nine 
Indigenous representatives from communities across the Atlantic 
provinces. Through a series of in-person and teleconference meetings, 
the steering committee was tasked with coming up with suggestions 

for workshop topics, session themes, speakers, facilitators, performers, 
and general flow of the event, as well as reaching out to their networks to 

promote the Petapan Symposium. 



Steering Committee Members

N A M E A F F I L I A T I O N L O C A T I O N

Steven Loft
Coordinator of the Aboriginal Arts Office, 
Canada Council for the Arts

Ottawa, ON

Christopher Shore Director, ArtsNS Halifax, NS

Akoulina Connell Executive Director, artsnb Fredericton, NB

Reginald Winsor Executive Director, ArtsNL St. John’s, NL

Heather Idt PEI Council of the Arts Charlottetown, PE

Ursula Johnson Visual Artist Eskasoni First Nation, NS

Shalan Joudry Board Member, ArtsNS/ Poet Bear River First Nation, NS

Stan Hill Board Chair, ArtsNL / Artisan Conne River Reserve, NL

Mitch Blanchard Resource Coordinator, Qalipu First Nation Corner Brook, NL

Jillian Larkham
Experience Development Officer, 
Nunatsiavut Government

Happy Valley, NL

Eliza Knockwood
Filmmaker / PEI Aboriginal 
Women’s Association

Abegweit First Nation, PE

Natalie Sappier
Aboriginal Outreach, artsnb /  
Visual & Performance artist 

Negotkuk Tobique 
First Nation, NB

Possesom Paul Dancer St. Mary’s First Nation, NB

Fran Francis Visual Artist
Metepenagiag 
First Nation, NB

Event Coordinator

The Executive Directors of APAF identified the necessity of engaging an Event Coordinator to manage the planning and 
implementation of the Symposium in collaboration with the steering committee, and to plan and execute all logistical 
and administrative aspects for the conference. Qualifications for the position included proven experience with event/
conference planning, working in a cultural/professional art milieu and experience working with diverse cultural groups. 
The successful candidate, Genevieve Allen Hearn, was contracted for one year to coordinate the 2014 Petapan Symposium. 
Maintaining the relationships that were built and inroads made in the Indigenous community by Allen Hearn during the 
first Petapan Symposium was deemed important. APAF renewed her contract for the 2016 Symposium.
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V i s i o n

Mission Statement

At a steering committee meeting for the first Petapan Symposium, committee members participated in an in-depth 
discussion about developing a vision for the Symposium. Prevalent themes were elicited from the discussion and a mission 
statement for the first Petapan: First Light Symposium was created. In October 2015, this mission statement was revisited 
and slightly revised to reflect the ongoing mission of a reoccurring event. The updated mission statement is as follows:

“To offer a celebratory event that provides Atlantic Canadian Indigenous artists of all disciplines a space for 
dialoguing, forging connections and exchanging promising practices. The event aims to instill confidence, 
impart relevant and timely information, and provide useful tools that support creative practices on a regional 
and national level.”

Identified Stakeholders

T Y P E W H O

Organizers ■  ArtsNS    ■  artsnb    ■  ArtsNL    ■  PEICA    ■  Petapan Steering Committee

Host Community ■  Elsipogtog First Nation

Participants ■  Indigenous artists and arts practitioners of all disciplines across Atlantic Canada

Speakers/Facilitators

■  Indigenous artists and arts practitioners

■  Representatives from cultural organizations and service agencies

■  Representatives from arts councils

■  Curators

■  Art educators and academics

Funders/Partners

■  Atlantic Canada’s four provincial arts councils

■  Canada Council for the Arts

■  TD Bank
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Objectives

Aspirations for Participants:

•  A community of Indigenous artists that feels more connected, informed, supported and understood
•  A networking opportunity for artists across disciplines from all four Atlantic provinces 
•  Increased communication and new synergies among Indigenous artists and arts practitioners across  

 Atlantic Canada
•  Increased awareness of and access to programs and services offered by provincial and national arts councils
•  An opportunity to build on skills and strengthen individual arts practices

Aspirations for APAF & Canada Council:

•  A positive shared experience for participants and organizers
•  An opportunity to listen and consult, in order for arts councils to become better informed and able to deliver 

 effective, culturally appropriate provincial and national programming strategies for Indigenous artists
•  Greater awareness of the landscape of Indigenous arts in Atlantic Canada
•  Ongoing rapport between arts councils and Indigenous artists

Methods:

•  Invite inspiring speakers and panelists
•  Provide an environment of support
•  Set an open, non-judgmental tone to the Symposium, where participants can feel comfortable to ask questions 

 and share their experiences
•  Honor Indigenous cultures by providing culturally appropriate food and rituals, inviting a host First Nations 

 community, etc.

Measurements of Success

S H O R T  T E R M L O N G  T E R M

■  110 Participants  

■  Indigenous Artist 
Directory

■  Positive Feedback

■  Increased synergies and new network connections among Indigenous artists 
in Atlantic Canada

■  Engagement of more Atlantic Canadian artists in the national dialogue on 
Indigenous arts practice

■  Improved, more responsive/better informed programming at arts boards 
across Atlantic Canada

■  A greater number of Indigenous artists accessing and succeeding in gaining 
support through programs and services offered by provincial and federal arts 
councils

■  Infrastructure developed to support and help network the engagement of 
Indigenous artists across Atlantic Canada

■  Increase in Atlantic Canadian Indigenous artists and arts practitioners 
participating in National exhibits, forums, conferences, etc.



Budget

The budget for the Petapan Symposium was developed with the intention of covering as much of the costs per participant as 
possible, removing potential barriers to access for Indigenous artists and arts practitioners, especially in remote communities. 
Costs were covered for registration, room and board, admittance to evening showcase events, opening reception, closing 
ceremonies and breakfasts and lunches. Since the cost of travel from Newfoundland and Labrador was prohibitive, the 
flights from Newfoundland and Labrador were covered.

F U N D E R A M O U N T

ArtsNL $ 40,000

ArtsNS $ 50,000

artsnb $ 40,000

PEICA $     7,622

CCA $  55,000

Sponsorship (TD) $    5,000

Surplus from 2014 $  23,2 1 0

TOTAL: $220,832

A detailed financial report can be found in the Appendices (Appendix A).
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M O N T H K E Y  A C T I V I T Y

October 
2015

■  Initial steering committee meeting in Dieppe, NB to develop goals and objectives, plan 
the structure of the event, determine the infrastructure needed to execute the event, 
identify strong keynote speakers, facilitators, and performers, and develop a sound 
communications strategy.   ■  Booked the Dieppe Arts & Culture Centre.

November 
2015

■  A project plan and communications strategy was circulated.

■  APAF reached out to potential partners and sponsors.

■  Invitations were sent to potential speakers, facilitators, and performers.

■  Updated media list.   ■  Updated Petapan brand and mission statement.

■  Blocked hotel rooms.

December 
2015

■  Teleconference with steering committee to discuss progress and fill any 
programmatic gaps.   ■  Updated registration site and website.

January 
2016

■  Launched the registration site.

■  Circulated first media release with date, location, and registration information.

■  Organized logistics including parking, airport shuttles, equipment, and catering.

February 
2016

■  Teleconference meeting with steering committee.

■  Contracted co-curators for art showcase.

■  Managed registration and communicated with participants as needed.

