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Abstract 

 

My research examines the political role of unions, as the collective voice of Canadian 

cultural workers, in connection to the cultural policies that shape theiヴ ﾏeﾏHeヴshipsげ 
personal and professional lives. I use a labour-based analysis that foregrounds the 

interests and experiences of cultural workers in my case studies to understand how 

cultural policy shapes the quantity and quality of work in the independent film and 

television production sector. I examine the policy advocacy strategies of Alliance of 

Canadian Cinema, Television and Radio Artists; the Directors Guild of Canada; the 

Writers Guild of Canada; the Communication, Energy and Paperworkers Union of 

Canada; and the International Alliance of Theatrical and Stage Employees IATSE, as 

members of federal and provincial cultural policy networks.  

 

I argue that changes in cultural policy influence the level of participation and the 

political strategies of the unions and guilds in federal and provincial cultural policy 

networks. Shifts in organizational and political strategies affect the ways that unions 

articulate their interests as policy problems; this, in turn, affects the ways in which 

issues and problems are understood and acted upon by decision-makers in policy 

reforms. While most of the unions and guilds, particularly at the federal level, have been 

active in cultural policy networks for several decades, unions at both federal and 

provincial levels are increasingly partnering with the employers – the independent 

producers – in their policy interventions. Analysis of my case studies leads me to 

conclude that this strategy is paradoxical for unions. While a partnership approach from 

a さpヴoduItioﾐ iﾐdustヴ┞ざ staﾐdpoiﾐt aヴguaHl┞ iﾐIヴeases uﾐioﾐ aIIess to aﾐd IヴediHilit┞ 
with policy decision-makers, it can compromise or obscure how unions articulate 

cultural policy problems as labour problems. When unions engage in policy advocacy 

either independently or as a labour coalition, the direct relationship between cultural 

policy and its specific impact on labour markets and working conditions is most evident. 
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Chapter 1: Why we need to account for cultural workers in Canadian cultural policy 

 

In early 2003 Richard Florida, author of The Rise of the Creative Class (2002), lounged in 

an armchair on stage at the University of Minnesota, having a heavily marketed `great 

conversation' with University President Robert Bruininks. Towards the end of the 

discussion, Bruininks posed one of a series of questions that my graduate student 

Martina Cameron and I had written at the President's request: ``Just what do you see as 

the political role of the creative class? Will they step up to the plate and help lead this 

society in a better, fairer direction?'' Florida was stumped (Markusen A., 2006, p. 1921). 

 

Maヴkuseﾐげs ケuestioﾐ to Richard Florida marks an important political intervention in academic 

thought that examines how we understand the relationship between the state and cultural 

┘oヴkeヴs. Despite a deIade loﾐg politiIal pヴeoIIupatioﾐ ┘ith さIヴeati┗it┞ざ as a Huzz word that 

supposedly signals forward thinking policy development, mainstream public policy literature 

largely overlooks policy development processes in the arts and cultural sector. In both public 

policy – primarily, but not exclusively in cultural policy – and academic circles, discourses 

around the creative economy readily position cultural workers as economic agents driving the 

creative economy, yet chronically fail to account for the ways in which cultural workers are also 

political agents that shape the creative economy. The emerging body of scholarship known as 

creative labour, based largely out of the UK, pays more attention to the political role of cultural 

workers. In this body of work, the political capacity of cultural workers is largely theoretical, 

foregヴouﾐdiﾐg the poteﾐtialities of Iultuヴe ┘oヴkeヴsげ autoﾐoﾏ┞, solidaヴit┞ aﾐd pヴeIaヴit┞ iﾐ 
relationship to their subjective experiences of work, resistance and mobilization (de Peuter, 

2011; Gill & Pratt, 2008; Hesmondhalgh & Baker, 2011; Neilson & Rossiter, 2008). These are 

important theoretical interventions, but they fail to account for concrete and historical 

e┝aﾏples of Iultuヴal ┘oヴkeヴsげ eﾐgageﾏeﾐt iﾐ poliI┞ ad┗oIaI┞. This has led to aﾐ inadequate 

understanding of the relationships between the state, cultural workers, and cultural labour 

markets.  

 

M┞ ヴeseaヴIh takes up Maヴkuseﾐげs ケuestioﾐ, dヴilliﾐg do┘ﾐ oﾐ the politiIal ヴole of uﾐioﾐs as the 
collective voice of Canadian cultural workers in connection to the cultural policies that shape 

theiヴ ﾏeﾏHeヴshipsげ personal and professional lives. My research contributes to the emerging 

field of cultural labour and the well-established field of cultural policy studies by offering an 

analysis of how cultural policy choices and changes shape the professional and personal lives of 

cultural workers, and in turn, how unions representing cultural workers participate in cultural 

policy networks as policy actors. As cultural workers and their unions are often exempt or 

excluded from key aspects of traditional Canadian labour law (chapter three), I argue that 

cultural policy functions as a primary form of labour market regulation for Canadian cultural 

workers. Consequently, unions that represent cultural workers are active members of cultural 

policy networks.  

 

My comparative project examines the political advocacy strategies in federal and provincial 

cultural policy networks of the five unions and guilds representing workers in the English-
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language Canadian film and television production sector: The Alliance of Canadian Cinema, 

Tele┗isioﾐ aﾐd ‘adio Aヴtists ふACT‘Aぶ ヴepヴeseﾐtiﾐg oﾐ aﾐd off sIヴeeﾐ peヴfoヴﾏeヴs; the DiヴeItoヴげs 
Guild of Canada (DGC) representing key creative and logistical personnel in the film and 

television industry covering all areas of direction, design, production and editiﾐg; the Wヴiteヴげs 
Guild of Canada (WGC) representing writers; the Communication, Energy and Paperworkers 

Union (CEP) representing technical personnel in both independent and broadcaster in-house 

production; and the International Alliance of Theatrical and Stage Employees (IATSE) 

representing technical personnel in the independent production sector. 

 

The unions engage in policy advocacy as representatives of their ﾏeﾏHeヴsげ labour market 

interests. The political context that shapes their participation in policy networks is strongly 

informed by the discourses of creativity, and the creative economy as an economic 

development strategy. As I discuss in chapter two, while the creative economy has opened up 

political space for the cultural sector to advance its issues at the policy level, it simultaneously 

obscures the material conditions of work in the cultural sector. My research shows that the 

strategic decisions unions make as policy actors have broader socio-cultural and political-

economic significance, in so far as their strategic decisions can either reinforce or challenge 

dominant discourses within policy networks, and consequently, our understanding of issues 

related to the quality of work, and quality of life for Canadian cultural workers. 

 

I argue that changes in cultural policy influence the level of participation and the political 

strategies of the unions and guilds in federal and provincial cultural policy networks. Shifts in 

organizational and political strategies affect the ways that unions articulate their interests as 

policy problems; this, in turn, affects the ways in which issues and problems are understood 

and acted upon by decision-makers in policy reform. While most of the unions and guilds, 

particularly at the federal level, have been active in cultural policy networks for several 

decades, unions at both federal and provincial levels are increasingly partnering with the 

employers – the independent producers – in their policy interventions. Analysis of my case 

studies leads me to conclude that this strategy is paradoxical for unions. While a partnership 

appヴoaIh fヴoﾏ a さpヴoduItioﾐ iﾐdustヴ┞ざ staﾐdpoiﾐt aヴguaHl┞ iﾐIヴeases uﾐioﾐ aIIess to aﾐd 
credibility with policy decision-makers, it can compromise or obscure how unions articulate 

cultural policy problems as labour problems. When unions engage in policy advocacy either 

independently or as a labour coalition, the direct relationship between cultural policy and its 

specific impact on labour markets and working conditions is most evident. 

 

I adopt a labour-based analysis of policy networks to understand why unions participate in 

particular policy networks, on specific issues, at particular times, and to what end. My labour-

based analysis, which I explain in chapter two, is an analytical tool that focuses on the interests 

of cultural workers as the point of entry for understanding how cultural policy shapes labour 

markets, and why cultural workers engage in policy advocacy. The challenges unions face in 

articulating cultural policy problems as labour issues are tied to the power relationships 

Het┘eeﾐ poliI┞ aItoヴs ┘ithiﾐ Iultuヴal poliI┞ ﾐet┘oヴks. I use Maヴsh aﾐd “ﾏithげs ふヲヰヰヰぶ IoﾐIept 
of dialectical policy networks to understand unions as policy actors whose participation in 

policy networks is deeply embedded within a contested set of political and economic power 
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relations in policy processes. In my federal case study that examines changes to Canadian 

content regulations in the Canadian Radio-tele┗isioﾐ aﾐd TeleIoﾏﾏuﾐiIatioﾐs Coﾏﾏissioﾐげs 
(CRTC) 1999 Television Policy, the appliIatioﾐ of Maヴsh aﾐd “ﾏithげs IoﾐIept includes an analysis 

of power relations between national union offices, the CRTC, the broadcasters and, to a lesser 

degree, the independent producers. In the provincial case studies that examine film and 

television tax credits, this includes analysis of power relations between union locals, provincial 

media development agencies, key government decision-makers, and, to a larger degree, the 

independent producers.  

 

The complexity of the policymaking process makes me resistant to drawing direct, linear causal 

linkages between union advocacy and policy outcomes except where expressly noted by key 

policy decision-makers. My goal is to provide insight into the shifting and contested degree of 

power that organized labour holds in Canadian federal and provincial film and television policy 

networks, and how union resources, strategies, bargains and interactions with other members 

of policy networks are related to the articulation of labour issues at the policy level. I argue that 

although the creative economy has provided justification for state investment in the cultural 

industries, the market logic driving the creative economy places the productive labour of 

cultural workers largely in the service of capital for the purposes of economic development, and 

thus precludes the unions from having a seat at the policy table as equal industry stakeholders. 

My research shows that cultural development discourses within cultural policy are important to 

the current and potential collective political capacity of unions representing cultural workers as 

policy advocates. In closing, I connect the discourses of cultural development with Murray and 

Gollﾏitzeヴげs IoﾐIept of a Iヴeati┗e eIolog┞ ふヲヰヱヱぶ as alternative policy model that positions the 

interests of cultural workers as central to policy development, while expanding the policy 

jurisdictions in which their interests need to be considered. 

Research framework 

My research is driven by two main sets of questions. The first set is related to public policy as a 

form of labour market regulation for the film and television production sector. How do public 

policies for the film and television production sector affect the daily lived experiences of film 

and television workers? Does the development of film and television public policy frameworks 

include a consideration of the possible qualitative impact on labour markets in the film and 

television production industry? How is policy for the industry evaluated over time? Is the 

impact of policy measured in any way other than its impact on volume of production? What do 

existing studies and reports say about the qualitative impact of policy frameworks on labour 

markets at provincial and federal levels?  

 

The second set of ケuestioﾐs foIuses oﾐ oヴgaﾐized laHouヴげs poliI┞ IapaIit┞ aﾐd stヴateg┞. Is 
organized labour considered a key stakeholder in policy consultation processes? How has 

laHouヴげs ヴelatioﾐship to poliI┞ﾏakeヴs Ihaﾐged o┗eヴ the past deIade? What stヴategies aﾐd 
resources do the unions use in the development and articulation of their policy positions? What 

role does policy play in terms of overall union activity? As policy actors, what is the relationship 

between unions within a labour market? Do local or regional offices receive policy support from 
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national offices? What strategic alliances does labour make at provincial or federal levels as 

poliI┞ aItoヴs? Does this Ihaﾐge o┗eヴ tiﾏe, aﾐd ┘h┞? What aヴe the uﾐioﾐsげ shoヴt aﾐd long-term 

policy goals and political strategies for the Canadian film and television industry? 

 

Canadian content regulations for the federally regulated broadcasting industry drive the 

domestic television production industry, while the work of film and television production 

remains rooted in local film and television production labour markets that are largely driven by 

provincial film and television tax credits. While Canadian content regulations and provincial tax 

credits are discreet cultural policy frameworks, a study of the Canadian film and television 

production industry should necessarily account for both given the degree to which federal and 

provincial cultural policies interact at the industry level. The independent production model 

that produces, on average, 75% of all television content in Canada (Canadian Film and 

Television Production Association, 2005; Canadian Media Production Association, 2010) creates 

an industrial landscape where broadcasters, as a condition of their broadcasting license and the 

regulatory framework in place at the CRTC, commission Canadian content programming from 

independent producers. Independent producers, in accordance with broadcaster approval, 

shop highly mobile projects across local labour markets in Canada, based on the competitive 

profile of provincial film and television tax credits, and the size and skill of the available crews.  

 

One of the reasons that it is surprising that cultural policy is not more widely understood as a 

form of labour market regulation is that cultural workers are the primary objects of both 

Canadian content regulations and film and television production tax credits, two of the most 

important Canadian cultural policies supporting the English language independent film and 

television production sector. Broadcasters require a minimum amount of Canadian content in 

order to meet their conditions of licence set by the CRTC. Canadian content is defined by the 

number of key creative cultural workers involved in a production. Provincial film and television 

ta┝ Iヴedits aヴe desigﾐed to iﾐIヴease a ヴegioﾐげs Ioﾏpetiti┗e pヴofile iﾐ a highl┞ ﾏoHile iﾐdustヴ┞ H┞ 
providing independent producers with an indirect subsidy on the wages paid to film and 

television workers. Canadian content regulations and tax credits connect to create a powerful 

incentive for Canadian broadcasters and independent producers to employ Canadian cultural 

workers in the development of Canadian content programming.  

Methodology, key concepts & limitations 

The evidence to examine the relationship between film and television policy frameworks, 

labour markets and unions representing workers in the Canadian English-language film and 

television production sector comes from a review of interdisciplinary academic literature from 

policy networks, Canadian politics and political economy, Canadian communication and cultural 

policy, labour studies and the growing field of cultural labour. Policy analysis is drawn from a 

review of key policy documents, industry reports, statistical information and interviews. 

