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— the stories we tell — proudly independent and truly Canadian.
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A Brief
History of
Indigenous
Film and

Television
(2021)

by
Levi Nelson

Original art commissioned by the CMPA for Indiescreen

“Storytelling is a healing art. A Brief History of Indigenous Film and

Television (2021) is a painting that has only lived in my imagination
until now. Inspired by Tom Suriya's Hollywood mural You Are the Star,
| thought about the different meanings that would develop out of my
painting, which includes all my favourite Indigenous movie stars, alive
and passed on. The significance of Sacheen Littlefeather, for example,
refusing Marlon Brando's Oscar for The Godfather, brought much-
needed attention to what Brando referred to as the mistreatment of
Native Americans in Hollywood films and at Wounded Knee in 1973.

We have come a long way since then, resiliently, and today we celebrate
the 20" anniversary of the Indigenous Digital Filmmaking program at
Capilano University in Vancouver, a program created out the need for
Indigenous people to tell our own stories, authentically. Each character
present in this painting is a hero — a protagonist who, throughout

their narrative, has conquered obstacles to come out the other side
stronger — taking us with them on their journey. When | was a kid, | was
starving for representation, and motion pictures like Dance Me Outside
and Smoke Signals were a revelation, as for once | saw people who
looked like me on TV, and | felt a spark of confidence and a sense of pride
that gave me the strength to carry on in my own story. We have arrived
to tell our stories our way and invite you along for the epic. Stay tuned.”

—LEVI NELSON, August 2021

ABOUT THE ARTIST

Levi Nelson is an artist from the
Lil'wat Nation located in Mount
Currie, BC. He recently completed
his undergraduate degree at Emily
Carr University of Art + Design in
Vancouver, with a focus on the
visual arts. Nelson's work can best
be described as contemporary
First Nations art, where he fuses
Aboriginal elements and ideas
concerning Indigeneity with pop-
culture imagery through the
traditional Western practice of oil
painting. Most recently, he has
taken an interest in multimedia
works, integrating silkscreen, paint
and collage on canvas. Nelson is
the recipient of the 2021 John C.
Kerr Chancellor Emeritus Award
for Excellence in the Visual Arts,
and his painting Nations in an
Urban Landscape (2019) was
recently acquired by the Audain
Art Museum in Whistler for its
permanent collection. Nelson

now resides in New York, where

he is working toward his graduate
degree at Columbia University
School of the Arts.

1. Sacheen Littlefeather | 9. Gary Farmer 17. Ashley Callingbull 25. Simon Baker 33. Floyd Red Crow

2. EvanAdams 10. Michelle Thrush 18. Dakota House 26. Jennifer Podemski Westerman

3. TinaKeeper 11. Michael Greyeyes 19. Q'orianka Kilcher 27. Russell Means 34. Elaine Miles

4. Gordon Tootoosis 12. Wilma Pelly 20. Nathaniel Arcand 28. Jimmy Herman 35. Lorne Cardinal

5. Irene Bedard 13. Graham Greene 21. Tina Louise Bomberry | 29. Kiowa Gordon 36. Michelle St. John

6. AdamBeach 14. Sheila Tousey 22. Eric Schweig 30. Eddie Spears 37. August Schellenberg
7. Tantoo Cardinal 15. Wes Studi 23. Margo Kane 31. Renae Morriseau 38. Carmen Moore

8. Chief Dan George 16. Misty Upham 24. Tamara Podemski 32. ZahnMcClarnon 39. The artist, Levi Nelson
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Program titles, from top: Margaret Atwood: A Word after a Word after a Word
Is Power, Saint-Narcisse, The Queen’s Gambit, Hero Elementary, The Parker
Andersons, The Trial of the Chicago 7, Property Brothers: Buying and Selling,

Sort Of, Family Law

The last time | wrote one of these, the Broadcasting and Telecommunications Legislative
Review (BTLR) Panel had just released its report, we were looking forward to another edition
of our Prime Time conference (in person, no less!), and we were toasting the final season of
Schitt’s Creek. That's not so very long ago, perhaps, but I'm sure we all feel like we've crammed
several lifetimes’ worth of drama into the last year and a half.

And yet, here we are. The industry has righted itself after the pandemic’s early blows, and
across the country, production is back up and running. The path here hasn't been an easy
one, but it's certainly not the first time Canada’s independent producers have thrived in
the face of difficulty (see “Now for Some Good News,” page 8). And since one challenge at
a time is apparently not an option for our industry, we also fought to pass
legislation that will bring foreign streamers into Canada’s legislative and
regulatory framework. As | write this, we are in the midst of a federal
election campaign, but by the time you read it, Canadians will have
elected a new government. And while the plot of Bill C-10 may have
had a few too many twists and turns for our liking (enough for us
to imagine it as a game of snakes and ladders on page 24), all of
Canada’s major political parties have campaigned on updating the
Broadcasting Act for the Internet era, so we're optimistic
that a happy ending is just around the corner.

Another major storyline that developed during
Indiescreen’s pandemic hiatus was, of course, the
heightened awareness of systemic racism, particularly
: anti-Black, anti-Indigenous and anti-Asian racism.