■  Reached out to Band Council at Elsipogtog First Nations.

March 
2016

■  Travel arrangements were made for speakers, facilitators, and NL registrants.  

■  Created information packages for participants and guests.

■  Created a poster and flyer for print and web circulation.

■  Finalized schedule of events.

P l a n n i n g  a n d  i m P l E m E n t a t i o n

Process

Starting in October 2015 APAF members and the Event Coordinator met monthly via teleconference, and every two 
months with the steering committee.

Timeline
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M O N T H K E Y  A C T I V I T Y

April 
2016

■  Teleconference meeting with steering committee to finalize details.

■  Secured hosts for evening events.   ■  Finalized plans for opening and closing ceremonies.

■  Designed symposium and showcase programs.

May 
2016

■  Sent info packages to participants and guests.   ■  Printed programs.

■  Site-visit and finalized of all logistical details.   ■  Created a volunteer schedule.

■  Updated evaluations forms, photo release forms, etc.   ■  Finalized all flights and room 
bookings.

June 
2016

■  Payments prepared for vendors and guest speakers/performers/facilitators.

■  Final media release circulated including information about public events.

■  Volunteer orientation.   ■  Placed signage around facilities and set up registration booth.

■  Event occurred, and was documented by a photographer and note-takers.

July - 
September 
2016

■  Notes and pictures were put on the website directly after the event.

■  APAF Debrief.   ■  Data from evaluations and notes collated and synthesized. 

■  Drafting of the report.

 

Branding

Title 

The name of the Symposium was created at the initial steering committee meeting. Petapan — First Light — indicates a 
breaking of dawn in both Innu and Maliseet.

Logo 

Natalie Sappier, a New Brunswick Indigenous artist, created a unique Petapan logo that 
was used in all publicity, documentation, and Symposium materials. The website, 

registration site, posters, program, and all other publicity materials were created 
to work cohesively with the logo design.

Location

Originally, the 2016 Petapan Symposium was going to take place in Charlottetown, 
PEI, using the Confederation Centre of the Arts facilities. However, the PEI Council 

for the Arts underwent major restructuring in 2015/2016, and the uncertainty made it 
necessary to investigate a different host province for the 2016 Symposium.

In the Summer of 2015, it was determined that Dieppe, New Brunswick would make an ideal 
location for the following reasons:

•  It is close to a First Nations community (Elsipogtog FN)
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•  It is a ten minute drive to an international airport
•  It has a cultural facility (Dieppe Arts & Culture Centre) with a theatre, studios for break-out rooms, a wide
   foyer for setting up networking and pop-up tables, an auditorium, and a professional gallery
•  It has accommodations that are walking distance/short drive to the Dieppe Arts & Culture Centre
•  The Dieppe Arts & Culture Centre has outdoor spaces for the sunrise ceremony and other outdoor activities
•  The Dieppe Arts & Culture Centre has a staff that could assist during the Symposium

Registration

Registration Process

Those interested in attending the Symposium could register in one of two ways — online or over the phone. A simple 
online registration form on Eventbrite was created to be congruous with the Petapan brand. The registration linked to 
the Petapan website, and vice versa. For participants who preferred not to register online, or did not have the ability to 
do so, a phone number was provided on all public materials. The Event Coordinator fielded the calls and filled out the 
online registration form over the phone.

Registration was launched at the end of January 2016. Registration filled up very quickly — within one month the 
Symposium was half full, and by early May it had reached full capacity. This is largely due to the positive experience 
of previous attendees, and word-of-mouth referrals. Those that did not register by the time capacity was reached had 
the opportunity to put their names on a waiting list. By early June some registrants had to cancel their registration, so 
everyone on the waiting list was given the opportunity to register.
Registration Packages

Once registered, participants received a package via email including information about accommodation, travel, and 
opportunities to showcase their work. For those who did not have email, the Event Coordinator placed a direct phone 
call and provided information. It was challenging, however, to reach those that do have access to email, but infrequently 
check their email accounts. Once again, a few attendees reported not receiving information.
Registration Desk 

A final registration list was exported from Eventbrite so attendees did not have to present tickets at the information 
desk when they signed in.

Upon arriving at the Symposium, attendees were asked to sign the following forms: 
•  A photo release form (if participants did not want their photo taken during the symposium, they were given 

 a different color lanyard for their nametag)
•  A form that offered the option of being included in an Indigenous Artist Directory for the reference of, 

 and future contact by, APAF affiliates and the Canada Council for the Arts
Participants received a Symposium program, and were asked to pre-register for workshops and disciplinary sessions, due 
to a few sessions having a maximum capacity. For those attendees who did not receive or open their online registration 
package, they came unprepared to sign up for the workshops and disciplinary sessions of their choice. This caused some 
slight congestion at the registration desk at the Thursday evening reception.



One or two staff members stayed at the information desk at all times during the 
Symposium in the event that a participant showed up late or had a question.
Registration Challenges

Twenty-six registrants did not show up to the Symposium. The numbers were balanced 
out slightly by ten non-registrants that showed up to the event, but ultimately, there 
were unrecovered costs as a result of no-shows. On the first night of the Symposium 
there were fifteen hotel rooms that remained empty. The next day the hotel bookings 
were cancelled. 

Logistics

Travel

From the outset, it was determined of great importance to cover the flights of attendees 
traveling from Newfoundland and Labrador, where the costs of travel could be 
prohibitive. $20,000 was earmarked to cover this cost. 
A letter of request was created and disseminated so that NL attendees could also 
approach their Band Councils for help with travel funding. A number of attendees 
tried this route, but none were successful in securing funding.
The Event Coordinator retrieved information from NL attendees in order to book their 
flights. Flights were booked through the administrative staff at ArtsNL. Three bookings 
were cancelled due to schedule conflicts that the registrants hadn’t predicted. ArtsNL 
was able to receive a credit, but not a cash reimbursement for these cancelled flights. 
The Moncton international airport is only a ten-minute drive from the Symposium 
hotels. The cost of cabs to and from the airport was covered. Once at the hotel, there 
were two volunteers shuttling NL attendees to and from the Dieppe Arts & Culture 
Centre in vans. This worked smoothly, besides a few incidents where attendees missed 
catching the shuttle in the morning, and had to call the Event Coordinator for a 
pick-up.
Accommodation

Sixty rooms were booked at the Chateau Moncton and forty rooms were booked at 
the Best Western in Moncton. Two hotels were necessary, as 100 rooms were unable 
to be blocked at one hotel. There were, however, some logistical challenges with using 
two hotels, such as attendees that carpooled being placed in two different hotels. 

Booking the accurate number of rooms was also a challenge, as many registrants 
did not show up for the Symposium, or arrived on a different day than was indicated 
on their registration form. There was a bit of shuffling hotel rooms at the last minute, 
and fifteen hotel rooms remained empty on the first night. 



Despite these challenges, the hotels were very accommodating. They allowed 
for last-minute room shifts, provided easels in the lobby areas for a Symposium 
itinerary, and offered complimentary breakfasts, which reduced the need for a full 
breakfast at the Dieppe Arts & Culture Centre.