Seventeen in-depth interviews were conducted with key federal and provincial bureaucrats and 

policy decision-makers, and national and regional labour leaders from ACTRA, DGC, WGC, 

NABET-CEP AND IATSE (Appendix A). The transdisciplinary nature of the research means it has 

the potential to speak to a wide range of scholarly and industry interests. Similarly, it runs the 
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risk of being exclusionary through the use of academic terminology that, often as a result of 

highly disciplined traditions (in the case of political science) or comparatively undisciplined 

traditions (in the case of cultural labour), obscures meanings and the significance of key 

concepts for readers outside of their conventional paradigm. In the interests of developing a 

meaningful conversation that bridges policy, communications and labour studies, it is important 

to clarify my use of some key concepts related to this particular research project. 

 

I use the term policy framework to refer to a set of guiding principles and objectives to meet 

broadly stated policy goals and attendant regulations. The Broadcasting Act sets out the 

broadly stated policy goals of Canadians telling Canadian stories on a broadcasting system 

owned and operated by Canadians for the Canadian federal broadcasting policy agency, the 

Canadian Radio-tele┗isioﾐ aﾐd TeleIoﾏﾏuﾐiIatioﾐs Coﾏﾏissioﾐ ふC‘TCぶ. The C‘TCげs Caﾐadiaﾐ 
content policy framework is driven by two key principles through which it attempts to meet 

those broadly stated objectives. First, Canadian content regulations need to compensate for 

market failure in particular programming categories and reserve space for Canadian stories on 

HヴoadIasteヴsげ sIhedules. “eIoﾐd, it defiﾐes Caﾐadiaﾐ stoヴies as those ┘hiIh aヴe ﾏade H┞ 
Canadians in key creative positions. The policy or regulatory instruments the CRTC uses in 

meeting those objectives are expenditure requirements, exhibition requirements, targeted 

programming definitions and the Canadian content points system.  

 

The impact of provincial film and television production tax credits is most evident in examining 

local labour market dynamics. However, provincial film and television production tax credits 

across Canada operate as part of a global system of regional and national tax credit policies and 

programs. As these policies operate in similar fashion on an intra- and international scales, 

share very similar guiding principles of discounting the cost of the labour of cultural workers, 

and are designed primarily to meet the broadly stated policy goals of industrial development 

through production volume, I refer to the tax credit system as a policy regime. 

 

My research represents a first offering to connecting unionized cultural workers and their 

experiences of cultural labour markets with the ongoing development of Canadian cultural 

policy. As with any research project, time and resource limitations required me to make choices 

that affect the scope and scale of the analysis. This, in turn, affects the amount of material that 

is presented as well as the perspectives and voices that inform the analysis. My work is a first 

offering for a line of research that is rich in history and broad in scope. It also produces 

limitations that deserve acknowledgment. 

 

As unions are generally understudied both in Canadian communications and cultural policy 

scholarship, my research offers only a small window into what is a long history and wide 

ranging scope of policy advocacy. For example, Edwardson (2010) suggests that ACTRA and the 

DGC were deeply involved in the formation of the Canadian content points system that was 

originally developed for the Canadian Film Development Corporation in 1974. While Canadian 

content regulations and tax credits are two of the most important policy measures that shape 

film and television production in Canada, the film and television production sector is influenced 

by a complex range of other cultural policy issues with which the unions also engage as policy 
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advocates. This includes, but is not limited to, free trade and the International Convention on 

Cultural Diversity, the Canadian Television Fund and Canada Media Fund, digital media, the 

Temporary Foreign Worker Program, foreign ownership in broadcasting, copyright reform, 

provincial status of the artist legislation, funding for professional development and training, and 

municipal policy support for local film and television markets.  

 

Analysis of Canadian cultural policy is by necessity an examination in multilevel governance. 

Only two cultural policy portfolios – broadcasting and copyright – remain the exclusive 

jurisdiction of the federal government. However, while broadcasting policy per se falls under 

exclusive federal jurisdiction, it must be understood as necessarily related to policy for the film 

and television production industry that makes Canadian content. Film and television production 

policy is developed within cultural policy networks at federal, provincial and municipal levels, 

and each level of government exercises varying degrees of influence on specific labour market 

dynamics. For example, expenditure requirements on Canadian dramatic programming affect 

film and television workers in Toronto more than Vancouver, as levels of Canadian dramatic 

programming are relatively low in Vancouver, where the foreign service production sector 

dominates. Restrictions on interprovincial mobility produced by the provincial tax credit regime 

are more of an issue for workers and their unions in the Atlantic region seeking work than in 

Toronto due to lower production levels in Atlantic Canada. What is missing from my research is 

an analysis of the ways in which municipal cultural policy shapes local labour markets and how 

film and television unions influence municipal politics as policy actors. The presence, or 

absence, for example, of major studio facilities often requires municipal leadership and 

investment to leverage capital from private investors, as well as provincial and federal funds. 

The presence or absence of studio facilities shapes the volume and type of work that labour 

markets attract in having a produItioﾐげs technical and staging requirements met. While the 

creative cities literature I discuss in the following chapter points to the importance of municipal 

cultural policy and investment in the arts and cultural industries, there exists little analysis of 

the specific role of unions in the dynamics of cultural policymaking at the municipal level. 

  

Filﾏ aﾐd tele┗isioﾐ pヴoduItioﾐ is a sigﾐifiIaﾐt eIoﾐoﾏiI aﾐd eﾏplo┞ﾏeﾐt dヴi┗eヴ iﾐ Caﾐadaげs 
cultural workforce, and the high union density of the independent film and television 

production sector, combined with a long policy history for the unions provides excellent case 

studies to begin understanding the interactive relationship between cultural policy, cultural 

labour markets and unions representing cultural workers. Over 75% of all film and television 

production in Canada is made by the independent production sector, which is the focus of this 

study (Canadian Media Production Association, 2010). The remainder of film and television 

production – largely news, sports and entertainment magazine shows, are done by film and 

television professionals directly employed by the broadcasters. These are also unionized 

workers, represented by the CEP and the Canadian Media Guild. My first case study includes 

NABET 700-CEP as members in the Coalition of Canadian Audio-visual Unions (CCAU). As NABET 

700 has a total membership of 2,000 film and television technicians, my case study only reflects 

the interests of a small percentage of the CEPげs ヲヵ,000 media workers (CEP, n.d.). The labour 

market and professional experiences of most CEP Media and Canadian Media Guild members, 

and the political advocacy of their unions, is not reflected in here. Furthermore, the cultural 
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sector more broadly has a number of other unions and professional organizations representing 

cultural workers who also remain under-studied in their political capacity. Future research on 

the policy advocacy of unions such as the American Federation of Musicians, Canadian Actors 

Equity, the Wヴiteヴs Uﾐioﾐ of Caﾐada, aﾐd Caﾐadiaﾐ Aヴtistsげ ‘epヴeseﾐtatioﾐ/Le Fヴoﾐt des aヴtistes 
canadiens (CARFAC), would deepen and enrich this emerging line of study further. 

 

My study is only focused on English-language film and television production markets in Canada. 

French-language programming shields the Quebec broadcasting industry from much of the 

competition from U.S. broadcasters, thus producing a political economy for French-language 

film and television production that is markedly different from that of English-language 

production. Furthermore, the Quebec state has a distinctly different legal and policy framework 

for collective bargaining for cultural workers in Quebec as well as a unique funding model for 

cultural production. While the unions in my case studies exercise some jurisdiction over English-

language production in Quebec, and the French-language production unions were initially 

involved in the CCAU, my study does not engage with the specific dynamics of the relationship 

between Quebec cultural policy for the film and television industry, French-language 

production markets and French film and television unions, such as lげUﾐioﾐ des aヴtistes; 
lげAssoIiatioﾐ des ヴéalisateuヴs et ヴéalisatヴiIes du QuéHeI; le “┞ﾐdiIat des teIhﾐiIieﾐﾐes et 
techniciens du cinéma et de la vidéo du Québec; and la Société des auteurs de radio télévision 

et cinéma. If the dynamics of the relationships between English language cultural workers, 

labour markets and cultural policy have been largely overlooked, the academic attention paid 

to the French language production sector – certainly in English-language academic scholarship, 

is best characterized as entirely absent. A scholarly contribution in this field would greatly 

enrich and inform our understanding of Canadian cultural policy, cultural labour markets, and 

cultural workers. 

 

Notably absent from this project is the voices of cultural workers themselves. While many of 

the union leaders I interviewed came to their elected or staff positions after a long career in the 

film and television industry, their subject positions at the time of interview reflected their 

positions as union representatives; positions which, at points throughout the research, 

deﾏoﾐstヴated a disIoﾐﾐeIt fヴoﾏ the け┘aヴ stoヴiesげ that I heaヴ as a ヴesult of the ﾏany personal 

relationships that I hold with film and television workers. As a former unionized freelance 

production coordinator and non-union craft service attendant, with many close family ties to 

the industry, the voice of cultural workers can be located in my conceptualization of this 

research as both an academic and a political intervention.  

Outline 

Chapteヴ t┘o opeﾐs the thesis ┘ith a Iヴitiケue of the ﾏoHilizatioﾐ of さIヴeati┗eざ disIouヴses iﾐ Hoth 
policy and academic literature. I argue that while the cachet of creativity has brought welcome 

political attention to the arts and cultural sector, the deployment of the creative economy and 

related concepts, such as creative class, creative cities, creative clusters and creative industries 

is overly romantic, conceptually vague and fails to accurately capture or reflect the nature of 

work and labour markets in the cultural sector. In support of scholars including Hesmondhalgh 
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and Pratt (2005), and Galloway and Dunlop (2007), I argue for conceptual clarity through a 

ヴetuヴﾐ to the desIヴiptoヴ of けIultuヴalげ to desIヴiHe Hoth ┘oヴkeヴs aﾐd the iﾐdustヴies iﾐ ┘hiIh, さthe 
ﾏaiﾐ iﾐteヴest is the s┞ﾏHoliI, aesthetiI aﾐd…aヴtistiI…ざ (Galloway & Dunlop, 2007, p. 6). A shift 

fヴoﾏ けIヴeati┗eげ to けIultuヴalげ is theoヴetiIall┞ useful foヴ t┘o ﾏaiﾐ ヴeasoﾐs. Fiヴst, it aIkﾐo┘ledges 
that many jobs in the cultural industries are primarily administrative, technical, logistical or 

manual rather than creative. Second, it connects workers with their collective labour that 

generates the goods that define their industry, rather than examining their careers as 

individualized occupations. Cultural workers are involved in the production of cultural goods 

and services. The production and distribution of cultural goods and services in Canada is closely 

linked to Canadian cultural policy. We need to develop an advanced understanding of the ways 

in which Canadian cultural policy shapes not only the production and distribution of cultural 

goods and services, but the professional careers, employment conditions and daily lived 

experiences of the workers who collectively create cultural content. I explain why a labour-

based analysis is a useful tool for bridging cultural policy and cultural labour, and for locating 

cultural workers as both objects and agents of cultural policy.  

 

Chapter three examines the precarious nature of work and employment in the independent 

production sector, introduces how this is shaped by Canadian cultural policy, and analyses the 

role the unions play as labour market actors that shape and are shaped by the (global) political 

economy of the Canadian film and television production industry. I examine working conditions 

and career management strategies for film and television professionals as a challenge to 

dominant discourses about work in the cultural or creative industries, which Banks and 

Hesﾏoﾐdhalgh ふヲヰヰΓぶ ヴefeヴ to as さヴeleﾐtlessl┞ upHeatざ. This theﾐ ﾏo┗es oﾐto aﾐ aﾐal┞sis of the 
role that unions play in the Canadian film and television production industry, including 

organizational profiles of ACTRA, DGC, WGC, CEP and IATSE. I examine the ways in which 

unions, as labour market institutions, represent their members, and how this is shaped by the 

legal framework in which they bargain; the structural power of major media enterprises; and 

the highly mobile and competitive nature of the film and television production sector. The 

chapter closes with an analysis of why workers have differential access to employment in the 

foreign service sector versus Canadian English-language television production sector as a step 

to understanding the motives and strategies of unions and guilds as cultural policy actors. 

 

Chapter four opens with a review of the political economy of dramatic television programming 

in Canada and why the genre of drama has historically been a political issue for both the CRTC 

aﾐd foヴ filﾏ aﾐd tele┗isioﾐ pヴoduItioﾐ uﾐioﾐs. I theﾐ e┝plaiﾐ ┘h┞ the C‘TCげs ヱΓΓΓ Tele┗isioﾐ 
Policy produced a decline in dramatic programming and the impact this policy shift had on the 

English-language independent film and television production sector labour markets. I examine 

union policy advocacy strategies prior to and after the 1999 Television Policy in relation to the 

prevailing policy discourses of the CRTC and the broadcasters. I argue that the sharp decline in 

dramatic programming after the 1999 Television Policy was a catalyst in the formation of the 

Coalition of Canadian Audio-visual Unions (CCAU). The CCAU was successful, over time, in 

situating the decline in Canadian drama as a political priority for the CRTC. I evaluate the 

Ioﾐditioﾐs that IoﾐtヴiHuted to the e┗eﾐtual dissolutioﾐ of the CCAU aﾐd laHouヴげs ヴe┗ised poliI┞ 
ad┗oIaI┞ stヴategies as a pヴoduIt of the uﾐioﾐsげ e┗ol┗iﾐg policy capacity, which is embedded in a 
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demanding and rapidly changing policy environment. In closing, I argue that the formation and 

stヴateg┞ of the CCAU Hoth iﾏpヴo┗ed laHouヴげs IヴediHilit┞ as ke┞ poliI┞ stakeholdeヴs, and 

precipitated an important policy shift that may have long-term beneficial impacts on film and 

television production labour markets across Canada.  