It took gut-wrenching tragedies — the murders of
George Floyd, Breonna Taylor and others, and the
uncovering of hundreds of graves of Indigenous children
at former residential schools — to spur society as a
whole to finally start grappling with these painful issues
on alarge scale and out in the open.

In our own industry, what this looks like — or should look like — is a bigger platform for

voices that have been marginalized for too long. More stories told by the people who've

- lived them. To this end, the CMPA is a proud financial supporter of the Black Screen Office
‘t‘t ]_/ (see our Q&A with the BSO's executive director, Joan Jenkinson, on page 22), which aims

I e e to lift up Black screen artists and help them build successful careers here in Canada. And

~ we're pleased to tell the 20-year story of the Indigenous Digital Filmmaking program at

T ]_/ O m Vancouver's Capilano University (page 12), which is helping build Indigenous production

4 capacity in the west and all over the country. We're also thrilled that our cover features

1 original art by Levi Nelson, an artist from the Lil'wat Nation. (You can read more about

he

Levi and his very compelling piece inside the cover.)

. The last year and a half have confirmed many things, including our seemingly insatiable
C | O appetite for stories (or content, if you like). Of course, we're not entirely sure what the
| post-pandemic landscape will look like, or even when that landscape will emerge. We take
a stab at imagining the hybrid in-person/digital future of conferences, markets and
festivals on page 44, and luminaries from across the industry make their case for the
importance of in-theatre viewing on page 28.

Although the future is as much of a question mark as it ever was, the resilience demonstrated
over the past year and a half has filled me with optimism about where the production
industry is headed. And with that optimism comes a confidence that Canada’s incredibly
talented independent producers will keep producing phenomenal content for audiences at
home and around the world (just check out our extensive production list starting on page 53
for proof of that). Thank goodness. | can’t wait to see what they’ll do next.

REYNOLDS MASTIN
President and CEO, CMPA
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If you keep
seeing the same
old story on
your screens, it's
probably because of
the same old story
behind the scenes —
a lack of diversity
among the key creatives
and decision makers.
To combat this lack
among Canadian
producers, in early
2021, the Reelworld
Film Festival and Screen
Institute (with the support
of Bell Media) kicked off
an intensive year-long
training program for

12 diverse creators from
across the country at
Prime Time Online. From
optioning scripts to
retaining IP to pitching
their projects, these
emerging producers
learned it all. Get to know
the producers here —

then discover many

more at Access Reelworld
[accessreelworld.cal,

a transparent and
searchable database for
racially diverse creatives
and crew in Canada’s
screen industry.
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Leena Minifie

Vancouver, BC
Stories First Productions

Minifie, CEO/producer at
Vancouver-based Stories
First Productions, is developing
Jonny Appleseed, the debut
novel from Joshua Whitehead.
Minifie is excited about
adapting this Canada Reads-
winning story — which is

both an enthralling coming-of-
age tale and a contemporary
exploration of Indigenous,
LGBTQ, queer and two-spirit
love and friendship —

for the screen.

Thea Loo

Coquitlam, BC
Thea Loo Pictures

Loo’s eponymous production
company is developing
Soule, a six-episode drama
web series about Filipino-
Canadian sneakerheads
(shoe enthusiasts) and
hypebeasts (streetwear
connoisseurs). As a second-
generation Filipina, she is
passionate about telling
stories from her community,
and excited to produce
entertaining sociocultural
content that all Canadians
can connect with.

Omatta Udalor

Calgary, AB
Handcuffs Entertainment Inc.

Udalor's company, Handcuffs
Entertainment, is developing
Jerome Kruin's The Ancestor,
afantasy drama series whose
teenage protagonist must

be trained by a resurrected
Nigerian warrior queen in order
to defeat a supernatural spirit.
Infusing historical mythology
from Nigeria, Udalor brings

an authentic interpretation of
cultural elements into this story,
which is set in North America.

Montreal, QC

Margaret Lewis
Mississauga, ON
ljinle Media

Margaret Lewis currently
works for RBC as a commercial
account manager, supporting
the media and entertainment
sector. Her production
company, ljinle Media, is
actively pitching RAY, a
“lighthearted, crass, and fun”
limited series about a
judgmental, promiscuous,
gay Asian navigating sex, self-
love and self-identity in a way
that's never been explored

on Canadian screens.

SteelWalker Productions

DIVERSITY REEL

Jose Holder

Vanessa Caceres

Bromont, QC

Righteous Pictures

Holder is a professional illustrator and
film director living in Montreal, Quebec.
He is producing the upcoming show

The Ruby Chronicles, which integrates

all of the cinematic genres he loved
growing up. From sci-fi horror to thought-
provoking suspense, The Ruby Chronicles
is the transmedia project Holder always
envisioned bringing to life.

Caceres is a trilingual film producer who
has produced one short film and three
independent feature films with her
writer/director husband. Her company
Righteous Pictures is currently
developing Season Life, a documentary
that follows three seasonal workers and
sheds light on their vulnerable working

and living conditions. An immigrant
from Colombia, Caceres wants to
create awareness about the abuses

Yusuf Alvi

Toronto, ON
Gateway Six Productions

Yusuf Alvi is an aspiring
producer who currently works
as an account manager in
digital cinema distribution

at Deluxe Entertainment.