Programming

Speakers/Facilitators/Performers

The steering committee identified a list of potential speakers, facilitators and 
performers in October 2015, and invitations were sent out in November 2015. As 
gaps in the programming were identified, invitations continued to go out until 
end of March 2016. 
Speakers, facilitators and performers were selected based on experience on a regional 
and national level, expertise, and a proven record of success in their particular 
field. When making recommendations, committee members ensured there was fair 
representation from all four Atlantic provinces, nations within the provinces, and 
all artistic disciplines, including visual art, performing art, literary art, and film.  
Scheduling

In planning the schedule of events, the steering committee attempted to strike 
a balance between information sessions, time for discussion and exchange, and 
time for rest and socialization. Each day included a plenary session, information 
sessions, and time to network or participate in discussion. The lunch break was an 
hour long, with an energizer activity during the last ten minutes. There were never 
back-to-back sessions where attendees were asked to sit and listen — the schedule 
offered a balance of passive listening and active participation.

It was indicated at the 2014 Petapan Symposium that attendees wanted more 
hands-on activities, whereby they could actively participate in art making. For this 
reason, the steering committee decided to change the panel sessions to disciplinary 
sessions. The disciplinary sessions were much more participatory, and attendees 
were asked to bring something they were working on to a few of the sessions. As 
an example, the Story Circle disciplinary session asked attendees to share a story 
they were working on, and the group collectively shared feedback and observations 
to help strengthen the story.

The steering committee also took measures to consider suggested workshop 
topics from the 2014 Petapan Symposium feedback. For instance, an overwhelming 
amount of 2014 attendees requested a workshop on grant writing. As a result, 
running a grant writing workshop was a top priority for the 2016 Symposium.
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Workshops

There were three concurrent workshops on Friday and Saturday, of which participants had to choose one to attend. 
Workshop topics included:

•  Arts Funding Basics: Arts Councils, grants, and the peer assessment system (facilitated by Steven Loft, 
Canada Council for the Arts, and representatives from the three Atlantic arts councils)

•  Having What you Need to Succeed as an Artist (facilitated by France Trépanier — an adaptation from the 
Cultural Human Resource Council’s The Art of Managing Your Career for Aboriginal Artists Series)

•  Has the Artist Been Paid? (facilitated by Susan Tooke, National President of CARFAC)
•  National Engagement Strategies for Indigenous Artists (facilitated by Clayton Windatt, Aboriginal Curatorial 

Collective)
•  Aboriginal Artists and the Canadian Art System (facilitated by France Trépanier — an adaptation from the 

Cultural Human Resource Council’s The Art of Managing Your Career for Aboriginal Artists Series)
•  Getting Export Ready (facilitated by Jean Surette, MusicNB).

Disciplinary Sessions 

There were three concurrent disciplinary sessions on Friday and Saturday, of which 
participants had to choose one to attend. Disciplinary topics included: 

•  Critical Mass Project (facilitated by the Indigenous Performing 
Arts Alliance)

•  Story Circle (facilitated by poet Shalan Joudry)
•  Inuit Throat Singing (facilitated by throat singers Debbie Lyall 

and Sophie Angnatok)
•  Point-of-View Documentary Filmmaking (facilitated by 

filmmaker Sonia Boileau)
•  Getting Published (facilitated by publisher Julie Scriver)
•  There’s Always a Workaround (facilitated by community artist 

Cheryl L’Hirondelle)
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Demonstrations

There were three concurrent demonstrations on Saturday, and participants were free to walk around and visit each 
demonstration. Demonstrators brought material so that participants could get hands-on experience with the craft. 
Demonstrations included:

•  Beadwork (Bernadine Perley)
•  Quillwork & Birch Bark Containers (Robert McEwan)
•  Basket Making (Sandra Racine)

Film Screenings

Attendees were given the opportunity to show their films on Friday evening in the Dieppe Arts & Culture Centre 
auditorium. The film-screening program included:

•  Harvest Your Heart — Shannon Webb-Campbell
•  Made in Ktaqamkuk — Meagan Musseau
•  Wəlaswəltəmwakən — Carly Sappier
•  Maq and the Spirit of the Woods — Phyllis Grant
•  Honouring the Past, Present and Future — Marjorie Lewis Paul 
•  Red Clay — Mark Ennis
•  It’s Not Your Fault — Raven Davis 
•  The Oka Legacy — Sonia Boileau

Christopher Shore, Director of ArtsNS, was the Emcee for the evening.
Performing Arts Showcase

APAF expressed interest in offering a true Showcase event, inviting buyers to attend, and increasing the exposure of 
export-ready Indigenous performing artists. Jean Surette, Executive Director of MusicNB, attended the first steering 
committee meeting in October, and indicated that he could help find a presenting partner if Showcase funding pulled 
through. APAF hoped that Canadian Heritage would fund 50% of the Showcase, with the other 50% of funding coming 
from private sponsors and ticket sales. However, the Showcase did not meet the criteria for the Canadian Heritage grant. 
TD Bank made a last-minute contribution of $5,000, which supplied enough money to pay performer fees and expenses. 
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MusicNB reached out to buyers, but the delayed invite, combined with lack of funding 
for a professional Showcase, resulted in no attendance from buyers. 

Despite this, the Performing Arts Showcase on Saturday evening was a highlight 
of the Symposium, with a broad range of performances in the Dieppe Arts & Culture 
Centre’s Auditorium. The general public was invited to attend, but lack of media 
uptake and no marketing budget resulted in a poor show outside of Symposium 
attendees.

Performers included:
•  Deantha Edmunds-Ramsay — Classical singer, NB
•  Susie Debbie Lyall & Sophia Angnatok — Traditional Inuit throat singers, NL
•  Rebecca Thomas — Spoken word artist, NS
•  Hubert Francis & Eaglefeathers — Rock band, NB
•  Mi’kmaq Legends — Theatre group, PE
•  Gordon White (Emcee) — Playwright and Actor, NS
•  At the end of the Showcase, the participants that attended the Community Art disciplinary session gave 

a guerilla performance, where they led the audience outside and created a ‘light tipi’ with flashlights and 
burning sage. An elder drummed and the crowd sang along. It was a memorable and poignant moment at the 
Symposium (as seen on the cover image).

Gallery Exhibit

The Gallery Exhibit presented another funding challenge. It was important to APAF and the steering committee that a 
gallery was professionally curated at the 2016 Symposium. Originally, APAF had earmarked $20,000 for a curated exhibit, 
however with the uncertainty of funding from the PEI Council for the Arts, this budget item was one of the first to be 

affected. Luckily, the Canada Council for the Arts pulled through with $15,000 of 
funding, and Raven Davis and Aiden Gillis were hired in April 2016 to co-curate 

an exhibit of Indigenous visual artists across Atlantic Canada. Elisha Lim also 
worked on the exhibit as part of their practicum at NSCAD.

Davis and Gillis had a very short timeframe to pull the exhibit 
together, but the end result impressed everyone at the Symposium. 
The visual artists included in the exhibit were:
•  Amanda Robertson-Hébert, ON
•  Charles Doucette, NS
•  Jennie Williams, NL

•  Dozay Christmas, NS
•  Rose Anne Bernard, NS

•  Davidee Ningeok, NL
•  Jean Michael Jacobson, NS

•  Eastern Eagle: Drum Group, NB/NS



The curatorial statement was as follows:
Wsitqamu | Nunak | Ktahkomiq | Land

The Land is Our Story and We Are the Land

“We can no longer say Indigenous people have just started talking about and making art 
about the LAND and their relawtionship to it. While we fight for LAND recognition 
and the protection of our LAND resources, museums and galleries still perceive our 
art as primitive and rudimentary, erasing our voices from the history books and art 
institutions. We are finally reclaiming what has been taken from us. We are reclaiming 
a sense of belonging and inherent right and sovereignty to this LAND and how we 
choose to make art without following colonial scripts of what is “traditional.” Our 
languages have seamlessly blended into each other, flowing from how we use the 
LAND, to what we call it, to how we tell stories about it, to how we use it. The 
dialogue of LAND has remained a focal point in all of our discussions. We protect 
it, fight for it, make art from it, speak to it, create new stories from it and honour it.