 

Chapter five begins with an analysis of the design and impact of provincial film and television 

tax credit programs on labour markets and the daily lived experiences of cultural workers in 

Toronto and Halifax as major and regional production centres respectively. My analysis then 

turns to the role that labour plays in the policy networks involved in the ongoing development 

of the tax credit regime. I examine power relationships in Ontario and Nova Scotia provincial 

policy networks with a particular focus on the role of the provincial development agencies for 

the film and television industry in each province. I then examine the objectives and strategies of 

FilmOntario and the Nova Scotia Motion Picture Industry Association (NSMPIA) as industry 

stakeholder organizations embedded within these political power structures. My analysis 

focuses on the role of organized labour within the provincial industry associations, and the 

degree to which the industry association provides an avenue for the local and district unions to 

articulate their voices and issues at the policy level. I argue that the degree to which labour is 

able to leverage its influence in industry associations and the policy environment more broadly 

is a product of the size of the local labour markets in which they operate, which in turn shapes 

their organizational expertise and financial resources. My analysis leads me to conclude that 

uﾐioﾐ さsuIIessざ iﾐ iﾐflueﾐIiﾐg poliI┞ is ヴelati┗e; ┘hile the ad┗oIaI┞ of FilﾏOﾐtaヴio has 
produced desired policy changes, the core issues that the tax credit regime poses for the quality 

of ┘oヴk iﾐ Oﾐtaヴioげs filﾏ aﾐd tele┗isioﾐ pヴoduItioﾐ seItoヴ ヴeﾏain unaddressed. This stems from 

the fact the brokerage politics within industry associations have a silencing effect on labour 

issues which conflict with the interest of the independent producers who remain the primary 

clients of the provincial development agencies. In contrast, while the comparatively ineffectual 

advocacy of the NSMPIA means that it remains a marginalized political player, it is that very 

ineffectiveness that has inspired the Nova Scotia unions to engage in political advocacy outside 

of the industry association, specifically articulating policy problems as labour problems. This 

allows for the possibility of these much smaller unions to engage in policy advocacy that 

includes meaningful political debate about cultural policy as labour market regulation and why 

the quality of work matters to the creative economy.  

 

Chapter six is summarizes the key findings of the study, and argues the significance of the 

unions as cultural policy actors lies in their distinct interests as industrial stakeholders within 

policy networks. Only unions have the motivation and knowledge to clearly and consistently 

articulate the impact that cultural policies in Canada have on the professional and personal lives 

of cultural workers. I advance the Gollmitzer and Murra┞げs ふヲヰヱヱぶ ﾏodel as a IoﾐIeptual ﾏap 
which scholars and unions can use to advance the interests and issues of cultural workers as 

central to the policy process. Given that cultural production is labour-intensive, and that 

cultural production is an important site of social, cultural, and political communication and 

ideological struggle, principles of good public policy should take into account the ways in which 

cultural policy shapes cultural work, and why the national and local union offices need to 

include cultural policy advocacy as a pillar of their organizational operations. 
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A sophisticated understanding of the ongoing development of cultural policy accounts for the 

political role of the cultural workers. A sophisticated understanding of the operationalization of 

cultural policy accounts for the ways in which it not only meets industrial and cultural 

objectives through stimulating the production cultural goods and services, but how it shapes 

the lived daily experiences and professional lives of the cultural workers who make them. 

Examining the interactive relationship between the development and operationalization of 

cultural policy allows us to situate cultural workers as both objects and agents of cultural policy. 

The degree to which the unions are able to articulate cultural policy issues as issues affecting 

cultural workers has significant political import. Locating labour in cultural policy challenges 

doﾏiﾐaﾐt disIouヴses aヴouﾐd the aHilit┞ of the Iヴeati┗e eIoﾐoﾏ┞ to pヴo┗ide けgoodげ joHs aﾐd 
ameliorate the economic impact of deindustrialization. Locating labour in cultural policy 

provides cultural workers with a means by which they can understand the challenges their 

unions face in negotiating collective agreements not only as a function of the structural power 

of international capital, but also as a function of the policy choices made by their elected 

governments. Locating labour in cultural policy necessarily entails a critical examination of both 

the quantity and the quality of work in the cultural sector. Given the significant investment that 

provincial and federal governments in Canada make in supporting cultural production, 

understanding the role state plays in conditioning cultural labour markets is essential 

information for unions and other policy activists whose goals include the re-articulation of 

policy objective to include economic, political and social security for cultural workers, and not 

just market success for the goods they produce. 
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Chapter 2: Creative class politics: Theories of work and workers in the creative economy 

 

The term The Creative Economy has become extraordinarily widespread throughout the 

┘oヴld. I ﾏeaﾐ, Iげ┗e tヴa┗eled all o┗eヴ the ┘oヴld ﾐo┘, aﾐd people, e┗eヴ┞Hod┞ ┘aﾐts to He 
creative, every country wants to be creative, every city wants to be known as creative. 

Itげs gettiﾐg a little ヴidiIulous (J. Howkins, quoted in Ghelfi, 2005). 

 

Academic literature that engages with the creative economy is theoretically messy territory, 

with related concepts such as knowledge economy, creative cities, creative clusters, creative 

class and creative or cultural industries sharing overlapping and blurry conceptual boundaries. 

While the boundaries are contested, all these concepts are deeply connected to what I refer to 

as the discourse of creativity that has dominated academic and policy discussions related to the 

arts and cultural sector over the past decade. A unifying theme among the concepts, however, 

is the centrality of labour; the creative capacity of the labour force is, to varying degrees of 

emphasis, a central feature of the models and theories of the creative economy. With its 

theoretical foundations rooted in emphasizing the value of human creativity in generating and 

sustaining economic activity, the creative economy literature provides an important point of 

entry for examining work and workers in the arts and cultural industries. In its practical 

applications, the creative economy is intended to provide answers to economic development 

issues produced by a decline in the traditional ﾏaﾐufaItuヴiﾐg Hase of Caﾐadaげs eIoﾐoﾏ┞.  
 

The cultural industries play a starring role in the creative economy literature, with cultural 

workers embodying the essence of creativity. The discourse of creativity that permeates 

creative economy literature is often embraced by cultural workers and their organizations, as it 

opens up political space for stakeholders in the arts and cultural industries to advance their 

interests at the policy level. It also means that the instrumental value of the arts and cultural 

industries has taken centre stage in a range of policy discussions, from neighbourhood 

revitalization, to regional economic development, to attracting highly mobile talent in 

internationally competitive labour markets. However, the discourse of creativity is deeply 

embedded within the framework of the creative economy, and thus is bounded by the logic of 

economic development as a primary goal. This consequently shapes the terms and conditions 

under which particular interests are heard and understood to be central to the policy discussion 

and the creative (city, class, cluster, industry) under consideration.  

 

This chapter has three sections. The first section examines the problems associated with the 

discursive construction and mobilization of けIヴeati┗it┞げ iﾐ academic and policy circles. The 

discourse of creativity romanticizes the nature of working in the cultural industries; masks 

significant power relations between key actors in the creative economy; and cloaks the risks 

associated with an economic development strategy that is based on precarious employment in 

a globally competitive, highly mobile industry; one that is extremely susceptible to changes in 

the political imagination as a result of its deep ties to the policy environment in which it 

operates. I engage with the debates in the emerging field of cultural labour over the use of 
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けIヴeati┗eげ oヴ けIultuヴalげ to desIヴiHe iﾐdustヴies aﾐd ┘oヴkeヴs. I argue the laﾐguage of けIultuヴalげ 
workers aﾐd けIultuヴalげ industries most accurately captures the collective experiences of all 

workers in the cultural industries (and indeed in the arts sector more broadly), as well as the 

policy environment that shapes labour markets in which they work. I explain my choice to use 

the term creative economy for its ability to most accurately capture the prevailing policy 

environment in which cultural workers and their unions attempt to articulate labour problems 

as policy problems. 

 

The second section of the chapter turns to the degree to which the emerging field of cultural 

labour and the well established field of cultural policy are in conversation with each other. The 

employment of cultural workers is a defining feature of film and television policy in Canada. It is 

thus surprising that the academic cultural policy community in Canada has largely overlooked 

the relationship that cultural policy shares with cultural labour markets and the daily lived 

experiences of cultural workers. This oversight has produced three basic shortcomings in the 

existing literature.  

 

First, much of the work on Canadian cultural policy that examines the broadcasting, film and 

television production sector is intellectually preoccupied with tensions between the cultural 

goals and industrial goals of policymakers and stakeholders. Although the creative economy has 

considerable political traction in Canadian politics, particularly at the provincial level, Canada 

has ﾐot ﾏade the ┘holesale disIuヴsi┗e shift fヴoﾏ けIultuヴal iﾐdustヴiesげ to けIヴeati┗e iﾐdustヴiesげ, as 
has the UK, for example. This is because of the highly politicized nature of cultural production in 

Canada that is driven by a public policy framework as historically rooted in the discourses of 

cultural sovereignty and national identity as it is in industrial and economic development. The 

problem lies not in the identification of the tensions between cultural goals, such as the 

cultivation of a national identity through the dissemination of Canadian television 

programming, and industrial goals, such as stimulation of a vibrant industrial infrastructure to 

produce content. Rather, the problem lies in the analytical presumption that the two are 

necessarily competing at best or mutually exclusive at the most extreme.  

 

The second issue stems from the first. Overlooking the deep connection between cultural and 

industrial objectives masks the labour market outcomes produced as a result of cultural policy 

implementation. Stemming from that, we understand even less about the political role that 

workers in the arts and cultural sector play in the development of cultural policies that shape 

their professional careers and daily lived experiences. The artificial separation of cultural and 

industrial policy objectives, a failure to connect cultural policy frameworks with labour market 

outcomes, and a general exclusioﾐ oヴ ﾏisヴepヴeseﾐtatioﾐ of laHouヴげs ヴole as poliI┞ aItoヴs has 
produced a body of literature on the largest of the Canadian cultural industries that at its core 

fails to account for the inherently political subject positions of cultural workers and their unions 

as objects and agents of Canadian cultural policy.  

 

The third section of the chapter sets out the theoretical lens and analytical framework for the 

case studies that provides the means by which the fields of cultural policy and cultural labour 

can engage in a deep conversation with each other. My use of a labour-based analysis is 
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inspired by the gender-based policy analysis framework used by the Canadian federal 

government to examine the differential ways in which policy design and implementation impact 

women and men. I argue that a labour-based policy analysis is one tool by which we can 

understand how the design and implementation of cultural policy has differential impacts on 

groups of workers based on their occupations, geographical location, and access to different 

sectors of the film and television production industry in Canada. A labour-based policy analysis 

also provides an analytical framework that accounts for how the broader political-economic 

environment shapes power relations between various stakeholder groups within film and 

television policy networks. This, in turn, allows us a means by which we can understand the 

various choices that unions make as policy actors in the discursive framing of their arguments, 

in their associational strategies, and as a product of the resources they bring to the policy table. 

In short, a labour-based analysis brings workers into the centre of the policy process as both 

objects and agents of cultural policy.  

 

The objective of the chapter is to demonstrate that we need to look at labour as key industry 

stakeholders in the development of public policy processes for the Canadian cultural sector. 

There are three reasons for this: first, to develop a more complex understanding of the ways in 

which cultural and industrial objectives of Canadian cultural policy - and in particular, film, 

television and broadcasting policy - are mutually constitutive in their implementation, and how 

this might affect policy outcomes and evaluation; second, to understand the ways in which 

cultural policy operates as a form of labour market regulation; and third, to meaningfully 

situate the voices of cultural workers in the development of policy frameworks as a step to 

understanding the role they play in supporting, contesting and re-imagining the concept and 

construction of the creative economy.  

The instrumentalization of creativity 

In 2001, John Howkins, the author quoted at the opening of this chapter, published The 

Creative Economy: How people make money from ideas, a work that has been widely credited 

for making a significant contribution to the popularization of the creative economy (Gollmitzer 

& Murray, 2008; Howkins, 2001; Landry, 2006; United Nations, 2008). The creative economy is 

characterized by the notion that creative assets – referencing both creative inputs, in terms of 

creative labour, and outputs, or products of, creative work – are a priori to a thriving post-

industrial economy (Tepper, 2002). The framework is similar to theories of the knowledge-

based economy in the sense that it is dヴi┗eﾐ H┞ huﾏaﾐ Iapital, ┘heヴeH┞, さpeople ┘ith ideas – 

people who own ideas – have become more powerful than people who work machines and, in 

ﾏaﾐ┞ Iases, ﾏoヴe po┘eヴful thaﾐ people ┘ho o┘ﾐ ﾏaIhiﾐesざ (Howkins, 2001, p. ix). Whereas 

the knowledge-based economy literature emphasizes the need for highly skilled human capital, 

innovation and technological development as key elements for economic success (Beckstead & 

Vinodrai, 2003), the creative economy emphasizes the value of creativity as the key ingredient 

required for cultivating long-term economic development. Florida argues in his widely 

referenced Rise of the Creative Class that, さけkﾐo┘ledgeげ aﾐd けiﾐfoヴﾏatioﾐげ are the tools and 

ﾏateヴials of Iヴeati┗it┞. けInnovationげ, whether in the form of a new technological artifact or a 

ﾐe┘ Husiﾐess ﾏodel oヴ ﾏethods, is its pヴoduItざ (Florida, 2002, p. 44). 
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The logic of the creative economy is summarized as follows. The creative economy is powered 

by ideas. These ideas are generated by highly talented, creative people. Creative people can be 

found across many sectors of the economy, but some sectors, people, and occupations, are 

more creative than others. Key works on the creative economy thus conceptualize the creative 

economy as encompassing much more than just the cultural industries, although the cultural 

industries feature prominently throughout models of the creative economy. The UN Creative 

Economy Report 2008 identifies three areas of the economy1 in which creativity is particularly 

concentrated.  