His company Gateway Six
Productions’ first project is
The Fame, a one-hour dramedy
centred on the evolution of
Rohan Mehta from a mild-
mannered LGBTQ Indian
teenage streamer into a
fame-addicted and toxic
Internet celebrity.

and injustices that affect the Hispanic
community.

Umang Antariksh
Sagar

Toronto, ON

Antariksh Productions Inc.

Antariksh Sagar’s perspective is
grounded in their identity as an
immigrant, South Asian, non-
binary, queer person. Antariksh
Productions has optioned
Fierce Femmes and Notorious
Liars, a book about a young
Asian trans girl who finds her
true family with larger-than-life
trans femmes in the big city’s
mysterious pleasure district,
where she joins a vigilante gang
to avenge murdered trans
women everywhere.

Mansa Chintoh

Toronto, ON
Long Walk Productions

As director of Legal & Business
Affairs at eOne, Chintoh
specializes in the development,
acquisition, production,
financing, distribution and
sales of entertainment
content. Her new company
Long Walk Productions’ slate
includes Strapped, a scripted
comedy set in Hamilton about
a narcissistic thirtysomething
male focused on maintaining
the pseudocelebrity status

he achieved as a member of a
famous rapper’s entourage.

Sonya Lee

Halifax, NS
Sonya Lee Productions

Lee is currently the science
producer at Ocean School, an
ocean education media project
from the National Film Board
of Canada. She focuses

on science, nature and
environmental stories that
feature BIPOC storytellers,
and is currently developing
adocuseries, Strange
Companions, about
researchers who foster
meaningful relationships with
the animals they study.

Dilani Rabindran

Toronto, ON
Viewfinder Film Company

Excited to develop projects by
talented Canadian South Asian
writers through her company
Viewfinder Film, Rabindran’s
slate ranges from edgy
comedies to sci-fi to family
sitcoms. Her company is
currently developing The End,
an eight-episode sci-fi

drama series that delves into
espionage and pharmaceutical
company corruption.

Rignam
Wangkhang

Toronto, ON
Rewa Media

Wangkhang is an award-
winning Tibetan-Canadian
multimedia producer with the
CBC. He created Rewa Media
to produce dynamic stories
about Tibetan-Canadians, a
community he never really
sees reflected in Canadian
media. Rewa Media is now
developing Tibet Kitchen,
following a young Tibetan man
who must take over the family
restaurant in a small Ontario
town after his father is injured.
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Wow, 2020, what a dumpster fire! When
COVID-19 brought productions — and
the entire world — to a standstill that
spring. the collective anxiety was as
thick as fog. What now? producers
wondered. How could projects be safely
up and running again? When would
things get back to normal? What did

“normal” even mean?

One thing the pandemic did teach us?

Never doubt the resilience of our sector.

Buoyed by collective industry effort and
supportive government measures,
independent producers fulfilled every
cliché: They weathered the storm. Kept
their heads above water. Paddled their
own canoe and made it safely to shore.
We trace a timeline of the tempests that
kept tossing us, and the adjustments

that kept us afloat.

GUOD
NEWS

8 - ——————— Indiescreen

NOW FOR SOME GOOD NEWS

Shutdown

MARCH 11, 2020

The World Health Organization

MARCH 13, 2020

TV and film projects filming in
Canada suspend production as a

declares COVID-19 a pandemic. precautionary measure.

Vox

The WH!)just d?clared the coronavirus a - G 0 0 D N Ews -

pandemic. Here's what that means.

;‘ s By transitioning animators to work

: from home, many animated shows
are able to continue production.

MARCH 18, 2020

Virtually all production in Canada
is at a standstill.

-G00D NEWS-

The federal government unveils its COVID-19
Economic Response Plan, including temporary
income support for self-employed workers
who are unable to work, plus wage
supports and tax deferrals for
Canadian companies.

MARCH 20. 2020
-GOOD NEWS-

Recognizing the financial difficulties companies are
facing, the CMPA cancels renewal fees and extends its
membership year to ensure the independent production
community has access to timely pandemic information
and resources.

-G00D NEWS-

The CMPA and 10 other industry groups form the COVID-19
Production Industry Taskforce, to collectively address
the many challenges facing the sector. Membership
eventually balloons to over 50 groups.

AN

APRIL 21,2020

The CMPA provides a grim estimate
of the pandemic’s potential toll
on the industry: if it remains shut
down until the end of June 2020, the
Canadian production sector would

face a $2.5 billion hit.

Canadian audiovisual industry
launches coronavirus taskforce

MAY 19,2020
-GOOD NEWS-

Canadian production companies
can now apply for COVID-19 Emergency
Relief Funds through the Canada Media Fund

and Telefilm Canada.

Hollifigod

Canada Faces $1.23 Billion Hit From Hollywood
Production Shutdown
The cor Ay prosiction north of the ¢ t0 a screeching halt in

MAY 8. 2020
-GOOD NEWS-

The federal government announces
$115.8 million in COVID-19-related

funding for the production

sector.

CANADA TELEFILM

MEDIA FUND CANAUDARA

Indiescreen — — — — — — — —




NOW FOR

SOME GOOD NEWS

Re

OCT 30. 2020
-G0O0D NEWS-

Thanks to the STCF, most Canadian
film and TV production are officially
able to resume.