For years, curators, collectors and educators have fetishized Indigenous art. 
They have grouped it in archaeological narratives and frozen our stories in time 
for others to “explore” and appropriate. This year, Petapan’s First Light exhibit of 
Atlantic Indigenous Art reclaims space in a contemporary gallery in the unsurrendered 
territory of the Mi’kmaw and Maliseet. Shadowing the rivers of Dieppe, this curated 
show will exhibit various encapsulations of what LAND means to seven Indigenous 
Atlantic artists.”
Pop-Up Shops

At the 2014 Petapan Symposium a number of attendees brought their own work to 
showcase and sell during lunches and breaks. This, combined with ArtsNL’s success 
with a pop-up shop event at their provincial Indigenous Arts Symposium, prompted 
the steering committee to plan a pop-up shop opportunity for Symposium attendees. 
On the registration form, attendees could book a table to show and sell their work. Due 
to a high number of registrants requesting a table, the pop-up shops were spread over 
two days — half on Friday and half on Saturday. The steering committee determined 
that the pop-up shops should not interfere with scheduled events such as workshops 
and disciplinary sessions. Logistically, they also could not be set up during lunches, 
as the foyer was being used to set up buffet tables during that time. So, it was agreed 
that the pop-up shops should be slotted between regular programming and evening 
events, in the hopes that Symposium attendees would either stay a bit later or come 
a bit early to the evening events to patronize the tables. 

As it turned out, not many Symposium attendees stayed late or came early to 
visit the tables, so one prevalent piece of feedback received was that pop-up shops 
should be held during lunch hours. 



Schedule of Events

T I M E A C T I V I T Y V E N U E

T H U R S D A Y  J U N E  1 6

7 PM Gallery viewing/ Opening reception Gallery/Atrium

  Early registration  

F R I D A Y  J U N E  1 7

8 AM Sunrise Smudging Ceremony Outside Culture Centre

  Registration & Refreshments Atrium

9 AM Welcome Auditorium

9:45 AM Opening Keynote Address  — David Garneau Auditorium

11 AM

Workshops  A 
■  Arts Funding Basics: Art councils, grants and the peer 
    assessment system (Dance Studio) 
■  Having What You Need to Succeed as an Artist 
    (Multi-purpose Room) 
■  Has the Artist been Paid? (Auditorium)

DS/MPR/Auditorium

12:30 PM Lunch Atrium/Outside

1:30 PM

Disciplinary Sessions  A 
■  Critical Mass Project (Auditorium) 
■  Story Circle (Multi-purpose Room) 
■  Inuit Throat Singing (Dance Studio)

DS/MPR/Auditorium

3:30 PM Networking Tables Atrium

5 PM Pop-up Shops & Break for Dinner Atrium

7 PM Short Film Screenings Auditorium

S A T U R D A Y  J U N E  1 8

8 AM Registration & Refreshments Atrium

9 AM Group discussions Auditorium

10:30 AM

Workshops  B 
■  National Engagement Strategies for Indigenous Artists 
   (Dance Studio) 
■  Aboriginal Artists and the Canadian Art System 
   (Multi-purpose Room) 
■  Getting Export Ready (Auditorium)

DS/MPR/Auditorium

12 PM Lunch Atrium/Outside
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1 PM

Disciplinary Sessions  B 
■  POV Documentary Filmmaking (Auditorium) 
■  Getting Published (Multi-purpose Room) 
■  There's Always a Workaround (Dance Studio)

DS/MPR/Auditorium

3 PM

Demonstrations  
■  Beadwork (Sculpture Studio) 
■  Basket Making (Multi-purpose Room) 
■  Birch Bark Containers (Dance Studio)

DS/MPR/SS

5 PM Pop-up Shops & Break for Dinner Atrium

7 PM Performance Showcase Auditorium

S U N D A Y  J U N E  1 9

9 AM Canada Council for the Arts Presentation Auditorium

9:30 AM Next Steps Discussion Auditorium

10:30 AM Closing Keynote Address — Ursula Johnson Auditorium

12 PM Closing Lunch Lou MacNarin School

A full program can be found on the Petapan Symposium website at 
https://firstlightsymposium.wordpress.com/2016/03/07/schedule/.

Staffing

ArtsNS and artsnb provided staff members to assist on the weekend of the 
Symposium. This gave staff an opportunity to observe, participate, and 
develop a rapport with the attendees.

A steering committee and staff orientation took place on 
Thursday, before the Opening Reception. Tasks were delegated 
to staff members to ensure the event ran smoothly and was well 
documented. Tasks included:

•  Note-taking
•  Introducing speakers and facilitators
•  Facilitating discussions
•  Registering participants at the information desk
•  Driving participants to and from the symposium venue
•  Handing out and collecting evaluations
•  Handling any inquiries and troubleshooting when necessary
•  Akoulina Connell, Director of artsnb, was the Master of Ceremonies throughout the three days. She intro-

duced keynotes speakers, handled any housekeeping announcements, and managed the flow of the event. 
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Publicity

Three objectives were identified in the external communication strategy:
•  Get the word out to the 11 identified Indigenous groups across Atlantic Canada
•  Use diverse methods of promotion (radio, print, TV, word-of-mouth, social media)
•  Fair representation of Indigenous communities through public messaging and promotion. 

The messaging strategy involved Indigenous spokespeople who were also members of the steering committee whenever 
possible for public messaging (interviews, written articles, etc.). Three steering committee members — Ursula Johnson 
(Nova Scotia), Stan Hill (Newfoundland and Labrador) and Natalie Sappier (New Brunswick) were designated official 
spokespeople for media interview requests. The key messaging emphasized inclusivity (open to anyone who self-identified 
as an Indigenous artist), and accessibility (no fees to attend, rooms and food covered, etc.).

O B J E C T I V E K E Y  M E S S A G I N G

Blurb for 
General Public

Indigenous artists and arts practitioners from across Atlantic Canada are invited to 
participate in the second Indigenous Arts Symposium for Atlantic Canada. 
The free 3-day event will take place at the Dieppe Arts & Culture Centre in Dieppe, 
New Brunswick. Petapan: First Light will feature keynote speakers, artist talks, panel 
discussions, workshops,  public showcase events, and will provide a space 
for celebrating art and forging connections.

Statement 
of Intent

Petapan aims to celebrate the diversity, strength, and excellence of Indigenous 
arts practice in Atlantic Canada, as well as address the unique challenges facing 
Atlantic Canadian indigenous artists and arts practitioners in terms of the creation, 
dissemination, and promotion of work. 

Identified Need

For those Indigenous artists who work in remote communities in relative isolation, 
geographical barriers can impact having a direct say in how they would like to see 
their practice supported or in accessing an audience/market. The Atlantic Public 
Arts Funders hope that improved lines of communication with Indigenous artists 
across Atlantic Canada can help lead to more responsive programming and support 
mechanisms.