 
Artistic creativity involves imagination and a capacity to generate original ideas and 

novel ways of interpreting the world, expressed in text, sound and image; 

 

Scientific creativity involves curiosity and a willingness to experiment and make new 

connections in problem-solving; 

 

Economic creativity is a dynamic process leading towards innovation in technology, 

business practices, marketing, etc., and is closely linked to gaining competitive 

advantages in the economy (United Nations, 2008, p. 9) 

 

While creative human capital is a key feature of the creative economy, the theoretical interest 

in the value of that human capital lies in its capacity to contribute to the economic 

development of a particular locale. In promoting the value of creativity, to business and to 

governments interested in developing creative economies, the discourse of creativity fashions a 

high-gloss picture of what work and labour relations in the creative economy look like. It is a 

project that serves two functions. One, it positions the creative economy as a viable, and 

desirable, economic development strategy for a post-industrial economy. In doing so, it 

normalizes and justifies prominent features of labour markets and employment relations based 

on a non-standard employment relationship; one that in its core characteristics is based on 

employment and income insecurity, excessive overtime, contract, freelance or self-

employment, and where risk is both individualized and devolved from the employer to the 

worker. It is also a landscape that is largely devoid of unions and collective bargaining. The 

creative economy does not need unions; the individual labour market power of highly talented, 

creative workers makes the need for unions irrelevant by the logic of the creative economy. The 

widely popular work of Richard Florida exemplifies this logic. 

 

In 2002, Richard Florida published The Rise of the Creative Class. Florida argues that the 

eIoﾐoﾏiI Huildiﾐg HloIks of the Iヴeati┗e eIoﾐoﾏ┞ aヴe the さCreative Class,ざ ┘ho Iaﾐ He 
Iategoヴized iﾐto the さ“upeヴ Cヴeati┗e Coヴeざ aﾐd the さCヴeati┗e Pヴofessioﾐalsざ. The さ“upeヴ-

Cヴeati┗e Coヴeざ iﾐIludes, さsIieﾐtists aﾐd eﾐgiﾐeeヴs, uﾐi┗eヴsit┞ pヴofessoヴs, poets aﾐd ﾐo┗elists, 
aヴtists, eﾐteヴtaiﾐeヴs, aItoヴs, desigﾐeヴs aﾐd aヴIhiteIts…ﾐoﾐ fiItioﾐ ┘ヴiteヴs, editoヴs, Iultuヴal 
figures, think-tank researchers, analysts and other opinion-ﾏakeヴs.ざ さCヴeati┗e Pヴofessioﾐalsざ 

                                                
1
 The UN ヴepoヴt siﾏpl┞ aヴgues this ﾏodel applies to さtoda┞げs eIoﾐoﾏ┞.ざ This is Ileaヴl┞ pヴoHleﾏatiI iﾐ failiﾐg to 

acknowledge vast differences in the profile of national, regional and local economies across the globe. 
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aヴe those ┘ho さeﾐgage iﾐ Iヴeati┗e pヴoHleﾏ sol┗iﾐg, dヴa┘iﾐg oﾐ Ioﾏple┝ Hodies of kﾐo┘ledge 
to sol┗e speIifiI pヴoHleﾏs,ざ aﾐd iﾐIludes those who work in knowledge intensive industries 

such as high-tech sectors, financial services, the legal and health care professions and business 

ﾏaﾐageﾏeﾐt, as ┘ell as, さteIhﾐiIiaﾐs aﾐd otheヴs ┘ho appl┞ Ioﾏple┝ Hodies of kﾐo┘ledge to 
working with physical materialsざ (Florida, 2002, pp. 66-67).  

 

Floヴidaげs Cヴeati┗e Class enjoys considerable autonomy and power both in the workplace and in 

labour markets. The Creative Class eﾐjo┞s さhoヴizoﾐtal h┞peヴﾏoHilit┞ざ iﾐ laHouヴ ﾏaヴkets, ﾏo┗iﾐg 
fヴoﾏ oﾐe Ioﾏpaﾐ┞ oヴ pヴojeIt to the ﾐe┝t さiﾐ seaヴIh of ┘hat the┞ ┘aﾐtざ (Florida, 2002, p. 104). 

Florida argues the unraveling of the standard employment model and the social contract is a 

liHeヴatoヴ┞ de┗elopﾏeﾐt foヴ the Cヴeati┗e Class ┘heﾐ he sa┞s, さﾏost Helie┗e that itげs Hetteヴ to 
move around: they get more options that way, and it is easier to move up by moving on. They 

understand that their only real job security comes from their capabilities and continued 

pヴoduIti┗it┞ざ ふFloヴida, ヲヰヰヲ, ヱヱヰぶ. The Creative Class prefers the さﾐo Iollaヴ ┘oヴkplaIeざ ┘heヴe 
Microsoft teIhﾐiIiaﾐs, さ┘aﾐt to dヴess like Iosﾏopolitaﾐ, suIIessful aヴtists, Hefittiﾐg theiヴ status 
as the Iヴeati┗e eIoﾐoﾏiI ┗aﾐguaヴdざ (Florida, 2002, p. 119). The workplace has literally been 

transformed to meet the demands of the Creative Class – the offiIe has HeIoﾏe a さsuHuヴHaﾐ 
campus [that has] virtually everything a worker would want or need – from espresso bars and 

free food to on-site day care, state of the art health facilities, outdoor Frisbee fields and 

concierge seヴ┗iIesざ (Florida, 2002, p. 123).  

 

Qualit┞ of plaIe featuヴes fヴoﾐt aﾐd Ieﾐtヴe iﾐ Floヴidaげs aヴguﾏeﾐts. The HaIkHoﾐe of his Iヴeati┗e 
class arguments is based on a series of indices that measure what attracts the creative class to a 

geogヴaphiI aヴea. His thヴee Tげs – technology, talent and tolerance – are the three primary 

characteristics that Florida contends regions require in order to attract the Creative Class. These 

thヴee Tげs aヴe dヴi┗eﾐ H┞, aﾏoﾐgst otheヴ thiﾐgs, the presence of cultural workers. The Bohemian 

Iﾐde┝ ﾏeasuヴes the さﾐuﾏHeヴ of ┘ヴiteヴs, desigﾐeヴs, ﾏusiIiaﾐs, aItoヴs aﾐd diヴeItoヴs, paiﾐteヴs aﾐd 
sIulptoヴs, photogヴapheヴs aﾐd daﾐIeヴsざ iﾐ a paヴtiIulaヴ ヴegioﾐ. Floヴida aヴgues theiヴ pヴeseﾐIe is a 
particularly strong pヴediItoヴ of さe┗eヴ┞thiﾐg fヴoﾏ a ヴegioﾐげs high-technology base to its overall 

populatioﾐ aﾐd eﾏplo┞ﾏeﾐt gヴo┘thざ (Florida, 2002, p. 260). Floヴidaげs Boheﾏiaﾐ Iﾐde┝ thus 
does double duty in instrumentalizing the arts and cultural sectors by placing the workers 

┘ithiﾐ it at the さ“upeヴ Cヴeati┗e Coヴeざ of his Cヴeati┗e Class ﾏodel, aﾐd H┞ usiﾐg theﾏ as aﾐ 
iﾐdiIatoヴ of a ヴegioﾐげs attヴaIti┗eﾐess to the Cヴeati┗e Class. 
 

The paヴsiﾏoﾐ┞ of Floヴidaげs ﾏodel ﾏade it politiIall┞ attヴactive to furthering the agenda of the 

creative cities movement (Landry, 2006; Pratt, 2008). It is important at this point to note that 

the creative cities movement is, in significant ways, distinct from the discourse of creativity in 

the creative economy literature. The creative cities movement seeks to integrate arts, culture, 

and heritage as central to the policy planning and urban development processes across a broad 

range of policy areas (Duxbury, 2004). Creative cities use cultural resources to inform economic 

development, as well as social policy goals, including education, social services, health, housing 

and urban planning (Landry, 2000 in Gollmitzer & Murray, 2008). The creative cities literature 

emerged well before the popularity of the creative economy, dating back to the early 1990s 

(Landry, 2006). Vancouver released Toward the Creative City report in 1993, which neatly 
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articulates the inclusive and broadly conceptualized value of the arts and cultural industries in 

the creative cities model: 

 
A city where: the arts are respected for their aesthetic importance and for their 

ability to foster understanding and communication; cultural diversity is embraced 

and the expression of creativity in all its forms is encouraged; people can enjoy 

creative activities in their everyday lives; the arts are viewed as an educational 

necessity and creativity is recognized as an invaluable skill in the Age of Information; 

the arts are valued for their important role in the economy as well as for their 

spiritual, intellectual and social benefits (quoted in Duxbury, 2004, p. 1) 

 

Ho┘e┗eヴ, as Pヴatt ふヲヰヰΒぶ poiﾐts out, さla┞ usage of Floヴidaげs ┘oヴk is Ioﾏﾏoﾐl┞ deplo┞ed as the 
ﾏeaﾐs H┞ ┘hiIh Iities ﾏa┞ He ﾏade けIヴeati┗eげざ (Pratt, ヲヰヰΒ, p. ヲぶ. Floヴidaげs ﾏodel fヴeケueﾐtl┞ 
appeaヴs iﾐ Iヴeati┗e Iit┞ plaﾐﾐiﾐg doIuﾏeﾐts. While Floヴidaげs logiI does ﾐot eﾐtiヴel┞ eIlipse the 
broadly conceptualized value of arts and cultural infrastructure, access to arts and cultural 

programming for underserved populations, and the ongoing development of public art 

programs, these aspects of the creative cities movement work largely in the service of the 

Iヴeati┗e eIoﾐoﾏ┞ fヴaﾏe┘oヴk. The opeﾐiﾐg of the Cit┞ of Toヴoﾐtoげs ヲヰヰン Culture Plan for the 

Creative City ヴefleIts the degヴee to ┘hiIh Floヴidaげs aヴguﾏeﾐts ┘eヴe ケuiIkl┞ eﾏHヴaIed as paヴt of 
the creative cities planning process.2 

 
The Culture Plan recognizes that great cities of the world are all Creative Cities whose 

citizens work with ideas, are intensely mobile and insist on a high quality of life 

wherever they choose to live. Such cities, and their citizens, have an overwhelming 

impact on the economies of their countries and compete with one another directly 

for trade, for invesmtnet and most of all, for talent. Toronto is already a Creative 

City: its competitors are now such major metropolises as Chicago, Milan, Barcelona, 

Montreal and San Francisco. These are cities with similar profiles: great cultural 

diversity, high percentages of adults with post-secondary education and high 

proportions of economic activity in the knowledge industries (City of Toronto Culture 

Division, 2003, p. 1) 

 

Consequently, while creative cities planning documents and literature routinely feature the 

cultural industries as economic and employment drivers, there is little critical examination of 

what kind of jobs these are. The discourse of creativity frames working in the cultural industries 

as aﾐ さiﾐtヴiﾐsiIall┞ pヴogヴessi┗e foヴﾏ of ┘oヴkざ (Banks & Hesmondhalgh, 2009, p. 416). We can 

see evidence of this in contemporary academic scholarship on creative cities. In describing the 

local labour market dynamics and employment relations for freelance cultural workers Scott 

(2010) fails to capture the kind of chronic anxiety that stems from a career built on short-term 

contracts, and the ways in which social networking becomes a survival strategy, rather than a 

career strategy when he states that,  

                                                
2
 More currently, of the ten culture plan indicators the City of Toronto lists on its 2008 Culture Plan Progress 

‘epoヴt, ﾐuﾏHeヴ fi┗e is listed as, さToヴoﾐtoげs ヴaﾐkiﾐg oﾐ the Cヴeati┗it┞ Iﾐde┝ de┗eloped H┞ ‘iIhaヴd Floヴida, as 
Ioﾏpaヴed ┘ith otheヴ ﾏajoヴ Noヴth AﾏeヴiIaﾐ Iities.ざ (City of Toronto Culture Division, 2008, p. 10) 
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...Team work helps to stimulate individual creative activity and to promote joint 

creative synergies, and is therefore widely practiced where multidimensional but 

disIヴete pヴojeIts aヴe at stake…these pヴojeIts iﾐ┗aヴiaHl┞ Ihaﾐge theiヴ suHstaﾐti┗e 
content and design specifications from one instance to the next so that team rarely 

survives intact for very long. Instead, as any given team breaks up, the individual 

workers that were involved proceed with their accumulated experiences and know-

how to recombine with other workers in other teams, thereby establishing the 

creative process anew (Scott, 2010, p. 123) 

 

Scottげs analysis reflects a simplistic understanding of the mobility of creative workers. This 

stems from an incomplete accounting of the ways in which public policy shapes work in the 

creative economy, particularly as it relates to labour and employment relations. This analytical 

gap is somewhat surprising, given the degree to which ideas of creativity are taken up in the 

context of the creative economy as an economic development model. For example, Scott refers 

to the iﾏpoヴtaﾐIe of the liteヴatuヴe oﾐ Iヴeati┗e Ilusteヴiﾐg ┘heﾐ he ヴefeヴs to さiﾐflo┘s of taleﾐted 
migrants who recognize that their ambitions are most likely to be satisfied in specialized 

Ilusteヴs ┘heヴe theiヴ aptitudes aヴe ﾏost iﾐ deﾏaﾐdざ (Scott, 2010, p. 123). My case studies 

clearly demonstrate that borders – both internationally and inter-provincially – play an 

important role iﾐ shapiﾐg aIIess to ┘oヴk foヴ filﾏ aﾐd tele┗isioﾐ pヴofessioﾐals. “Iottげs 
Ioﾐteﾐtioﾐ that Holl┞┘ood is filled ┘ith Iヴeati┗e taleﾐt fヴoﾏ さall o┗eヴ the ┘oヴldざ (p. 123) fails to 

acknowledge the barrier that getting a U.S. work permit poses to many cultural workers in 

puヴsuit of theiヴ けIヴeati┗eげ fulfillﾏeﾐt. 
 