Reopening Covery

THE GLOBE AND MAIL*

$1-billion in Canadian film and
TV production ‘at imminent
risk' if Ottawa doesn’t act on
COVID-19 insurance, say
producers

JUNE 1. 2020

The CMPA releases a proposal to address
the lack of COVID-19 insurance coverage
for productions, which would see federal government
serve as a backstop for COVID-19 insurance claims.

-G00D NEWS-

Manitoba announces that film and TV production
can resume. Most other provinces will follow suit
over the coming days.

Canada’s Film & TV Industry Presents
Jnique Insurance Solution with
5overnment Support (EXCLUSIVE)

Unfortunately, the program is set
to expire March 31, 2021.

SEPT 18, 2020

The CMPA releases survey data
showing that $1 billion of Canadian
filmand TV production is at risk
due to the lack of COVID-19
insurance coverage.

Caveat: only productions that can self-insure
against COVID-19 — mostly US productions —
are able to actually get rolling.

AUGUST 11, 2020
-GOOD NEWS-

The BC government approves health
and safety guidelines for the province’s
production sector, developed in partnership

with CMPA-BC.

FEB 10, 2021
-G00D NEWS-

In a surprise announcement
at the CMPA's Prime Time conference,
Heritage Minister Steven Guilbeault

announces that the STCF will
be doubled in size and extended
into 2022.

JUNE 25, 2020
-GOOD NEWS-

Ontario releases detailed health and
safety guidelines for the filmand TV
production sector, developed in
collaboration with the CMPA, paving
the way for a safe return to
production.

Still, only productions that can
self-insure against COVID-19 —
largely US productions —
can resume.

SEPT 25, 2020
-G00D NEWS-

After months of advocacy by the CMPA and
the Association québécoise de la production
médiatique (AQPM), the federal government

announces a $50 million Short-Term
Compensation Fund (STCF) to address
the lack of COVID-19 insurance for
Canadian productions.

JULY 28,2020
-GOOD NEWS-

The federal government implements

INOBODY

R NEWS

a legislative change to the Canada e E e G P e ' S;AllL D,
Emergency Wage Subsidy (CEWS)
that allows Canadian production _
companies to take advantage l = T 'W A, | S
of the benefit. : T R e

Globh! e ws:

screen Nova Scotia executive director talks big boos!
nd ot - wovince

Ve chiock in wilh Laura Mackenizie (a find oul mare about the rews this week of the pr

JUNE 28, 2021
-GOOD NEWS-

The federal government announces
a two-year investment of $500 million
to aid in the recovery of the Canadian

arts sector. This includes dedicated

funding for movie theatres and
film festivals.

g Halifax
o ctector ks big booad n 17

.

Industry In Nowa Scatia

JUNE 23, 2021
-GOOD NEWS-

Taking Alberta'’s lead — and following
arecord number of applications over
the past year — Nova Scotia doubles

its Film and Television Production
Incentive Fund.

#CBC
Calgary

Alberta removes $10M per-project tax credit cap in bid to
draw big film, TV productions

f v @ & in

Province says for every $1 spent in tax credits, $4 is invested back into
Alberta economy

a Sarah Rieger - CBC News + Posted:

: Mar 26, 2021 2:26 PM MT | Last Updated: March 26

-G00D NEWS-

Noting the production sector’s ability
to contribute to the economic
recovery, Alberta injects $19.5 million
into its film tax credit
and removes the per
budget cap.

[EAls Y

Indiescreen
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MORE
POWER T

IDF AND
INDIGENOUS

PRODUCTION
INTHE WEST

IIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIII

For 20 years, Capilano
University's INDIGENOUS
DIGITAL FILMMAKING
program has been quietly
building capacity in BC's
Indigenous production
community. We look back
on its humble beginnings,
and forward to a brilliant
future taking shape



I

If a university program can be described as
“scrappy,” Capilano University’s Indigenous
Digital Filmmaking (IDF) program certainly
deserves the label. That's partly because the
adjective — in the sense of being determined to
succeed — could also describe Doreen Manuel
(Secwepemc/Ktunaxa), who was coordinator
of the IDF program between 2006 and 2018.

[T WAS, AT TIMES, VERY
MUCH SEAT-OF-THE-PANTS.
BUT IT WAS FUN BECAUSE
OF IT, TOO®

Manuel, herself graduate of the program,
is a force of nature who's largely behind the
success of both the IDF and many of its
students. During her time as coordinator she
worked tirelessly to build the programinto

the success it is today. Case in point: she once
staged a sit-in in the university president’s
office to demand better equipment for
students. Manuel also runs a private fund to
underwrite Indigenous film projects, she helps
students fill out applications for financing,

and she has established the Filmmakers

in Indigenous Leadership & Management
Business Affairs (FILMBA) training program

in CapU’s Continuing Studies department.
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.. since its earliest days, though the landscape was
.. quite different in the beginning. The idea for the
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far northern areas since 1992 — applied to

the CRTC to establish a national network.

The application was successful, and TVNC
rebranded as the Aboriginal Peoples Television
Network (APTN).

“She fought and clawed and scraped to keep
this program viable,” says the program’s
current coordinator, Gregory Coyes (Métis/
Cree), of Manuel's tenure as coordinator of IDF.
“She was running fundraising initiatives off the
side of her desk.”