Publicity methods:

•  Two media releases were sent through the arts councils, capitalizing on their pre-existing media contacts 
and connections. Media releases included Indigenous Arts Symposium Back by Popular Demand (January) 
and Symposium Attracts 150 Indigenous Artists & Art Practitioners From Across Atlantic Canada & Offers Public 
Experiences in Dieppe (June)

•  An electronic print-ready poster and flyer were sent to steering committee members, arts councils, and band 
councils for dissemination among First Nations communities

•  Regular updates to the Petapan Facebook group (172 members) announcing speakers, registration 
information, and special events

•  Direct contact with suggested public figures in the media that cover Indigenous stories
•  Word-of-mouth promotion through program officers and steering committee members

The Saturday evening performance showcase was advertised as a separate event to the community at large by:
•  Hanging posters around Dieppe
•  A poster in the Dieppe Arts & Culture Centre’s newsletter and events listings
•  Information disseminated through MusicNB and TD Bank

The Symposium was covered, to APAF’s knowledge, by the following media outlets:
•  Telegraph Journal (newspaper) — New Brunswick
•  The OKâlaKatiget Society (radio) — Labrador
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•  Dieppe Arts & Culture Newsletter (online) — Dieppe, Nova Scotia
•  Indigenous Performing Arts Alliance (online) — Canada
•  Four Atlantic Arts Councils (online & word-of-mouth) — Atlantic Canada

Lack of media attention was once again disappointing. As observed at the 2014 Petapan Symposium, the modest response 
in the media is indicative of the challenges that Indigenous artists continue to face today — not receiving the recognition 
and public awareness that is deserving of their work.
Website

A WordPress site was built for the 2014 Petapan Symposium, and was updated for the 2016 Symposium. Leading up to 
the event the website included:

•  Registration link
•  Schedule of events
•  Speaker/Performer bios and headshots
•  Description of event
•  Vision/Mission
•  Information on accommodation and transportation
•  Background on APAF
•  Contact information.

Subsequent to the event, the website was updated to include the following:
•  Pictures of the Symposium
•  Notes from keynotes and panel discussions
•  Links to films that were shown at the film-screening
•  Final report

Documentation

Photography

Caroline Solomon, a young photographer from Tobique First Nation, was 
hired for the entire duration of the Symposium. She received instructions to 

only take photos when culturally appropriate (i.e. not during the Sunrise 
Ceremony or prayers) and to avoid taking photos of anyone wearing a 
green lanyard (which signifies that they did not agree to the photo release 
terms). The photos were put on the website and Petapan Facebook page, 
and can be used in presentations and reports about the Symposium. 

Note-taking

Staff members took notes during workshops, disciplinary sessions (when 
possible), and discussion activities. Notes have been posted on the website 

as a public resource. 
Notes can be found in the appendices (Appendix B).
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t h E  E v E n t

Attendance

One hundred and forty-nine artists and arts practitioners registered for the Symposium, and one hundred and twenty-
three actually attended. Of the one hundred and twenty-three attendees, nine were non-Indigenous speakers/facilitators 
or speakers/facilitators from outside of Atlantic Canada, eleven were staff or Directors of arts councils, and seven were 
observers, which leaves ninety-six Indigenous artists and arts practitioners from across Atlantic Canada.

Observers included a representative from New Brunswick’s Tourism & Culture Department, two observers from 
Canadian Heritage, the Canada Council for the Arts, the National Art Centre, and two observers from the NB Crafts 
Council.

Speakers & Demonstrators: 
•  David Garneau (SK) — Opening Keynote
•  Ursula Johnson (NS) — Closing Keynote
•  France Trépanier (BC) — Workshop Facilitator
•  Steven Loft (ON) — Workshop Facilitator
•  Susan Tooke (NS) — Workshop Facilitator
•  Jean Surette (NB) — Workshop Facilitator
•  Clayton Windatt (ON) — Workshop Facilitator
•  Sonia Boileau (QC) — Disciplinary Session Facilitator
•  Cheryl L’Hirondelle (ON) — Disciplinary Session Facilitator
•  Julie Scriver (NB) — Disciplinary Session Facilitator
•  Shalan Joudry (NS) — Disciplinary Session Facilitator
•  Debbie Lyall and Elizabeth Angnatok (NL) — Disciplinary Session Facilitator
•  Sandra Racine (NB) — Demonstrator
•  Bernadine Perley (NS) — Demonstrator
•  Robert McEwan (NS) — Demonstrator
•  Natalie Sappier (NB) — Discussion Facilitator

Breakdown of attendance by province:

P R O V I N C E A T T E N D E E S

Nova Scotia 34

New Brunswick 48

Newfoundland and Labrador 18

Prince Edward Island 12

Other 11

Total 123
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It was very positive to see an increase in attendance by PEI artists and arts practitioners. At the 2014 Petapan Symposium, only two 
attendees came from PEI, largely due to the date conflicting with Pow-wow season in PEI. Involvement of PEI attendees was much 
more visible this year, and the word-of-mouth referrals will be critical in further fostering relationships with Indigenous artists in PEI. 

Discussions

Saturday Morning Discussion Report

Themes for the discussion activity on Saturday morning were determined on Friday evening by the steering committee 
with the aim to draw out the common issues, concerns and ideas that were brought up during informal discussions on 
the first day. Three topics were chosen for round-table discussions, and a discussion facilitator was assigned to each table 
to keep conversation moving and on track. 

S A T U R D A Y  M O R N I N G 
D I S C U S S I O N  T O P I C S

M A I N  P O I N T S  D R A W N  F R O M  D I S C U S S I O N

Artists and Reconciliation

■  Reconciliation is different for everyone

■  Struggling with identity/loss of identity

■  Missing our culture; still finding ourselves

■  Lost language, lost experiences. Fighting to get back what we lost

■  Learning to teach younger generations

■  There should be something in the 94 calls to action about healing 
through art (Canada’s Truth and Reconciliation Commission)

■  Art is such an important tool for healing and projects focused on 
healing should be funded

■  Indigenous art isn’t just art, it is healing. It is culture, history, 
brings back who we are

■  Art gives people a voice
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Funding & Peer Review Process

■  It’s very helpful to sit on the jury to learn about the process

■  Relationship building: understanding where projects can fit within 
funding opportunities

■  You have to plan ahead and reach out

■  Paying minimum artist fees is a must

■  Ask for what you need (artist)

■  Award high ranking proposals what they ask for (jury)

■  Advocate for more arts funding to award more grants (all of us)

■  It’s positive to have peers discuss your work and receive feedback

■  It’s important to have indigenous artists/people at the table

■  Encourage Indigenous artists to apply to sit on the jury

■  Opportunities to shadow someone on a peer jury could be  
helpful

■  Arms length process is important

■  It’s important to learn from past experiences and re-apply

■  More applications = more funding over time

■  Low application rate in Atlantic Canada means not much 
competition. APPLY!

■  The grant application process gets easier each time

■  Canada Council does outreach. Call them! If you have a group, 
they will come to you

What workshops or professional 
development opportunities would 
you like to see?

■  More resource workshops

■  Workshops that focus on performing arts (music and dance in 
particular)

■  Marketing 

■  Distribution, social media

■  Dissemination of artist work online

■  Help with artists talks/presentations

Sunday Morning Discussion Report — Next Steps

On the last day of the Symposium, steering committee member Natalie Sappier facilitated discussions, and steering 
member Ursula Johnson, along with Symposium attendee Meagan Musseau, synthesized discussions during their closing 
keynote delivery. 