The Rise of the Creative Class ┘as Floヴidaげs fiヴst offeヴiﾐg of se┗eヴal to follo┘ Hased oﾐ the 
creative class model (Florida, 2005; 2007). Many scholars have directly engaged with the deeply 

problematic assuﾏptioﾐs aﾐd asseヴtioﾐs of Floヴidaげs ﾏodel, ふMarkusen, 2006; Markusen, 

Wassall, DeNatale, & Cohen, 2008; Peck, 2005; Pratt, 2008). Perhaps the most succinct critique 

comes from Markusen et. al. ふヲヰヰΒぶ iﾐ theiヴ ヴejeItioﾐ of Floヴidaげs ﾏethodolog┞. 
 

Floヴidaげs definition of the creative class [includes] large lumpy occupational 

categories that are defined by the government agencies that create them, largely 

oﾐ the Hasis of eduIatioﾐal attaiﾐﾏeﾐt aﾐd Iヴedeﾐtials. “o, iﾐ Floヴidaげs usage, the 
creative class boils down to those who have received higher education, whether 

or not they are actually doing creative work, and excludes all creative workers 

without degrees. Because this definition is both crude and politically repugnant, 

we do not use the term creative class in our work (Markusen, Wassall, DeNatale, 

& Cohen, 2008, p. 27) 

 

Despite widespread criticism from across the academic community for its lack of conceptual 

clarity, methodological problems and theoretical shortcomings, Floヴidaげs ┘oヴk has Heeﾐ aﾐ 
important development in the political life of the creative economy and in shaping the 

discourses of creativity. As Landry notes, the popularity of The Rise of the Creative Class gave 

the IoﾐIept of Iヴeati┗it┞, さa dヴaﾏatiI lift ┘ith the daﾐgeヴ of h┞piﾐg the IoﾐIept out of fa┗ouヴざ 
(Landry, 2006, p. 6). While the discourse of creativity may be driven by the interests of capital, 
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they are also embraced by governments and arts and cultural advocacy groups for extremely 

pragmatic reasons. The historical trajectory of the creative economy is as much tied to political 

pragmatism in seeking new rationales for state support for the arts as it is to an evolution in 

economic development strategies. The UK made the discursive shift from cultural to creative 

industries in 1997 when the Blair Labour government came to office (Gollmitzer & Murray, 

2008). Howkins recalls the reason for this shift. 

 
The then Labour culture secretary, Chris Smith, had this notion that if he talked about 

the economic benefits of the arts he would get more money from the Treasury. If Chris 

Could sa┞ けI ┘aﾐt £ヵヰヰ ﾏillioﾐ oヴ e┗eﾐ £ヱ Hillioﾐ foヴ the aヴts Iヴeatiﾐg joHs, Iヴeatiﾐg 
economic activity, paying taxes, etc.げ, the Tヴeasuヴ┞ ┘ould sa┞ けOh, oh I see, right 

theﾐ…so…げ aﾐd thatげs ┘hat he did. It ┘as Ileaヴl┞ a pヴeseﾐtatioﾐal plo┞ to get ﾏoヴe 
money out of the government, and it was very successful. That was picked up, and 

e┗eヴ┞oﾐe said けOh ﾏ┞ God, that aヴts aヴe ﾐot oﾐl┞ aヴtistiIall┞ ┗aluaHle, Hut they are 

eIoﾐoﾏiIall┞ iﾏpoヴtaﾐt as ┘ell.げ Thatげs a siﾏple ﾏessage aﾐd ┘e all kﾐo┘ that ﾏessage 
ﾐo┘…ざ (Ghelfi, 2005). 

 

Mobilization of the discourse of creativity within the framework of the creative economy allows 

the cultural sector to adopt arguments used to support international competitiveness based on 

innovation and, particularly when combined with the popularity of creative class arguments, 

make an economic case for public support of the cultural industries. Garnham (2005) argues 

that the uptake of creative discourses by the cultural sector is deeply tied to the policy 

eﾐ┗iヴoﾐﾏeﾐt. Gaヴﾐhaﾏ aヴgues the disIuヴsi┗e shift fヴoﾏ さIultuヴal iﾐdustヴiesざ to さIヴeati┗e 
iﾐdustヴiesざ ヴefleIts the さatteﾏpt H┞ the Iultuヴal seItoヴ aﾐd the cultural policy community to 

share in its relations with the government, and in policy presentation for the media, the 

unquestioned prestige that now attaches to the information society and to any policy that 

supposedl┞ fa┗ouヴs its de┗elopﾏeﾐtざ (Garnham, 2005, p. 20). Yet as Gollmitzer and Murray 

(2008) argue, the consequences of the instrumentalization of the arts and cultural industries in 

the service of the creative economy is that the policy framework privileges economic outcomes, 

with a diminished focus on the cultural or social outcomes of the production, distribution, and 

consumption of cultural goods and services. Banks and Hesmondhalgh (2009) further 

problematize the discourses of creativity at the policy level by directly engaging with questions 

around what kind of jobs drive the creative economy. The authors argue that the policy 

framework for the creative industries fails to account for the systemic problems associated with 

the さdaヴk sideざ of cultural labour, including individualized risk assumption, self-exploitation, low 

income levels and chronic employment insecurity. Should these issues remain unaddressed, 

the┞ aヴgue the Iヴeati┗e eIoﾐoﾏ┞ fヴaﾏe┘oヴk ┘ill さfail to pヴe┗eﾐt gヴeateヴ haヴﾏ Hefalliﾐg those 
people who work within the sector, and that the potential for creative labour to contribute, at 

least iﾐ soﾏe ┘a┞, to huﾏaﾐ flouヴishiﾐg uﾐdeヴ pヴeseﾐt Ioﾐditioﾐs ┘ill He iﾐhiHitedざ (Banks & 

Hesmondhalgh, 2009, p. 419). Banks and Hesmondhalgh suspect that the question of the 

quality of work goes largely unaddressed in other national contexts, and in the case of Canada, 

they are correct. In order to understand the context in which the unions in my case study 

present their issues as policy problems, it is necessary to understand the ways in which the 

discourses of creativity engage with work and employment relations in the Canadian context, 

how this is taken up in the context of public policy, and what the implications are for workers.  
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In 2007, the Conference Board of Canada hosted the International Forum on the Creative 

Economy in association with the Department of Canadian Heritage. The conference marks an 

important moment in the political profile of the Canadian arts and cultural industries by 

bringing together internationally acknowledged scholars, business leaders and key policy 

decision-makers to discuss the potential of the arts and cultural industries in shaping the 

economic future of Canada. Despite a general consensus on the importance of cultivating a 

deep pool of highl┞ skilled Iヴeati┗e taleﾐt, the IoﾐfeヴeﾐIeげs foIus oﾐ the Iヴeati┗e eIoﾐoﾏ┞ as a 
business and economic development strategy came largely at the expense of a critical 

examination of labour market dynamics and the ways in which cultural policy shapes work in 

the cultural sector. Consequently, the conference report typifies the types of discourses 

assoIiated ┘ith Floヴidaげs Iヴeati┗e Ilass ﾏodel. 
 

Talent is an indispensable driver of the creative economy. Skilled and knowledgeable 

creative people are essential to producing creative content, developing and deploying 

engaging delivery platforms, judging consumer demand, and designing creative 

responses to that demand. The creative economy, like any other segment of the 

economy, depends on a high-quality supply of talented people, sufficient quantities of 

workers with the right skill-sets, and efficient mechanisms for facilitating the flow of 

skilled workers into productive employment (Conference Board of Canada, 2008, p. 38) 

 

In the creative economy, individuals and teams are valued for the diversity they bring 

individually and collectively to the projects they work on. Creative firms are valued in 

the marketplace for their distinctive goods and services, which are characterized by a 

diversity of expression, a uniqueness in the way they are delivered to the market, and 

their ability to resonate with different segments of the marketplace. In the creative 

economy, diversity can also refer to the mix of skill sets required to ensure a successful 

creative collaboration, one that taps the talents of creative individuals and teams, 

leverages the power of technologies, and commoditizes the creative experience to 

ensure that creative people are rewarded for their efforts and encouraged to bring forth 

new works to a waiting and demanding public (Conference Board of Canada, 2008, p. 

41) 

 

In 2008, Florida was commissioned by the Premier of Ontario to author a report and 

recommendations oﾐ さho┘ to eﾐsuヴe Oﾐtaヴioげs eIoﾐoﾏ┞ aﾐd people ヴeﾏaiﾐ gloHall┞ 
Ioﾏpetiti┗e aﾐd pヴospeヴousざ (Martin Prosperity Institute, 2008, p. iv). In Ontario in the Creative 

Age, Florida Ialls foヴ Oﾐtaヴioげs eIoﾐoﾏ┞ to さhaヴﾐess the full Iヴeati┗e poteﾐtial of all Oﾐtaヴiaﾐsざ 
aﾐd HeIoﾏe the さfiヴst iﾐ the ┘oヴld ┘ith half [of the] ┘oヴkfoヴIe iﾐ the high-value, high-paying 

joHs of the Iヴeati┗e eIoﾐoﾏ┞ H┞ ヲヰンヰざ (Martin Prosperity Institute, 2008, p. v). His popularity in 

policy circles in Canada3 is somewhat confusing given his persistent silence on the role that the 

state should play in attracting the creative class, with Ontario in the Creative Age being no 

exception. The report offers little by way of concrete steps that the province should take to 

pursue his broad recommendations.  

                                                
3
 Floヴidaげs ┘oヴk ┘as also ┘idel┞ populaヴ across the U.S. in terms of municipal and regional planning strategies. See 

Grodach & Loukaitou-Sideris (2007). 
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The Entertainment and Creative Industries are a featured sector in the Ontario provincial 

go┗eヴﾐﾏeﾐtげs ヲヰヱヱ pヴo┗iﾐIial pヴogヴess ヴeport, and entirely as a result of its capacity as an 

economic and employment driver. The report highlights tax incentive programs, and, in 

particular, the film and television production tax credits I examine in chapter five, as key policy 

instruments that stimulate business in┗estﾏeﾐt aﾐd さIヴeate joHs iﾐ e┝Iitiﾐg ﾐe┘ iﾐdustヴiesざ 

(Government of Ontario, 2011). 

 
“iﾐIe ヲヰヰン, eﾏplo┞ﾏeﾐt iﾐ Oﾐtaヴioげs eﾐteヴtaiﾐﾏeﾐt aﾐd Iヴeati┗e iﾐdustヴies has gヴo┘ﾐ 
faster than employment in the broader economy. The sector employed approximately 

304,000 Ontarians in 2010, an increase of 15%, or 39,000 well-paying jobs, compared to 

2003 (Government of Ontario, 2011).  

 

NotaHl┞, the Pヴogヴess ‘epoヴt does ﾐot elaHoヴate oﾐ ┘hat Ioﾐstitutes a さ┘ell-pa┞iﾐg joH,ざ ﾐoヴ 
is there any discussion of the quality of jobs in terms of employment or income security. 

These examples illustrate that, while discourses associated with the creative economy may 

serve to justify significant state investment in the arts and cultural industries, and improve the 

political profile of the arts and cultural sector, as Tepper (2002) notes, they do not necessarily 

produce deep understanding of the work and institutions, including policy frameworks, of 

which it is constituted. I will now review recent scholarship from the emerging field of cultural 

labour as an analytical alternative to the glamorization of work and employment relations in 

the discourse of creativity.  

Creative class dismissed: cue the cultural worker 

けCヴeati┗eげ may be a popular adjective to describe economies, workers, industries and cities in 

which the arts and cultural industries play a central role, but it is not the most appropriate. 

While the emerging discipline of cultural labour critically examines work in film, television, 

interactive digital media, sound recording, publishing and other sectors at the core of the 

Iヴeati┗e eIoﾐoﾏ┞, authoヴs ha┗e ┞et to ヴeaIh a Ioﾐseﾐsus oﾐ ┘hetheヴ the teヴﾏ けIultuヴalげ oヴ 
けIヴeati┗eげ ﾏost appヴopヴiatel┞ desIヴiHes the ﾐatuヴe of the work or the industries to which 

┘oヴkeヴs dediIate theiヴ pヴofessioﾐal li┗es. I aヴgue that the teヴﾏ けIヴeati┗eげ as a desIヴiptoヴ foヴ 
industries, workers and occupations in the film and television industry carries with it insufficient 

analytical tractability for three main reasons. First, it fails to adequately reflect the nature of 

work for film and television professionals. Second, it is fundamentally disconnected from the 

craft-based identity cultural workers share that forms the basis of their unions. Third, it 

obscures the specific and unique characteristics of producing cultural goods and disembeds 

labour markets from the highly politicized context that underpins policy support for the arts 

aﾐd Iultuヴal seItoヴ. The laﾐguage of けIultuヴal ┘oヴkeヴsげ oヴ けIultuヴal laHouヴげ pヴo┗ides a ﾏeaﾐs H┞ 
which we understand how the production of cultural products requires the inputs of a range of 

creative, administrative, logistical, technical and manual workers. It allows us to understand 

why union density in the film and television production sector defies current union density 

trends in the broader economy, despite the highly unstable and precarious nature of work that 

is often seen as a barrier to collective bargaining. The term cultural, particularly in the Canadian 
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context, also aligns with the historic roots of the policy frameworks that far predate the 

creative economy, and which at times serve as a source of discursive power for the unions in 

their policy interventions. My continuing use of the term creative economy is deliberate, 

reflecting the discursive logic of the current policy environment in which the unions engage as 

policy actors. 

 

The creative labour literature makes an important contribution to challenging the discourses of 

the creative economy through a critical examination of labour from the shop floor. Contrary to 

creative economy discourses that position workers in the creative industries as well paid, highly 

autonomous and mobile, the creative labour literature engages with the professional lives of 

self-employed, freelance workers who experience chronic employment and income insecurity 

as a result of their close ties to highly unstable labour markets. Recent scholarship examines 

how long working hours, free labour and the ways in which risk and professional development 

is assumed by the individual worker are characteristic of professional careers in the screen-

based industries (Dyer-Witheford & de Peuter, 2006; Hesmondhalgh & Baker, 2011; McKinlay & 

Smith, 2009; Ursell 2000). Helen Blair and Susan Christopherson examine the ways in which 

systemic gender, age and racialized discrimination is embedded in informal industry networks 

(Blair, 2001; Christopherson, 2008). 