Recognizing that a national Indigenous network
would require more Indigenous film and television
technicians, the CRTC seconded an English
broadcast professional named Peter Crass from
the government of the Northwest Territories,
where he was director of information networks.

While Manuel hasn't held the coordinator
role since 2018, she hasn't gone anywhere,
except a rung or two up the ladder. Today,
she’s the director of Capilano University’s
Bosa Centre for Film and Animation, which
houses the IDF program as well as the
university’'s Motion Picture Arts (MOPA)
program, the largest film program in western
Canada. And the once-fledgling IDF is well
positioned to amplify a boom in Indigenous
production, in the west and across Canada.

Crass's first order of business was to find a home
for the program. After knocking on several doors,
he found what looked like an ideal fit. North
Vancouver's Capilano College (as CapU was
then called), situated on unceded Coast Salish
Peoples territory, offered several advantages:

its location in a major production centre, plus

the city’s unbeatable sea-and-mountains combo.
Best of all, the school was already running a
highly successful film program in MOPA.

“Now | tell our incoming students, ‘You've
stepped in at the perfect time,”” says Coyes. .0
“We're exploding.” @

XPLUDIN

its signal across the territories and the provinces’

IDF AND INDIGENOUS PRODUCTION IN THE WEST

But IDF, then called the Aboriginal Film and
Television Program, was an underdog from

the start. It was initially offered as a summer
course, so that its students could make use of the
school’s film equipment in MOPA's “offseason.”
Crass designed as comprehensive a program as
he could — it covered writing, producing, shooting
and editing — to fit the compressed timeline.

“It was, at times, very much seat-of-the pants.
But it was fun because of it, too,” Crass chuckles.

One area in which Crass was determined for
the program to shine was in the quality of its
instructors — all of them Indigenous. According
to Crass, it wasn't difficult. “There were a lot of
talented people already working in the industry,”
he notes. He brought in professionals like
George Henry, Tookie Mercredi, Brenda
Chambers, Jordan Wheeler, Abraham Tagalik,
Jeff Bear — even the legendary documentarian
Alanis Obomsawin, who delivered a guest
lecture while on a trip to BC.

“The fact that they were all Indigenous people
leading the classes was very encouraging for
the students,” says Crass, who also started an
internship program to help connect students
to jobs in the industry.

Helen Haig-Brown (Tsilhgot'in) was one of the
first graduates of the program after it made a
switch from summer program to two-year
program in the early 2000s, a move that Manuel
says helped IDF transition from “a hobby course
to more of a professional program, requiring a
deeper commitment.” Haig-Brown has since
made a name for herself with films like the
documentary My Legacy, the sci-fi Tsilhqot'in
legend The Cave and, most recently, the world's
first Haida-language film, Edge of the Knife (2018), eee®
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which she co-directed with Haida artist

Gwaai Edenshaw. The film dramatizes a classic
Haida story about a man, tormented by guilt,
who escapes into the wild and becomes
Gaagiixiid, the wildman. Executive produced by
groundbreaking Inuit filmmaker Zacharias Kunuk
(and distributed by Kunuk’s Isuma Productions),
Edge of the Knife won many deserved accolades
upon its release, including best Canadian film

at VIFF and TIFF's Top Ten list of Canadian

films. It also won the Sun Jury Prize at the
imagineNATIVE Film + Media Arts Festival.

“Initially, | was just in the program as an activist
filmmaker, wanting to make films that would act

as catalysts for conversation in my community,”

says Haig-Brown of her time at CapU. “l was
basically like, ‘Show me the record button and
don't tell me much else.” But what was beautiful
was as | started to learn more about filmmaking,
the more | started to fall in love with the art of it.”

She credits instructors like Loretta Todd, whose
“mind-blowing” course helped her think through
the challenges of adapting cultural histories for
the screen, for helping set her on her current
path: creating meticulously researched narrative
films that illuminate her nation'’s culture and
history. She's currently deep in pre-production
on a feature film about the 1864 Tsilhgot'in War.

Peter Crass will tell you that he asked for the
secondment that placed him at the helm of

IDF — he wanted that job. He will also tell you
that it was always his intention to hand over the
reins of the program, which he did after several
years, to Manuel's predecessor Jackson Crick
(Tsilhgot'in).

“Success, to me, was when an Indigenous
person took over,” says Crass. “As a non-
Indigenous person, | did what | could, but

it was limited in that way. If the program was
successful, it was because of the instructors
we brought in — they were terrific.”

"WE HAVE BEEN SEPARATED
FROM OUR POWER FOR

S0 LONG. WE MUST NOW
BE EMPOWERED TO TELL
OUR OWN STORIES

What exactly sets IDF apart? Why start up a
specifically Indigenous film program instead of,
say, encouraging and incentivizing Indigenous
students to attend existing programs?

“The difference was spelled out by quite a few
students during my time,"” explains Crass.

“We thought that it would add to the future
success of the students if they saw Indigenous
people who were already doing what they
wanted to do. And | believe we were right.”

“Having an Indigenous program — a program
that's Indigenous led, managed, thought about —
those things are really, really powerful,” says
Haig-Brown. “That program is continually
thinking about what's happening contemporarily
in Indigenous film culture, and asking how

we can keep supporting and guiding that.”