Natalie Sappier divided attendees into small groups and asked them to do a visioning exercise together, offering 
a list of what they’d like to see accomplished in the Indigenous arts field. A spokesperson at each group then took the 
podium to share their list. 



24

PETAPAN: First Light Symposium Final Report

C O M M O N  T H E M E S I N D E P E N D E N T  S U G G E S T I O N S

Regular Indigenous 
arts events

■  Keep holding Petapan events    ■  Need an Atlantic Aboriginal Arts 
Festival (Tara Francis, Nancy Oakley — contact them!)    ■  There is an 
Indigenous Arts Festival in Newfoundland (Spirit Song Festival)

 ■  Organize a festival to celebrate Atlantic Aboriginal Arts and engage 
communities that work happens in (Indigen-East)

Breaking out of isolation/ 
Connecting with other 
Indigenous artists

■  Spread the word about Maritime Indigenous Artists (MIA) — Facebook 
group run by Allan Saulis    ■  Provide a contact list from Petapan 
(names, emails, disciplines) and also a list of similar events across 
Canada    ■  Petapan provides a gathering of like minded people:

■  Sharing ideas: strong sense of community    ■  Coming together again 
from previous Petapan    ■  Community within ourselves

■  Committee standing behind and supporting Indigenous artists
■  Band Councils should play a role in connecting the arts and getting 

the message out

Develop informational 
resources

■  I don’t need to know everything but I need to know where to look
■  Database of peers    ■  Share information on upcoming funding 

opportunities

Broaden scope to include 
national partners/initiatives

■  Invite people from other places to attend Petapan — proud to be here 
and connect    ■  A multidisciplinary group of artists to come together 
to tour through major cities and Europe

Inclusivity

■  Subgroups within the Indigenous arts community (people with 
disability, LGBTQ, etc.). Important to acknowledge and support, maybe 
organize groups to network and generate a vision to strengthen 
awareness    ■  Multi-generational approach — need to remember 
trailblazers, while also celebrating young artists

Identity and implications 
of being labeled an 
‘Indigenous Artist’

■  Redefining ourselves — changing terminology    ■  Discuss challenges 
of how to present Indigenous arts in the arts space rather than 
commercial space — being an Indigenous artist vs making Indigenous art

Regional strategies for 
Indigenous artists

■  We need to come together to work on regional strategic 
programming — Petapan is a result of this    ■  Indigenous voices should 
push in PEI for more support — very helpful when it comes from the 
community
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E v a l u a t i o n

Evaluation Methods

Both quantitative and qualitative methods of evaluation were established, as well as short and long-term measurements 
of success. Long-term measurements of success will be monitored over the 12 months following the Symposium, so these 
indicators will not be available for this report.
Quantitative Methods of Evaluation

M E A S U R E M E N T 
O F  S U C C E S S

E V A L U A T I V E 
M E T H O D S 

P A R T I E S 
R E S P O N S I B L E

110 Participants Attendance count at Symposium Event Coordinator

An Indigenous Artist Directory
A continuation of the Artist Directory 
created at the first Petapan 
Symposium

Event Coordinator

Increase in Atlantic Canadian 
Indigenous artists and arts 
practitioners participating 
in national exhibits, forums, 
conferences, etc.

Track the number of grant 
applications from Indigenous artists 
interested in exhibiting/performing, 
or attending a forum outside of 
Atlantic Canada

Arts Councils & Boards

Increased synergies and new 
network connections among 
Indigenous artists in Atlantic 
Canada

Track networks (both formal and 
informal) organized by Indigenous 
artists and arts organizations as a 
response to the conference

Arts Councils  & Boards

A greater number of 
Indigenous artists accessing 
and succeeding in gaining 
support through programs and 
services offered by provincial 
and federal Arts Councils  & 
Boards

Track number of applications, 
submissions, registrations, etc. for 
programming and grants

Arts Councils  & Boards

Improved, more responsive/
better informed programming 
at arts boards across Atlantic 
Canada

Track number of programs revisited 
and improved as a result of the 
conference

Arts Councils  & Boards
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Qualitative Methods of Evaluation 

M E A S U R E M E N T S 
O F  S U C C E S S

E V A L U A T I V E 
M E T H O D S

P A R T I E S 
R E S P O N S I B L E

Positive feedback and interest in 
holding similar events/ 
A community of artists that feel 
celebrated, empowered and 
valorized

■  On-site surveys

■  Speak to participants and 
attendees informally during 
and after the Symposium

■  Debrief with steering 
committee

Event Coordinator 
& Steering Committee

Short Term Success Indicators:

•  The Symposium was filled to capacity and all who attended expressed benefits: reduced isolation; heightened 
awareness of who is practicing in each discipline; improved awareness of what resources are available to 
support artists.

•  Attendee feedback shows evidence of a positive experience at the Symposium.
•  The Indigenous Artist Directory compiled in 2014 originally had 76 artists. It has now been updated and has 

information on 130 artists.
Evaluation Results

Participants were asked to evaluate Symposium segments on a scale from 1 – 5. The results are as follows:

S E G M E N T A V E R A G E  R E S U L T S

Keynote Speakers 4.5

Workshops 4.3

Discussion Activities 4.3

Demonstrations 4.4

Disciplinary Sessions 4.1

Gallery/Showcase Events 3.9

Networking Tables 3.8

The comments revealed that participants were appreciative that APAF committed to running a regular Symposium, and 
they found the connections that they made at the Symposium the most valuable take-away. A number of participants 
commented on ‘breaking out of the bubble’ or getting the sense that they are ‘not alone’. They also commented on having 
more confidence and the knowledge required to apply for a grant or to look for other funding opportunities.



There were three questions on the evaluation form and a number of repeated 
themes emerged:

What was the most important thing you learned at the Symposium?

•  Networking / meeting artists and practitioners  
•  Awareness of who is out there and what they are doing 
•  Information on granting bodies and how the government 
   is supporting artists 
•  Encouragement from other artists and support from Arts 
   Councils/Boards 
•  Putting a fair value on artwork

Describe one thing you would change about the Symposium:

•  Choose a different time for the pop-ups shops, when more people 
   are around 
•  A gallery space that can include all artists in attendance 
•  More focus on artistic disciplines besides visual art and craft (literary arts, music, performing arts) 
•  Handouts of information/resources 
•  More media coverage/marketing pop-up shops to the general public

How might your practice change as a result of the symposium?

•  Will apply for more grants / better understanding of the funding available for artists 
•  Collaboration / build my network  
•  Courage to shift from traditional to contemporary 
•  Inspired to succeed on a larger scale



c o n c l u S i o n

The Petapan: First Light Symposium was once again very well received by both attendees and participants. The Symposium 
met its short-term objectives by providing a networking opportunity for Indigenous artists across disciplines from all four 
Atlantic provinces, increased synergies among Indigenous artists and arts practitioners across Atlantic Canada, increased 
awareness of and access to programs and services offered by provincial and national arts councils, provided an opportunity 
to build on skills and strengthen individual arts practices, and resulted in a community of Indigenous artists that feels 
more connected, informed, supported and understood. 