 

Susan Christopherson has made the most sustained contribution to linking cultural labour 

markets with the policy contexts in which they operate, noting that the broader literature 

teﾐds to, さIoﾐsideヴ Iヴeati┗e iﾐdustヴies as sui generis and set apart from the context of the 

eIoﾐoﾏiI iﾐstitutioﾐs that IoﾐstヴuIt iﾐIeﾐti┗es iﾐ ﾏaヴket eIoﾐoﾏiesざ (Christopherson, 2009). 

Her work focuses on film and television production in the United States, examining the impact 

that regulatory frameworks and place-based incentives have on the overall industrial 

structures and strategies of large corporations and, in turn, how this shapes industrial 

strategies; sub-,national and international competition in film and television labour markets; 

labour power; and work experiences for production professionals.4 Her conclusions from her 

                                                
4
 See also, for example: 

 Christopherson, S. (2009). Working in the Creative Economy: Risk, Adaptation, and the persistence of 

exclusionary networks. In A. McKinlay, & C. Smith (Eds.), Creative labour: working in the creative industries 

(pp. 72-90). New York, NY, USA: Palgrave McMillan. 

Christopherson, S. (2005). Divide and conquer : regional competition in a concentrated media industry in Elmer, 

Greg, & Gasher, Mike (Eds). Contracting out Hollywood : runaway productions and foreign location shooting 

/ Rowman & Littlefield, Lanham, MD  

Christopherson, S. (2004). The divergend worlds of new media: how policy shapes work in the creative 

economy. Review of Policy Research , 21 (4), 543-558. 

Christopherson S, (2002). "Project work in context: regulatory change and the new geography of media" 

Environment and Planning A 34(11) 2003 – 2015 

Storper, M. & Christopherson, S. (1987). Flexible Specialization and Regional Industrial Agglomerations: The 

Case of the U.S. Motion Picture Industry. Annals of the Association of American Geographers, 77(1), 104-

117.  
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international comparison of new media workers in Sweden, Germany and the U.S. merit 

quoting. 

 
While Sweden and Germany differ from one another in the political frameworks 

governing employment policy and industrial relations, they have some common features 

(such as employee voice in management decisions) that make for employment 

conditions significantly different from those in the United States. These policy-based 

diffeヴeﾐIes affeIt the pヴoIess of skill aIケuisitioﾐ, the ┘oヴkeヴげs Ioﾐtヴol o┗eヴ tiﾏe aﾐd 
tools, and expectations regarding relationships with clients and customers. By 

comparing the ways in which new media work is evolving in these different national 

settings we can begin to understand the influence of regulatory and policy frameworks 

on this new occupation (Christopherson S. , 2004, p. 545). 

 

The most significant contribution in connecting cultural workers to the broader policy 

environment in the Canadian context comes from Mirjam Gollmitzer and Catherine Murray in 

two reports authored for the Canadian Conference of the Arts. In From Economy to ecology: a 

policy framework for creative labour (2008), the authors review the principal theories and 

models of the creative economy, and provide a thorough review of key policy instruments used 

internationall┞ to suppoヴt Iヴeati┗e laHouヴ. The┞ ad┗aﾐIe theiヴ o┘ﾐ ﾏodel of a けIヴeati┗e eIolog┞げ 
that broadens the objectives well beyond the economic to the social and cultural. The authors 

reference the work of Charles Landry and his work on creative cities that adopts an integrated 

planning approach to urban development. They add to the creative cities literature by placing 

the daily lived experiences of workers, their labour markets and employment relations as a 

central aspect of the policy development process. Thus, a creative ecology framework, they 

argue, would embed discourses of the creative economy in the everyday experiences of life and 

work, noting that, 

 
…despite the geﾐeヴal assuﾏptioﾐ that the Iヴeati┗e eIoﾐoﾏ┞ ┘ill pヴoduIe a ﾏoヴe 
flexible, multiskilled and mobile labour force which is increasingly self-employed and 

thus ヴeseﾏHliﾐg the Iultuヴal seItoヴ iﾐ its Ioヴe IhaヴaIteヴistiIs, ﾏost Iouﾐtヴies…ha┗e ﾐot 
┞et de┗eloped aﾐ iﾐtegヴated IoﾐIeptioﾐ of Iヴeati┗e laHouヴ poliI┞ざ (Gollmitzer & 

Murray, 2008, p. 4) 

 

Gollmitzer and Murray are referring to a full complement of policy supports, including 

eIoﾐoﾏiI, soIial aﾐd Iultuヴal poliI┞ that ┘ould Ioﾐstitute a けIヴeati┗e laHouヴ poliI┞げ as the┞ 
outline it. In their 2009 follow up to the 2008 report, Work Flows and Flexicurity: Canadian 

cultural labour in the era of the creative economy, Gollmitzer and Murray focus on labour laws 

and policies, drawing on the 2006 Harry Arthurs report on federal labour standards for 

recommendations specific to the Canadian policy context. They also examine flexicurity 

policies5 in the EU, calling for a comprehensive policy framework that would provide social and 

income security for workers in the Canadian arts and cultural sector. The authors note that a 

                                                
5
 The Eﾏplo┞ﾏeﾐt, “oIial Affaiヴs aﾐd IﾐIlusioﾐ Di┗isioﾐ of the Euヴopeaﾐ Coﾏﾏissioﾐ defiﾐes fle┝iIuヴit┞ as, さan 

integrated strategy for enhancing, at the same time, flexibility and security in the labour market. It attempts to 

reconcile employers' need for a flexible workforce with workers' need for security – confidence that they will not 

faIe loﾐg peヴiods of uﾐeﾏplo┞ﾏeﾐtざ (European Commission, 2012). 
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creative labour policy requires a nuanced and holistic understanding of creative labour, arguing 

that, けthe ┗oiIes of Iヴeati┗e ┘oヴkeヴs theﾏsel┗es should ﾏake the siﾐgle ﾏost iﾏpoヴtaﾐt 
contribution when it comes to the design of effective and concrete policy instヴuﾏeﾐtsざ 
(Gollmizter & Murray, 2009, p. 8).  

 

The glamorization of creativity permeates even those academic interventions whose express 

purpose is to critically evaluate the degree to which the dominant discourses around creativity 

reflect the daily lived experiences of cultural workers. In Creative Labour: Media work in three 

cultural industries, Hesmondhalgh and Baker (2011) make a substantial contribution to the 

emerging field of creative labour, their comprehensive examination of what constitutes good 

and bad work in the cultural industries. Their cross-sectoral, multi-sited qualitative research 

that spans television production, the music industry and magazine publishing contextualizes 

their findings in the broader organizational, social and political-economic environment. The 

result is a rich and complex analysis that combines structure, agency and resistance in its 

analysis of why work in the cultural industries is at time pleasurable and rewarding, while 

simultaneousl┞ displa┞iﾐg ﾏaﾐ┞ IhaヴaIteヴistiIs of けHadげ ┘oヴk. 
 

Even with the scope and depth of their research, the authors make claims about work in the 

cultural industries that more closely reflect a Floridian oasis than the daily lived experiences of 

many workers in the Iultuヴal iﾐdustヴies. Hesﾏoﾐdhalgh aﾐd Bakeヴ ふヲヰヱヱぶ IoﾐIlude that, さjoHs, 
occupations and careers in the cultural industries rarely involve grueling physical demands or 

tasks that endanger the person undertaking them. They hardly ever involve work of a kind that 

ﾏaﾐ┞ otheヴs ┘ill fiﾐd disgustiﾐg oヴ disdaiﾐful…Iﾐ faIt, Iultuヴal-industry jobs are often thought 

of as desiヴaHle aﾐd iﾐtヴiguiﾐg, e┗eﾐ glaﾏoヴousざ (Hesmondhalgh & Baker, 2011, p. 221). The 

authors are right. Working in the cultural industries is often thought of as glamorous. For some 

high profile industry celebrities, it is. However, as I will examine in further detail in chapter 

three, the reality of working in the cultural industries for most workers is a far cry from the red 

Iaヴpets けas seeﾐ oﾐ tele┗isioﾐげ. Woヴkiﾐg iヴヴegulaヴ houヴs, a ﾏiﾐiﾏuﾏ of thiヴteeﾐ houヴs a da┞, 
five, six or seven days a week, for months at a time, is physically grueling, and has been directly 

linked to negative health outcomes (Wexler, 2006). Specific job requirements in the film and 

television production industry are physically grueling, from steadicam operators who wear body 

rigs weighing over 100 pounds in some configurations; to grips and electrics who load in, set up, 

move and load out trailers full of gear on a daily basis; to set dressers who routinely haul heavy 

set dressing in and out of a range of locations that may or may not have elevators. Work on set 

is dangerous, with cranes and heavy equipment, explosions, car crashes and stunts. Wardrobe, 

construction, paint and special effects departments routinely work with a range of chemicals, 

and not always in conditions that provide adequate ventilation. Wardrobe workers who are in 

intimate personal contact with a range of actors on a daily basis, locations production assistants 

who clear garbage, and the honeywagon operators who maintain the on-set bathroom 

facilities, may well hold jobs that many may find disdainful, if not at times disgusting. 

 

At its most basic level, not all work directly involved in the production of a cultural good or 

service, such as a television series or feature film, is creative work. Such projects are driven by 

the creative inputs and visions of crew and cast at many levels, including the director, 
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cinematographer, editor, production designer and art department, set decoration and 

properties department, construction, hair, makeup, wardrobe and special effects teams. 

However, equally important to the daily execution of a day of filming is the production office 

and accounting staff who answer phones, distribute scripts and production related paperwork, 

oversee equipment orders, travel, insurance, cast and crew contracts, studio accounting 

reporting requirements, petty cash and payroll; the transportation department who is 

responsible for cast transportation, moving the fleet of equipment trucks from one location to 

the next, as well as the transportation requirements of the individual departments; assistant 

directors who schedule the film and manage on-set logistics; generator operators who provide 

power to the set; locations departments who scout and secure locations, execute contracts, 

organize location support logistics such as parking, washrooms and lunch rooms, and interface 

with local residents and businesses; and a variety of technicians who lay cable, put up stands, 

rig scaffolding and so on.  

 

Overall the workplace is certainly one of creative problem solving and driven by a collaborative, 

creative process. However, the discourse of creativity masks the heterogeneous nature of the 

workforce, with some roles being deeply creative, other largely administrative, logistical or 

manual in term of their labour process, but all playing an essential role in the production of a 

cultural good or service. A script is only useful as long as everyone who needs it has it; a day of 

filming is unable to begin if the cast members have not been transported to set; a property 

master needs an accounting department to pay for the props they have purchased; and a 

production designer needs carpenters to build the set. Common amongst them is not their level 

of creativity, but their experience as workers collectively engaged in the production of a cultural 

good or service. 

 

The collective experience of working on a film or a television program is also the foundation for 

a strong craft-based identity that drives unionism in the independent production sector, which 

enjoys a high union density across Canada and the U.S., particularly compared to the economy 

overall (Christopherson, 2008; Frommer, 2003). I discuss the challenges of organizing and 

representing film and television workers in detail in chapter three. It is worth noting here, for 

the purposes of this particular discussion, that the history of unions and collective bargaining in 

the film and television industry is historically linked to the rise of craft unions in the theatre. 

IAT“Eげs histoヴ┞ iﾐ Caﾐada goes HaIk as faヴ as ヱΒΓΓ, ┘heﾐ Toヴoﾐto LoIal ヵΒ “tageIヴaft aﾐd 
Montreal Local 56 became part of the Alliance, which officially changed its name to the 

International Alliance in 1902 (International Alliance of Theatrical and Stage Employees, 1993). 

The collective identity of members of IATSE members, whose diverse membership includes 

generator operators who power the set, production secretaries who answer phones and 

distribute paperwork, and set decorators who work closely with the director and production 

designer, are not forged out of their inherently creative talents. ACTRA, DGC, IATSE, NABET and 

WGC are based on a strong craft tradition in the cultural industries that Banks (2010) argues 

offeヴs, さaﾐ oヴgaﾐizatioﾐal fヴaﾏe foヴ the Iulti┗atioﾐ of IolleIti┗e IoﾐsIiousﾐess aﾐd a Ioヴpus of 
skills, competences and job roles (Banks, 2010, p. 311) 
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Furthermore, usiﾐg the desIヴiptoヴ けIヴeati┗eげ to desIヴiHe the iﾐdustヴies that pヴoduIe Iultuヴal 
goods fails to take into account the politically charged and highly contested nature of cultural 

policy frameworks that provide direct support and state investment for cultural production, and 

shape cultural labour markets. In their comprehensive edited volume on labour processes in 

the creative industries, McKinlay and Smith (2009) use the term creative industries to reflect 

the common featuヴes of さiﾐﾐo┗atioﾐ, ヴisk, uﾐIeヴtaiﾐt┞, peヴfoヴﾏati┗it┞ aﾐd diffeヴeﾐtiatioﾐ fヴoﾏ 
ヴepeat oヴ ﾏass pヴoduItioﾐ seItoヴs,ざ Het┘eeﾐ tヴaditioﾐal eleﾏeﾐts of the aヴts aﾐd Iultuヴal 
iﾐdustヴies, suIh as filﾏ pヴoduItioﾐ oヴ theatヴe, aﾐd ┘hat the┞ desIヴiHe as さﾐe┘ざ ﾏedia 
(McKinlay & Smith, 2009, p. 4). The authors argue that the term cultural industries is overly 

Hヴoad due to the Ioﾏple┝it┞ of the teヴﾏ けIultuヴe,げ the Ihalleﾐges assoIiated ┘ith deteヴﾏiﾐiﾐg 
what falls under the umbrella of cultural production and how it is related to values, identity and 

social belonging (McKinlay & Smith, 2009, pp. 4-5). Yet it is the very complexity of the term 

けIultuヴeげ that MIKiﾐla┞ aﾐd “ﾏith ヴejeIt, aﾐd its assoIiatioﾐs ┘ith さtヴaditioﾐ, ideﾐtit┞, ┗alues, 
social belonging, with links to sub- and counter-cultural expressions,ざ that uﾐdeヴpiﾐs the policy 

rationale for support for the development, production, distribution and consumption of cultural 

goods and services (McKinlay & Smith, 2009, pp. 4-5). This is particularly relevant in 

examinations of the relationship between Canadian cultural policy, cultural labour markets and 

cultural workers.  