Doreen Manuel points out that, as an educator,
“I teach as much through role modelling as | do
through lecturing. That's how we as Indigenous

IDF students in
the studio and
on the water.

IDF AND INDIGENOUS PRODUCTION IN THE

1 TEACH AS MUCH
THROUGH ROLE MODELLING

AS | DO THROUGH

LECTURING. THAT'S HOW
WE AS INDIGENOUS TI

0000000000000000000000 (- ch." As for the lecturing part, in her time

as coordinator, Manuel applied decolonization
methodologies to the IDF curriculum —
encouraging students to voice their feelings
about their relation to the colonial system, and
to engage in constructive dialogue about it

within the classroom. In her own survey courses,
Manuel has taught the parallel arcs of Canadian

colonial history and film history, and why and
how Indigenous people were excluded from
many aspects of Canadian culture — including
the film industry.

It's this historical exclusion that makes
Indigenous narrative sovereignty all the more
urgent. Says Manuel: “Indigenous people need
to tell the stories. Without them, you're never
going to get that true authentic lens. We have
been separated from our power for so long —
with the residential schools and the oppression
and the smallpox and all of those things. We

must now be empowered to tell our own stories.”

It starts with the story, but training Indigenous
crew matters too: “We will film fires and trees
and mountains differently, because those are
our relatives,” says Manuel.

IDF’'s broad-based, hands-on curriculum —
which covers everything from screenwriting
to documentary production to lighting and
sound — is not designed to simply turn out
fully formed film and television professionals
within two years. Rather, the program helps
students imagine where and how they might

Students are
instructed in

all aspects of
filmmaking, from
screenwriting

to shooting.

Cl

take their place as storytellers within their
own communities.

Jessie Anthony (Haudenosaunee), who
graduated from IDF in 2017 before completing
two more years in CapU’s MOPA program, knew
from a young age that she wanted to be in film —
she wanted to be an actor. She bobbed around
in different theatre programs in Ontario before
landing on the west coast, in Vancouver Film
School's acting stream. It was there she kept
hearing about the importance of creating her
own work, and her research into Indigenous film
opportunities led to her discovery of IDF. “How
did I miss this?"” she wondered at the time.

Anthony claims she didn't know what she was
getting into with IDF, but she was excited by

the prospect of “getting my hands on all aspects
of filmmaking.” By her second year, she was

in deep: she did an eight-week internship with
NBCUniversal at Vancouver Film Studios and
surprised herself by realizing she wanted to
work as an assistant director. She also started
writing her first feature and began the process of
applying to Telefilm's Talent to Watch program.
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Jessie Anthony’s
film Brother,
I Cry (2020).

Indigenous screen stories. Haig-Brown explains:
“When we make a film, we're always doing it
for the community. We don’t choose between
making a film for the community or making it
for festivals — it's always and. That's the fence
line we're walking as Indigenous filmmakers.”
(Her film Edge of the Knife was particularly
community oriented, having been developed,
translated, acted and more by members of
the Haida nation in Haida Gwaii, as part of
a language revitalization initiative. There are

“Each class had something new to offer that

| didn't know was tangible at the time,” she
explains. “l didn't know how intrigued | would

be about starting something from scratch
and that I'd love understanding how my creative
ideas could transfer to film. So | ended up
getting a 4.0 GPA, and | was engaged, and we
were doing check-in circles, and | didn't have
to explain who | was as an Indigenous woman.
There was a sense of familiarity and connectivity
already in the room, and, yeah, | was in BC —
the mountains and ocean that | used to colour

C

as achild.”
With Manuel as her application partner, Anthony
received Telefilm funding for her first feature,

Brother, | Cry (2020), which she shot ina
whirlwind 18 days. The story is a deeply personal
one, about a young Indigenous man'’s struggle
to escape his addictions and the warrants
out on him. “l wrote it for my brother. | wrote it
for my community,” says Anthony. “That’s what
makes my story an Indigenous story on screen.”
(The film has since won Anthony the British
Columbia Emerging Filmmaker Award at VIFF,

the Audience Choice Award at imagineNATIVE,

and Best Writing in a Motion Picture and Best
Directing in a Motion Picture at the Leo Awar

BC’'s Oscars.)

The centrality of community is arguably the

urrently only 24 native Haida speakers.)

Community is big at IDF, too. Gregory Coyes
explains that applicants to the program who
do not have a status card or a Métis card are
asked to tell “the story of their family and
how that story is related to their community.
We welcome them into the program if they are
able to conclusively tell us that story.” In the
introductory documentary class he teaches,
Coyes's first assignment to his students is
a PowerPoint presentation that tells that very

story: “In the Native way, you should know
that story well. Who is your family? Who is your

community? How are they related?”
By no coincidence, IDF also forges its own
lasting community among students and
instructors — through shared learning, talking
circles and collaborative projects. Haig-Brown

ds,
says that IDF was “integral to my career: not

strongest thread weaving together disparate

Indiescreen

On the west coast alone, recent feature films like

Th

e Body Remembers When the World Broke

IDF AND INDIGENOUS PRODUCTION IN THE WEST

only in the skills that gave me a foundation, but
also those relationships. My classmates and
| went into the industry together, we lived close

to each other, we shot for each other.”