Over time, arts councils will track applications, phone calls, and inquiries from Indigenous artists across Atlantic 
Canada to assess whether the Symposium has met long-term objectives. 

There were a few reoccurring challenges at both Petapan Symposiums. Media coverage was low again, which resulted in 
lack of attendance from the local community at the showcase and pop-up shop events. As well, unreliable communication 
methods with registrants resulted in a number of absent artists without notification. 

A couple new challenges were experienced at the 2016 Petapan Symposium. The wait for funding postponed some 
of the planning, resulting in a short timeframe to plan the Gallery Exhibit and Performing Arts Showcase. In addition, 
the uncertainty surrounding the PEI Council for the Arts meant that they could not be present at the event. 

Overall, the second Petapan Symposium reinforced APAF’s commitment to supporting Indigenous artists and arts 
practitioners in Atlantic Canada, and demonstrated to attendees that their voices were heard when they requested another 
event. Petapan is a two-way street when it comes to information exchange — while attendees learned about the resources 
available to them through arts councils and other arts organizations, the APAF Directors can also use the Symposium 
feedback to further hone their Indigenous programming and develop a clearer vision for the future. 

Future Plans

APAF has resolved to attempt to conduct a third Symposium in Newfoundland and Labrador. A number of locations 
have been recommended, and will be brought to the steering committee for discussion. Funding will be the major factor 
in whether a Petapan Symposium in Newfoundland and Labrador is feasible, as attendees from Nova Scotia, PEI, and 
New Brunswick would need assistance with the cost of flights.
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a P P E n d i x  a   —   2 0 1 6  f i n a n c i a l  r E P o r tAppendix	  B	  -‐	  Petapan	  2016	  Financial	  Report

REVENUES
Canada	  Council	  for	  the	  Arts 55,000.00$	  	  
Arts	  Nova	  Sco:a 50,000.00$	  	  
ArtsNL	  (Newfoundland	  and	  Labrador	  Arts	  Council) 40,000.00$	  	  
New	  Brunswick	  Arts	  Board	  (artsnb) 40,000.00$	  	  
Prince	  Edward	  Island	  Council	  for	  the	  Arts 7,622.00$	  	  	  	  
TD	  Canada	  Trust 5,000.00$	  	  	  	  
2014	  Symposium	  Surplus 23,210.00$	  	  

TOTAL	  REVENUES $220,832

EXPENSES
Event	  Coordinator	  Contract	  Fee 40,000.00$	  	  
Steering	  CommiRee:	  MeetIngs	  &	  Travel 13,829.00$	  	  
Guest	  Speakers/Panelists	  Fees 9,000.00$	  	  	  	  
Travel:	  Flights	  and	  Ground 33,370.00$	  	  
Accommoda:ons 39,232.00$	  	  
Catering 13,731.00$	  	  
Visual	  Art	  Exhibi:on 15,496.00$	  	  
Performance	  Showcase 5,944.00$	  	  	  	  
Venue	  and	  Equipment	  Rental 5,285.00$	  	  	  	  
Publicity	  and	  Promo:on 2,311.00$	  	  	  	  
Final	  Report:	  Prin:ng	  and	  Transla:on 6,000.00$	  	  	  	  

TOTAL	  EXPENSES $184,198

SURPLUS $36,634

**	  APAF	  have	  agreed	  that	  the	  remaining	  surplus	  shall	  go	  towards	  planning	  for	  the	  2018	  Symposium
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Appendix B – 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. 
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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.  
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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. 
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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 
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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. 
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HAS THE ARTIST BEEN PAID? 

Friday, June 17 
Workshops A (Auditorium) 
Facilitator: 

! Susan Tooke (President of CARFAC) 
 

• The facilitator introduced herself and talked about what CARFAC does. 
o CARFAC is an advocacy group that examines and conducts research, but also 

advocates for the artist. 
o There are guides available to impact the art making practice. 

• All attendees introduced themselves, shared their names, where they’re from, and why 
they decided to attend this workshop. 

• The arts should be used as a holistic learning tool that gives students the ability to 
express themselves. When they are not taught this, they grow up to be adults who see 
this as unimportant. This leads to them underselling themselves and thinking it is not 
important. Art is important for their spirit, but through the schools it is often taken away 
from them or not offered to them. Instructors should teach subjects using art. 

• We should have an Atlantic meeting for “Status of the Artist”. 
• She is on the Status of the Artist Committee, and they are reviewing their act in order to 

make it stronger and find areas in need of improvement; they have the federal act as 
well. 

• All artists should be aware of the “Artist’s Resale Right.” 
o The Artist’s Resale Right (ARR) entitles visual artists to a royalty each time their 

work is resold publicly through an auction house or commercial gallery. It is 
recommended that the Copyright Act be amended to include an ARR. It 
doesn’t matter how many times the work is sold, you will get a royalty (even if 
you donated your work). 

o The artworks covered are the visual artworks identified by the Canadian 
Copyright Act: paintings, drawings, photographs, engravings, sculptures, etc. 

o Even if your work is sold outside of Canada, you will still get that royalty.  
• As long as the resale price is over $1,000 (CAD), you are eligible for the Artist’s Resale 

Right. 
• Set a 5% flat royalty rate on the gross sale price of the artwork prior to taxation. 
• The ARR can be inalienable (meaning it is non-transferable and cannot be waived) to 

protect artists from being pressured to forgo exercising their rights. 
• Who will benefit the most? Canadian Indigenous artists have established themselves in 

the international art market as a unique identity brand, yet are losing out on the profits 
being made on their work in the secondary market. 

• In total, 93 countries have the Artist’s Resale Right, but unfortunately Canada is not one 
of these. A bill was introduced in 2011that is trying to get it into the Copyright Act! We 

35

FALL 2016



are hopeful that we will have a government that will support it. If you have a chance to 
speak with your MP, do so! 

• The UK has had this right since 2006, and Australia since 2010. 
• An attendee asked about how that would work with taxes. CARFAC says it would be 

considered income. 
• Canadian Artist Representation Collective (CARP) 

o It’s easy to become a member, and you can go online for more information. 
Certain copyright laws are available on here as well.  

• Lacking in “Best Practices” guide - very specific when it comes to Indigenous art. You 
can go online and see the Best Practices. www.carfacmaritimes.org/en/best-practices 

o These types of guides have been created in other countries, most notably the UK 
and Australia. CARFAC SASK consulted with the Australia guide to create theirs. 

o There are many questions to answer: Who is doing the framing? How is the work 
going to be handled? What is the time limit for payment? Will your work be 
offered at a discount? How often will your work be displayed? What is the 
commission is? Who pays for the promotional material? 

o We are creating industry standards. We are still in the draft/research stage, but 
soon this will be a living document. Artists will see how they should be treated 
fairly.  

• Artists should have a written contract. 
o CARFAC has sample contracts, and the facilitator poke about what contracts 

should include. 
• www.CARFACmaritimes.org (Regional) 
• www.carfac.ca (National) 
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CRITICAL MASS PROJECT 
Friday, June 17 
Disciplinary Sessions A (Auditorium) 
Facilitators: 

! Gordon White 
! Natalie Sappier 
! Julie Pellissier-Lush 
! Jeff Ward 

 
• Indigenous Performance Reaches Critical Mass. 
• Hosted by IPA. 
• This is the fourth conversation held in various places across Turtle Island and will be 

made available online for future reference. 
• Slide Show: IPA’s bundle was donated to the centre. They are in the process of working 

with the bundle and growing with it across Turtle Island. 
• Grew out of an interest in Indigenous theatre, Indigenous collaboration has Indigenous 

and non-Indigenous collaborations, where leadership was shared. Out of that came 
the Indigenous Body of Work.  On their site is an incomplete but growing list of 
performances (over 300) and artworks. 