The politics of cultural production 

Even Hefoヴe the teヴﾏ けIヴeati┗e eIoﾐoﾏ┞げ eﾏeヴged, leadiﾐg Caﾐadiaﾐ Iultuヴal poliI┞ sIholaヴs 
identified the importance of understanding the cultural industries in terms of their complex 

relationship to political, economic and social relations. Calling for the urgent development of a 

comprehensive Canadian federal cultural policy that has yet to materialize, Zemans (1996) 

succinctly makes connections between the nature of cultural goods and the work involved in 

their production when she argues, 

 
The arts and cultural sector is key to understanding the changing roles of the citizen 

and the nation. It is central to education and preparation for life in the knowledge age; 

to job creation in a world in which traditional jobs are quickly disappearing, and to the 

way in which Canada will define itself in the 21st century (Zemans, 1996, p. 1) 

 

Uﾐlike the UK that has eﾏHヴaIed the disIuヴsi┗e shift to けIヴeati┗eげ iﾐdustヴies, the teヴﾏ けIultuヴal 
iﾐdustヴiesげ Ioﾐtiﾐues to doﾏiﾐate fedeヴal Canadian policy for the arts and cultural sector. It also 

continues to dominate Canadian scholarship on film, television, broadcasting, interactive digital 

media, newspaper, magazine and book publishing, and music sectors. Arguably, geography and 

politics has played a large role in this; proximity to the U.S. and the hegemony of the American 

media has meant that discourses of cultural nationalism, culture as a tool of national defense, 

and the need for cultural protectionism in the free trade era are characteristic of policy 

rationales for the Canadian arts and cultural sector. As authors including Armstrong (2010) 

Beaty and Sullivan (2006); Edwardson (2008); Grant and Wood (2004); Raboy & Shtern (2010), 

note, the broadcasting system has long been positioned as a primary means for constructing 

national identity and citizenship, and establishing the border not simply as a geopolitical 
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construct but a cultural one as well. Section 3 of the Broadcasting Act reflects a long political 

tradition of treating Canadian airwaves, and the content that fills them, as a public good of 

national significance. 

 
3(b) the Canadian broadcasting system, operating primarily in the English and French 

languages and comprising public, private and community elements, makes use of radio 

frequencies that are public property and provides, through its programming, a public 

service essential to the maintenance and enhancement of national identity and cultural 

sovereignty (Broadcasting Act, 1991). 

 

In their comprehensive explanation of the economics of cultural production and the public 

policy rationale supporting the development, production, distribution, consumption of cultural 

goods and services, Grant and Wood note that, 

 
To many people intimately involved in the creation of cultural goods, it is self-evident 

that cultural goods are different from widgets. Cultural goods embody ideas and 

stories. They wield a symbolic influence that goes far beyond the narrow marketplace 

of commodities to influence such subjective areas as social cohesion, national identity 

and cultural sovereignty (Grant & Wood, 2004, p. 59).  

 

While Garnham (2005) is correct in his assessment that the arts and cultural sector supports the 

instrumentalization of creative economy discourses to encourage further policy development and 

state investment in the arts and cultural industries, my research shows that, in the Canadian 

Ioﾐte┝t, Iultuヴal disIouヴses aヴe aﾐ esseﾐtial Ioﾏpoﾐeﾐt of laHouヴげs stヴategiI politiIal toolkit. In 

chapter four, I explain why the economics of Canadian drama create disincentives for broadcasters 

to commission and air original domestic dramatic programming. My case study shows that as 

policy actors, unions representing workers in Canadian independent film and television production 

draw heavily from the cultural nationalist discourses present in the Broadcasting Act when making 

arguments about the need for continued or increased regulatory support for the sector. As the 

domestic television production sector relies heavily on the broadcasting regulatory framework to 

sustain labour markets, the cultural goals of broadcasting policy are an important factor that 

shapes Caﾐadaげs Iヴeati┗e eIoﾐoﾏ┞.  
 

Provincial cultural policy has more openly embraced the discourse of creativity as a central feature 

of its policy rationale.
6
 This is tied directly to policy jurisdiction under Canadian federalism. Trade 

issues surrounding U.S. access to Canadian markets, and in particular, radio and television signals, 

fall under federal jurisdiction7. Thus the political stakes are lower for adopting the discourse of 

creativity at the provincial level. Furthermore, provinces make substantial investments in the 

cultural industries totaling in the hundreds of millions of dollars annually. Discursively linking these 

investments to the creative economy more broadly speaking is one way to justify state 

                                                
6
 See Marontate & Murray, 2010 for an excellent analysis of the instrumentalization of creativity in provincial 

cultural policy in Nova Scotia and British Columbia. 
7
 For an excellent summary and analysis issues surrounding Canadian cultural goods and services and international 

trade agreements, see Grant & Wood (2004). 
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expenditure in an era of fiscal restraint. Importantly, labour law and standards also falls under 

provincial jurisdiction. It is thus important to understand the degree to which work in the cultural 

industries is understood in a labour relations lens at the political level, and how political 

perceptions of work and employment relations in the cultural industries may be shaped by the 

discourse of creativity.  

 

In the interests of both clarity and restoring usefulness to what has become a conceptually messy 

landscape of terms associated with analyses in the arts and cultural sector, Hesmondhalgh and 

Pratt (2005), supported by Galloway and Dunlop (2007) argue for a return to the term cultural 

iﾐdustヴies to aIkﾐo┘ledge that, さthe ﾏaiﾐ iﾐteヴest iﾐ suIh iﾐdustヴies is the s┞ﾏHoliI, aesthetiI, 
and, for want of a better term, artistic nature of their output because these outputs can 

potentially have such a strong influence on the very way we understand society – including, of 

Iouヴse, Iultuヴal pヴoduItioﾐ itselfざ (Galloway & Dunlop, 2007, p. 6). In this tradition, and in the 

interests of sustaining a discursive connection between cultural policy and work in the arts and 

Iultuヴal iﾐdustヴies, ﾏ┞ ヴeseaヴIh uses the teヴﾏ けIultuヴal ┘oヴkeヴげ to ヴefeヴ to those eﾏplo┞ed in 

creative, administrative, logistical, technical or manual labour processes in the English language 

film and television production sector. 

 

I use the term creative economy to reflect the prevailing rationale for guiding policy development 

in both federal and provincial film and television policy networks. This logic privileges the 

economic interests of capital – at the federal level, the broadcasters; at the provincial level, the 

producers. This logic, however, is on contested ground, changes over time, and is influenced by 

previous policy decisions, the resources of the unions, and the power relations between 

stakeholder groups within the policy networks. As my case studies reveal, unions are active 

participants in policy networks, and use a range of discursive tactics that range from cultural 

nationalist arguments to those embedded in the framework of the creative economy to advance 

their interests at the policy level. This is because unions are pragmatic policy actors; they use the 

discursive tools available to them in the existing policy environment, taking into account the 

broader political economic environment, to articulate their issues and asks. Their goal is to 

improve labour market conditions for their memberships. The fact that the unions use a range of 

discursive tactics reveals the degree to which cultural and industrial objectives of Canadian 

cultural policy are mutually constitutive. It is thus surprising that so little attention has been paid 

to organized labour in the Canadian cultural policy literature, to which I now turn. 

Two sides of the same loonie: cultural and industrial policy objectives 

Scholars of Canadian cultural policy have published at length on the absolutely essential role that 

public policy plays in the ongoing development of Canadian cultural industries, with a considerable 

amount of the existing literature using the Canadian broadcasting, film and television production 

sectors as case studies. A central theme in policy analyses of the Canadian broadcasting, film and 

television production sectors is the tension that arises in developing policy for cultural goods and 

services that represent economic, industrial and commercial interests while simultaneously 

displa┞iﾐg IhaヴaIteヴistiIs of puHliI goods. ‘aHo┞ desIヴiHes this as, さthe iﾐheヴeﾐt IoﾐfliIt between 

Iultuヴe aﾐd eIoﾐoﾏiIsざ (Raboy, 1996, p. 178). Ed┘aヴdsoﾐ aヴgues that, さiﾐdustヴial aIti┗it┞ Iaﾐﾐot 
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be equated with culture, a national sense of self, or event opportunities for national expression; 

sales ﾏeヴel┞ sigﾐif┞ aIhie┗eﾏeﾐt iﾐ pヴoduIiﾐg, ﾏaヴketiﾐg, aﾐd e┝poヴtiﾐg goodsざ ふヲヰヱヰ, p. ヲヲぶ. 
Gヴaﾐt aﾐd Wood ふヲヰヰヴぶ desIヴiHe the Ihalleﾐges as the Ioﾏpetitioﾐ Het┘eeﾐ けIultuヴe as ideaげ aﾐd 
けIultuヴe as IoﾏﾏeヴIeげ ┘heヴeH┞, さ[t]he ﾐatuヴe of its pヴoduIts as さgoodsざ is at ┘aヴ ┘ith theiヴ ﾐatuヴe 
as さstoヴies,ざ ┘hiIh Ioﾐtaiﾐ ┗alue oﾐl┞ ┘heﾐ iﾐfused ┘ith ﾏeaﾐiﾐg H┞ aﾐ audieﾐIeげs eﾏotioﾐal, 
ps┞IhologiIal, ヴeligious, soIial aﾐd politiIal state of ﾏiﾐdざ (Grant & Wood, 2004, p. 23).  

 

The tensions posed by competing interests in the Canadian film, television and broadcasting 

industries – namely the economic interests of broadcasters and the public interests articulated in 

the policy and legislative framework – are real. The political economy of Canadian broadcasting 

creates disincentives for broadcasters to commision and air original Canadian programming, which 

compromises the fundamental cultural objectives of Canadians telling Canadian stories to 

Canadian audiences on Canadian airwaves. The problem with framing cultural interests as 

necessarily in competition with economic interests is that it associates economic interests in the 

production and distribution of Canadian content primarily with the broadcasters, and fails to 

capture the economic interests held by the creators of cultural content. A close reading of Section 

3(d) of the 1991 Broadcasting Act reveals the degree to which the economic interests of cultural 

workers are directly linked with cultural objectives. 

 
the Canadian broadcasting system should 

(i) serve to safeguard, enrich and strengthen the cultural, political, social and economic 

fabric of Canada, 

(ii) encourage the development of Canadian expression by providing a wide range of 

programming that reflects Canadian attitudes, opinions, ideas, values and artistic creativity, 

by displaying Canadian talent in entertainment programming and by offering information 

and analysis concerning Canada and other countries from a Canadian point of view, 

(iii) through its programming and the employment opportunities arising out of its 

operations, serve the needs and interests, and reflect the circumstances and aspirations, of 

Canadian men, women and children, including equal rights, the linguistic duality and 

multicultural and multiracial nature of Canadian society and the special place of aboriginal 

peoples ┘ithiﾐ that soIiet┞… (Broadcasting Act, 1991). 

In practice, cultural and industrial objectives in film and television policy frameworks share a 

mutually constitutive relationship that directly impacts television production labour markets, the 

ways in which work is organized, as well as how workers organize. For example, in the interests of 

meeting cultural goals of programming diversity as outlined in the Broadcasting Act, the CRTC 

expects television broadcasters to acquire minimum quantities of programming from independent 

producers (CRTC, 2008a). Independent production quotas also structure the industrial 

organization of the production sector, which in turn deeply affects film and television workers and 

their labour organizations. Independent production is characterized by chronic employment 

insecurity because of the need for a highly flexible workforce that operates on short-term 

contracts. The independent production sector relies heavily on freelancers who are classified as 

independent contractors or self-employed. Thus, by understanding cultural policy in relation to 
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the labour of cultural work, we are able to connect a policy that supports the cultural objectives of 

content diversity with an industrial impact that reinforces employment precarity for the workers 

who produce the content. 

 

Finally, analyses of the development, implementation, contestation, evaluation and revision of 

cultural policy measures for the film and television production sector have failed to fully examine 

the role that labour plays as policy stakeholders. The follow section reviews the limited amount of 

scholarship that accounts for the role unions play as policy advocates. The treatment of unions as 

policy stakeholders generally puts them in the camp of cultural nationalists, or those who invoke 

arguments of cultural nationalism to mask pure self-interest. I argue that this reinforces the 

artificial separation of the cultural and industrial aspects of the broadcasting, film and television 

production sectors, and in doing so, overlooks the highly strategic and sustained role unions play 

as key industry stakeholders in cultural policy networks. The literature has yet to examine unions 

as serious stakeholders deeply invested in Canadian cultural policy processes. 

Cultural labour and cultural policy 

The story of film and television unions as stakeholders in Canadian cultural policy for the film and 

television production sector policy processes is notable largely for its absence. In the few instances 

where labour is mentioned as policy actors, the superficial engagement with their policy 

iﾐteヴ┗eﾐtioﾐs ﾏisses the highl┞ stヴategiI ﾐatuヴe of laHouヴげs aヴguﾏeﾐts that deﾏoﾐstヴate the 
important connectivity of cultural and industrial objectives for the Canadian film and television 

production industry. Furthermore, academic analyses of labour as policy actors focus almost 

exclusively on the activities of ACTRA. Examining the positions of other unions that are active in 

cultural policy networks, such as the Directors Guild of Canada and the Writers Guild of Canada, 

allows us to understand the differential effects that policy regimes have on different workers, why 

and when unions choose particular association strategies as policy actors, and why those 

associational strategies change over time. It is also just as important for scholars to account for the 

unions that are largely inactive or absent in the policy arena. This allows for an advanced 

understanding of whose interests are not being represented at the policy level, what the 

implications of that might be in the articulation of policy issues, and the how decision-makers 

understand the impact policy implementation on cultural labour markets. Lastly, examinations of 

labour as policy actors largely focus on national policy regimes. Given the increasing importance of 

provincial policy measures, most notably the provincial film and television tax credit programs, 

locating the voice of labour in sub-national film and television policy networks is crucial to 

understanding the complexity of the policy landscape; how national regimes interact with local 

labour markets; and the role that labour plays in supporting and contesting policy supports for 

domestic and foreign service productions in an industry that is marked by intense intra- and 

international competition for work. 