“Community also gets each other jobs,” Anthony
adds with a laugh. “l can’t remember the last

time | sent out aresumé.”

"THERE IS GOING TO BE MORE

AND MORE DEMAND FOR
INDIGENOUS STORY AND
INDIGENQUS VOICE, AND THAT'S

WHAT WE SPECIALIZE IN

Coyes remembers a time, before APTN,

before IDF, when there was “just so little call
for Indigenous content.” He worked on the
first Canadian Indigenous animation series,

he worked on the first Canadian Indigenous

newsmagazine, but “it was sorare to find a
platform where there was actually interest

in the programming.”
By all accounts, that is changing — and

changing quickly now. APTN continues to
commission series work annually; web series
continue to thrive; the number of Indigenous-

made films continues to rise. And people

are watching.

THE CENTRAL

Open (co-written and co-directed by Elle-Maija

Tailfeathers), Kayak to Klemtu (directed by
Zoe Hopkins), and, of course, Edge of the Knife

and Brother, | Cry have opened to wide acclaim.
There are also other IDF graduates — Petie
Chalifoux, Jay Cardinal Villeneuve and more
— whose names you may not yet know, but who
are beginning to make waves as well.
Is the growing popularity of Indigenous-made
cinema due to the fact that non-Indigenous
audiences are finally opening themselves to
meaningful conversations on decolonization
and historical trauma? The ongoing tragic
discoveries of “the graves of the babies and
the children” (as Coyes puts it) on the grounds
of former residential schools has certainly
sparked empathy among many Canadians,
as well as a deepening desire to understand
how we got here and how we can work toward
reconciliation. After all, according to Coyes,
“decolonization is not just for Indigenous people.
We're all colonized. There are potential benefits
for everyone to embrace that.”
Perhaps that's part of it. The harrowing discoveries
have without a doubt intensified the call for

narrative sovereignty — a recognition that
Indigenous people need to be empowered to

tell their own stories their own way, unfiltered

ITY OF
S ARGUABLY THE

COMMUNITY |
STRONGEST THREAD WEAVING

TOGETHER DISPARATE
INDIGENOUS SCREEN STORIES.

through a settler lens, however well-meaning. seoeeeeee
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But there are certainly other factors at play.
“Interesting stories are interesting stories,
and | think people are just happy to partake
in them,” suggests Haig-Brown. “The problem
with gatekeeping is that it creates a fallacy

of marketability and worth: the powers that
be assume their worldview is the objective
worldview, and that nobody would want to
watch stories from a different perspective.
And they're usually proved wrong.”

Thank goodness for the gate crashers, then.
Haig-Brown continues, “I'm blown away by how
fast Indigenous film is growing. And not only the
growth, but also all the doors that are opening,
and the room that is starting to be given,
because of all the people who are working really
hard to make that happen.” She lists artists like
director and screenwriter Danis Goulet, and
organizations like the Indigenous Screen Office.
“And | think there is just really incredible talent;
there always has been. The Indigenous art of
storytelling is very, very old, and there's always
been something magical within the stories.
That magic has just been adapted into film.”

“The more students that take the [IDF] program,

with the opportunities that are coming up and
the room that is being made, you could crew
a whole Indigenous production for sure,” says
Anthony. But it's important, she notes, that

20 - ——————— Indiescreen

more Indigenous people learn to be producers.
“There is currently no 100% Indigenous-owned
Canadian production company that I'm aware

of operating at a level that allows it to option
big-budget projects and trigger funding, and
that's not okay,” she says. She wants to see many
Indigenous-owned production companies at that
level, giving producers leverage to make final
decisions on their own productions — to give, for
example, “talented Indigenous women working
their butts off in writing rooms” the opportunity
to be showrunners. There are still many barriers
that need dismantling.

For her part, Manuel will keep fighting for more
space for Indigenous creators and crew in

BC'’s film industry, whether that's via increased
union representation or more opportunities for
mentorship. She suggests that all producers
“who enjoy living on all of these Indigenous
territories across Canada” set themselves “a
goal of a percentage of Indigenous people to hire
and mentor and bring along. Insist on a certain
number of Indigenous crew on your show.”

Class projects
and internships
give students
atastefora
wide variety

of roles within

IDF AND INDIGENOUS PRODUCTION IN THE WEST

A tight-knit community is one of IDF’s
greatest benefits, with students often
maintaining contact well after graduation.

@880 Given the favourable cultural winds —

and the relentless advocacy work by
Doreen Manuel and other champions
of Indigenous film — it's reasonable
to be optimistic about IDF’s future.
Coyes certainly is.

“We're still a small program,” he says.
(The program currently accepts
approximately a dozen students a year.)
“But I'm determined to grow it. | believe
there is going to be more and more

demand for Indigenous story and
Indigenous voice, and that's what we
specialize in. Training that voice, training
that vision, and training the techniques
that allow all of those things to come
together in outstanding programming
for the world.”

the industry.