• They have a mapping tool which is a performance Wiki for performance artists. You can 
identify yourself, where you work and where you live if you are an Indigenous 
Performance Artist. 

 
Conversation:  
 

• JW: Greets everyone. Introduces himself. 
• What is the opposite of Love? People say “Hate.” But that’s not true. It’s “Fear.”  In some 

places, our traditions are still seen as a crime. Indigenous people were never nomadic, 
they were made to be that way. Many current cultural activities were invented by 
Indigenous peoples: smoke signals (texting), hockey, popcorn, etc. 

• GW: Introduces himself. 
• NS: Introduces herself. 
• JPL: Introduces herself. 
• JW: In regards to “acting,” Indigenous individuals have become “characters” and 

“caricatures.” 
• GW: I like the idea of being honest to protocols of culture but not giving everything 

away. Trying not to be representational rather than presentational. Representation 
Acting is bigger, Presentation Acting is more internal.  
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• JW: In tales of Glooscap at CBU, they didn’t have aboriginal actors, and they didn’t 
have any auditioning. So I came down and did it. I would drum, and eventually I 
jumped into the play. I felt I was typecast: “Indian #5”. Portrayals aren’t authentic. 
Traditional regalia was immaculate for example, but the early writers were saying how 
“bound” to them they were. 9/10 times the film industry is not using aboriginal actors. 

• NS: Theatre New Brunswick was successful in engaging with Indigenous people involved 
in the play that I wrote. I want to go back to the idea of opportunity: You give them the 
opportunity to engage and they will do it. It’s important to see aboriginal actors on 
stage. 

• GW: The more opportunities there are the more the collective mentality of “Indigenous” 
changes in the minds of the masses. “Nothing about us, without us.” Don’t tell our stories 
without us being there. I was afraid of going on stage and representing myself and of 
how to represent “Indian”. But it’s worth it. When someone gives us the opportunity, we 
will show up. 

• JPL: I’m thinking of the young people. Investing in them and letting them try we’re 
means growing a new generation of theatre actors. Failing is ok, because that’s how 
you learn. 

• JW: It can start with a small theatre group, a little group of five youth doing a play. 
Eventually, this play was invited to come to Ottawa. Then each of the youth presented 
their play and talked about their community. Part of the United Nations… Never saw 
boundaries to moving forward. Not putting boundaries down to limit success. 

• It’s important to call out misrepresentation of our culture. How many Aboriginal people 
do you see in film and television? Maybe one. In tourism, there aren’t any. Every time 
you see a fiddle or a Nova Scotian tartan, you should see traditional Mik’maq regalia. 
Visual representation of our culture is important. 

• NS: When I work with youth, I always try to listen to them first. Not to overwhelm, but to 
listen. 

• GW: Sometimes it’s about not participating in opportunities that will further stereotype 
our people (like appearing in an anti-gambling commercial). It’s an honour to perform 
Aboriginal roles, but I want to play non-Indigenous people, too. 

• JW: It’s Classification versus Racism / Systemic Racism. These are the terms that need to 
be addressed. I’ve stopped pointing to Heritage Ministers. We have to go to the 
institutions, from the ground up… 

• NS: Before accepting opportunities, you have to look at the production’s terms. If they 
are reductive and insensitive, fight that and ask questions. For example: Giving 
Indigenous cultural stories one minute at the end of a showcase. Sometimes you’ve got 
to speak up and push back. 

• JPL: The biggest barrier for Indigenous actors has been getting equal terms in 
productions.  
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• NS: We cannot contribute to the gaps in our culture. We have to invest in stories, 
making sure not to reject the contemporary Indigenous voices who want to include 
tradition but also breaking into new stories that include their experience. 

• GW: We have to create a balance between the contemporary and the traditional. 
Everything I do is Indigenous. Why do I have to specify that in the titles of my 
performances? It’s ok to be inspired by non-Indigenous sounding or looking things in 
your performances… 

• JW: Lateral violence is when other Indigenous people treat you badly for mixing or 
messing with certain stereotypes, such as becoming a police officer and also being 
Indigenous. I have experienced lateral violence because of this. What will it take to 
reach critical mass? You’ve got to reach big.  

• GW: Is it “my” critical mass? Or is it critical mass across the country? No separation 
between the art and the crafts, similar to Asian artists… In terms of critical mass, we are 
just scratching the surface. Especially in relation to art across Canada. Exchanges 
between Canadian cities need to happen across the country. 

• NS: I want shows to be just as excited to come to New Brunswick to perform as they are 
to go to Vancouver. The important thing is to reach out to other places: I wrote a press 
release about my plays and distributed it across the country, and I have received lots of 
inquiries. It’s important to stay home and tour, but also to reach out and share your 
work.  I hope we’ll have our own Indigenous theatre institution, where people from 
around the world would want to come see the shows. 

• GW: The National Arts Centre is currently working on an all-Aboriginal theatre. 
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STORY CIRCLE	  
Friday, June 17 
Disciplinary Sessions A (Multi-Purpose Room) 
Facilitator: 

! Shalan Joudry 
 

• David Garneau: “Visual arts have story.” 
• We want to talk about crossing over from various arts disciplines into print. 
• After you hear an oral story a few times, you’re the caretaker of that story – you make 

any adjustments you want to ensure the story is still relevant, and that is how stories 
adapt. 

• How can we write these oral stories down on paper and share them, and not be afraid 
of their permanency? 

• Example of two oral stories. 
• If you write them down, they’re not the same, you’re not touching everyone in the 

circle. 
• Our own personal stories are medicine, and sometimes we create them because there 

is a message that we want to spread. 
• We want to encourage the search for the words to tell our stories. So many people write 

in secret and do not want to share it. Don’t be afraid of the time it takes to go back 
and revise, and don’t be afraid of sharing it with someone. 

• You might be worried about if whether or not your writing is good, but if it’s what’s 
coming to you, then it is art. 

• Think about when someone else is reading your story: They’re reading it in their head 
voice, so you have to adapt to help them see it the way you do. 

• Sometimes you have to set it down for a while and come back to it. 
• Don’t be afraid to make new, authentic characters, to add deeper levels (like we do in 

real life).  
• Like all the other art you have, there are different textures – smooth things and rough 

things, loud things and soft things. 
• Every time I tell an oral story, I might use different words. But when I’m writing creatively, 

I carve deeply, saying to myself, “That’s not quite the word I want.” 
• Read some poetry. 
• Weaving different experiences together is a lot of what my poetry’s about. Different 

pieces speak to different people; it doesn’t mean it’s not good, you just have to give it 
to someone else. 

• When you get older, the way you approach your writing changes. Sometimes you want 
someone else to read it because you think that maybe they’ve been through the same 
thing and you want to help them understand who they are. 

• Roundtable discussion: People sharing stories. 
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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. 
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• 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. 

 
 
42

PETAPAN: First Light Symposium Final Report



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. 
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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. 
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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? 
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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. 
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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 
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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 
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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.)  49
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• 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. 

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.)  
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