That means that Indigenous communities
on the west coast and all over Canada
should look forward to more stories
being made for them by the creators
they call their own. Lucky for the rest

of us, we get to listen in. amm

"THE INDIGENOUS ART OF
STORYTELLING IS VERY, VERY OL
AND THERE'S ALWAYS BEEN
SOMETHING MAGICAL WITHIN THE § _
STORIES. THAT MAGIC HAS JUST

BEEN ADAPTED INTO FILM.
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JOAN JENKINSON,

OF THE

part of the Black Film and Video Network, which
recognized the need for Black creators to organize
behind clearly defined goals in order to push the

Enter the Black Screen Office. Formed in 2020, the
BSO is on a mission to help Black Canadians “build
their careers, strengthen their networks, and share

scratching the surface.”

The grim events of 2020 appeared to catapult
many organizations toward overdue change,

of the Black community. What's your take on
these efforts within Canada’s screen industry?

resulted in the worst outcomes for Black people —
including death.

action the CMPA took to include Black leadership.

EXECUTIVE DIRECTOR

BLACK SCREEN OFFICE

Joan Jenkinson is no newcomer to the fight for equity
in the Canadian screen industry. In the 1990s, she was

industry toward more diverse representation, both on
screen and behind the camera. While the BFVN itself
was relatively short-lived, that need never went away.

their stories.” Jenkinson outlines the BSO's ultimate
goals and reminds us that, while her office is making
considerable progress in broadening representation
and ensuring more Black stories get told, “we are only

including greater recognition and representation

The knowledge of systemic racism has been with us
for a long time, but what 2020 brought to the fore is
that anti-Black racism is particularly virulent and has

It has been energizing and gratifying to see so many
organizations step up to issue statements of solidarity,
to make plans for equity and inclusion, and to develop
training programs for emerging talent. | applaud the
Canada Media Fund's plan to design their programs
through the lens of equity and inclusion, Telefilm’s plan
for modernization and transparency, and the quick

STEPPING UP TO DRIVE CHANGE

I'm thrilled to see the huge strides the
Indigenous Screen Office has made
toward narrative sovereignty with

the infusion of funds from the federal
government. And the CBC's diversity
commitment — that at least 30% of
all key creative roles on its new original
series be held by Indigenous, Black
and/or people of colour or persons
with disabilities — is a big step in

the right direction.

My worry is that as these changes

are being made and these programs
are being developed for the BIPOC
community, the fight against anti-Black
racism may be lost under this umbrella.

Why is a Black Screen Office
necessary in Canada?

The roots of anti-Black racism and
systemic discrimination in Canada run
deep. Even among well-intentioned
people, | see how ingrained systemic
racism is in the things they say and do.
There are unconscious biases, hidden
barriers, nepotistic practices and
insular “clubs” that still dominate the
system. We have a huge task ahead

of us to increase racial diversity

and representation in our industry.
There is a lot for the BSO to do.

What are the BSO’s ultimate aims?

We want to see sweeping industry-wide
changes — where Black Canadians can
thrive and where our stories can be
made and seen by audiences globally.
We want to have a positive impact
through our leadership as a national
organization. We are working to
become a unified, safe place for all
Black Canadians working in the screen
industries. And we want to promote

a global awareness of Black content
and content creators — to realize that
our success can be borderless.

What challenges do you face as you
move forward on the BSO's objectives?

Our challenge is getting long-term

core funding so that we can plan for
sustainability. We appreciate the CMPA's
support and look forward to a long
relationship.

As a long-time advocate for change
in the screen industry, you must
have witnessed your share of ups and
downs. Can you tell us a little more
about that?

My work in advocacy has had various
iterations. Now it's all about storytelling:
| help storytellers bring their ideas to
life. | am advocating for the stories of
Black Canadians to be made, to be seen,
and to inspire and entertain audiences
around the world.

For many years, | was the only Black
gatekeeper who was commissioning
content in the TV industry. In that role,
| created opportunities for many Black
producers and creatives to get their
first opportunity in television, which
helped launch their careers. It made
all the difference. There were major
networks with massive budgets who
did nothing for years. Efforts are being
made now to hire more Black decision
makers, which is a big step forward.
But they are working within the same
system, and it’s yet to be seen what
actual change will be realized.

What would you say to Black content
creators who are just getting started?

Everyone is looking for fresh, new and
unique perspectives. The status quo
isn't cutting it for a lot of people. But
while doors are opening, you have

to come prepared. Seize training
opportunities, particularly real-world
opportunities — in writing rooms, on
sets, in production companies and with
broadcasters. Get as much training
and experience as you can. We need you
to build your career so that, together,
we can create a vibrant screen sector.

Getting down
to business

The BSO is making good on its mission
to lift up Black screen artists. Some
examples:

The Rogers/Black Screen Office
Script Development Fund ($750,000
over three years) is a first-of-its-kind
program in Canada to assist Black creators
and creators of colour through the
process of creating pitch-ready projects.

The BSO is collaborating with TELUS
STORYHIVE on a Black Creators Edition,
providing access to funding, distribution
platforms and mentorship for Black
content creators in Western Canada.

In partnership with a major
broadcaster, the BSO will administer
an incubator program as a real-world
pre-development initiative. The office
is also in talks with US studios, networks
and streamers to develop similar
opportunities.

The BSO is in the midst of a national
consultation for a study called “Being
Seen: A Directive for Authentic
and Inclusive Content,” with the goal
of developing guidelines around
the authentic representation of
underrepresented communities.

The BSO commissioned the market
research firm Ipsos to conduct a national
race-based audience 