 

MaヴI ‘aHo┞, oﾐe of Caﾐadaげs leadiﾐg sIholaヴs oﾐ HヴoadIastiﾐg ヴegulatioﾐ iﾐ Caﾐada, IoﾐduIted a 
five-year study on the policy making processes that led up to the creation of the 1991 

Broadcasting Act (Raboy, 1995). The focus of this seminal work was to highlight the deeply 

contested nature of broadcasting policy in Canada. One output of this study was an examination of 
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how the resources and strategies of different policy actors affect the degree of influence they hold 

with policy decision-makers (Raboy, 1995). Raboy argued that the significant resources of the 

conventional broadcasters, cable and satellite providers provided them with privileged access to 

key civil servants and politicians, and allowed them to leverage additional influence on policy 

processes. Raboy rightly argued that the limited resources of other stakeholder groups, including 

unions, resulted in comparatively limited opportunities to directly influence policy. 

 

Iﾐ e┝plaiﾐiﾐg his deIisioﾐ to Iategoヴize laHouヴ as a さﾐoﾐ-iﾐdustヴ┞ざ gヴoup, aloﾐg ┘ith otheヴ 
organizations such as Friends of Canadian Broadcasting, the Canadian Ethnocultural Council and 

various First Nations AssoIiatioﾐs, ‘aHo┞ aヴgues that, さuﾐioﾐs aﾐd assoIiatioﾐs ヴepヴeseﾐtiﾐg 
creative and production personnel have clear economic interests in broadcasting but little direct 

economic leverage; their socio-Iultuヴal IoﾐIeヴﾐs, ho┘e┗eヴ, aヴe sigﾐifiIaﾐtざ (Raboy, 1995, p. 415) 

While his analysis does an excellent job of revealing the power relations that exist in broadcasting 

policy networks that pose particular challenges for groups that are less well resourced, such as 

unions, it reproduces the artificial separation of cultural and economic interests and glosses over 

ho┘ laHouヴげs stヴategiI use of Iultuヴal disIouヴses ヴepヴeseﾐts theiヴ atteﾏpt to defeﾐd theiヴ 
economic interests through the promotion of Canadian content regulations. RaHo┞げs deIisioﾐ to 
Iategoヴize laHouヴ as a さﾐoﾐ-iﾐdustヴ┞ gヴoupざ is also fuﾐdaﾏeﾐtall┞ iﾐaIIuヴate. The HヴoadIasteヴs, 
satellite and cable distributors rely on the unions and guilds to produce the content that drives 

advertising revenues for the industry; while their discursive strategies may align more closely with 

the public interest, or culturally driven arguments of non-governmental organizations such as the 

Friends of Canadian Broadcasting, they are at the centre of the industry model, if at the margins of 

power in policy processes.  

 

In his overview of broadcasting regulation in Canada, Armstrong (2010) engages directly with the 

role unions play as key industry stakeholders. He notes that, in particular, the national offices of 

the major labour organizations routinely participate in the public hearings that the CRTC holds in 

de┗elopiﾐg poliI┞ aﾐd issuiﾐg liIeﾐIes. “iﾏilaヴ to ‘aHo┞げs IoﾐIlusioﾐs, Aヴﾏstヴoﾐg aヴgues,  
 

…theヴe is ﾐo douHt the C‘TC Ioﾐsideヴs HヴoadIastiﾐg pヴogヴaﾏﾏiﾐg aﾐd distヴiHutioﾐ 
undertaking licencees as its primary clients. It is therefore more sympathetic to their 

ﾐeeds thaﾐ it is to those ヴepヴeseﾐtiﾐg laHouヴ: Iヴeatoヴsげ guilds, jouヴﾐalistsげ assoIiatioﾐs, 
aﾐd teIhﾐiIiaﾐsげ uﾐioﾐs ┘hiIh aヴe ﾐot ┗ie┘ed as けIlieﾐtsげ of the Coﾏﾏissioﾐざ 
(Armstrong, 2010, p. 239). 

 

This is an important, but brief contribution to understanding the unions as policy actors. As 

Aヴﾏstヴoﾐgげs Hook is iﾐteﾐded as aﾐ o┗eヴ┗ie┘ of the histoヴ┞, stヴuItuヴe aﾐd issues iﾐ the 
development of broadcasting policy for Canada, its offers little by way of detail on the strategic 

positions of unions, or the power struggles that continuously shape both broadcasting policy 

processes and outcomes. 

Beaty and Sullivan also engage directly with the role that unions play in the development of 

policy for the film and television production sector. They analyze the discursive tactics of ACTRA 

in particular who, the authors argue, have played an important role in contributing to a policy 

fヴaﾏe┘oヴk ┘heヴe, さCaﾐadiaﾐ television has come to be understood as a unique manifestation 
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of the Caﾐadiaﾐ puHliI spheヴe iﾐ ﾐeed of pヴoteItioﾐざ (Beaty & Sullivan, 2006, p. 35). The 

authors directly connect cultural workers, cultural policy and cultural labour markets noting 

that funding for and regulation of Canadian content has a direct impact on employment in the 

film and television production sector. Problematically, Beaty and Sullivan use the term 

さpヴoduIeヴsざ to ヴefeヴ to aヴtists, aItoヴs, ┘ヴiteヴ diヴectors and others involved in television 

production. In their analysis of ACT‘Aげs stヴoﾐg IヴitiIisﾏ of the fedeヴal go┗eヴﾐﾏeﾐtげs deIisioﾐ to 
emphasize a stronger subjective, content-based approach to evaluating funding applications to 

the Canadian Televisioﾐ Fuﾐd, the authoヴs aヴe IヴitiIal of ┘hat the┞ teヴﾏ ACT‘Aげs さha┗e ouヴ 
Iake aﾐd eat it tooざ attitude, ┘heヴeH┞  
 

…it seeﾏs that the positioﾐs of tele┗isioﾐ pヴoduIeヴs is that the go┗eヴﾐﾏeﾐt should 
fiﾐaﾐIe Caﾐadaげs tele┗isioﾐ pヴoduIeヴs aﾐd also pヴo┗ide a Hヴoadcast platform in order 

to ensure the continuation of high-quality Canadian alternatives to international 

programming. At the same time, however, the government should stay out of the 

decision making process and simply allow cultural producers the freedom to produce 

┘oヴks that the┞, aﾐd theiヴ HヴoadIast Iouﾐteヴpaヴts, deeﾏ Hest…Cultuヴal pヴoduIeヴs, 
the aヴguﾏeﾐt goes, seヴ┗e the ﾐatioﾐal good, e┗eﾐ if the ﾐatioﾐal doesﾐげt al┘a┞s 
realize it, and they should be funded and left to do their own thing (Beaty & Sullivan, 

2006, pp. 38-39) 

 

It is important to note that ACTRA, while the most high profile of the unions and guilds in both 

their public and political profiles, is only one of many labour voices active in the policy arena – a 

space where the unions often, but not necessarily, speak in concert or support of each other. 

Beat┞ aﾐd “ulli┗aﾐげs use of teヴﾏ さIultuヴal pヴoduIeヴsざ fails to Iaptuヴe the heteヴogeﾐeit┞ of 
labour voices in the policy arena. Cultural policy interacts with labour markets and working 

conditions to affect different workers in different labour markets across the country. As my 

case studies show, this is reflected in their policy interventions.  

 

Iﾐ the filﾏ aﾐd tele┗isioﾐ pヴoduItioﾐ seItoヴ, the title さpヴoduIeヴざ has a specific usage that refers 

to their role as employers of cultural workers. While this is not the way in which Beaty and 

Sullivan use the term, adopting such language in policy analyses does little to contribute to an 

understanding of the precarious nature of employment in the independent production sector in 

which ACTRA members and other cultural workers sell their labour to film and television 

producers in exchange for wages. Nor does it advance our understanding of the ways in which 

this precarity is shaped by cultural policy. Understanding the policy positions of unions as 

distinct from those of employers allows us to examine the specific effects of cultural policy on 

labour markets. Nevertheless, as my analysis of the cases in chapters four and five shows, the 

unions often decide to align their interests with those of the independent producers as policy 

actors. This is problematic for the ways in which the specific interests of union members and 

labour-based concerns become obscured through the lens of business interests. 

While the authoヴs aヴgue that ACT‘A Iliﾐgs to the さfedeヴal lifeliﾐe of esseﾐtialist Caﾐadiaﾐ 
Iultuヴe,ざ the┞ fail to Ioﾐte┝tualize the deHate iﾐ the Hヴoadeヴ histoヴiIal Ioﾐte┝t (Beaty & 

Sullivan, 2006, p. 40). As I review in detail in chapter four, Canadian content has, since 1974, 

been measured through a quantitative points system that objectively certifies a program as 



Ph.D. Thesis – A. Coles; McMaster University – Political Science. 

32 

 

Caﾐadiaﾐ Hased oﾐ the ﾐuﾏHeヴ of Caﾐadiaﾐs eﾏplo┞ed ke┞ Iヴeati┗e positioﾐs. ACT‘Aげs position 

on the more restrictive application of the subjective components of the CTF screening process 

staﾐd is that, さa Caﾐadiaﾐ pヴogヴaﾏ is oﾐe IoﾐIei┗ed, ┘ヴitteﾐ, peヴfoヴﾏed, diヴeIted aﾐd 
produced entirely by Canadians – such a program will look and feel Canadian, regardless of 

┘hat the stoヴ┞ is aHout, oヴ ┘heヴe it is setざ (Canadian Film and Television Production 

Association, n.d.). A labour-based analysis of cultural policy allows us to understand the 

connection between what Beaty and Sullivan see as narrow industrial interests of the unions 

and broader cultural goals of the broadcasting regulatory framework. While the objective 

measurement of Canadian content based on the employment of Canadians serves the interests 

of cultural workers, it is also a policy that creates space for an expansive conceptualization of 

┘hat Ioﾐstitutes けCaﾐadiaﾐげ pヴogヴaﾏﾏiﾐg, けCaﾐadiaﾐげ stoヴies aﾐd H┞ e┝teﾐsioﾐ, ふﾏultiIultuヴal, 
multinational) Canadian cultural identity.8 I now turn to an explanation of why a labour-based 

analysis allows those processes to be made evident, and to situate cultural workers and their 

unions both at the centre of the policy design and the policy network processes that created 

them. 

Locating labour in Canadian cultural policy: a labour-based analysis of cultural policy networks 

My theoretical framework is informed by the political economy tradition, which is well 

established in cultural policy analysis, as well as the policy network literature, which is less 

widely used in cultural policy studies. For that reason, I will review the key aspects of the policy 

network literature as they relate to my research, with particular attention to the scholarship of 

Marsh & Smith (2000) and Kisby (2007). I then explain how I apply these using a labour-based 

analysis of cultural policy networks. 

 

Policy network theory seeks to explain change in the policy process through an analysis of the 

relationships between actors, ideas, interests and institutions in the articulation, design, 

implementation, evaluation and contestation of a policy area. Policy network theory also 

reflects important shifts in forms of governance through examining how relationships between 

state and non-state actors shape policy processes and policy outcomes (Atkinson and Coleman 

1996; Pal 1997; Pross 1992; Sabatier 1991). While policy networks were historically conceived 

of as a set of horizontal groupings of both public and private actors engaged in some aspect of 

the policy process, the conceptualization of policy networks has been revised and adapted to 

account for the increasing complexity of policy- making in systems of multi-level governance 

and internationalized policy environments. 

 

The collective aspect of policy making is the central focus of the theory; that is, an analysis of 

who is involved in policy making and to what extent; how policy actors interact with each other; 

under what conditions, and how the structures and relationships involved in policymaking 

effeIt poliI┞ outIoﾏes. The theoヴ┞げs gヴeatest stヴeﾐgth comes from its (at times latent) 

recognition that changes in policy outcomes are both a product of the institutional contours of 

                                                
8
 For an excellent critical analysis of the problematic nature of defining, constructing, asserting and defending the 

IoﾐIept of a Caﾐadiaﾐ Iultuヴal ideﾐtit┞ ┘ithiﾐ Caﾐadaげs Ioloﾐial legaI┞, see Mackey (2002).  
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the policy network and the relationship between policy actors that are constructed in socially, 

politically, economically, and historically specific ways. “peIifiIall┞, Maヴsh aﾐd “ﾏithげs ふヲヰヰヰぶ 
model of dialectical policy networks makes an important contribution to understanding the 

complexity of factors that inform the interactions of actors, ideas, interests and institutions 

within policy networks through an acknowledgement of the ways in which power relations 

shape policy processes and the actions of those who are both included in and excluded from 

them. The emphasis becomes one of understanding policy variation as a product of deeply 

embedded and contested power relations and structured inequality where policy outcomes are 

not the product of a linear causal chain but are part of an iterative loop. Outcomes affect both 

network structure and actor agency; outcomes can affect membership and the balance of 

resources within a network; they can impact broader social structures which weaken or affirm 

the position of a particular set of interests within a policy network; and outcomes can also 

affect the behaviour of actors within a network (Marsh & Smith, 2000, p. 9). 

 

KisH┞ ふヲヰヰΑぶ IoﾐtヴiHutes to Maヴsh aﾐd “ﾏithげs dialectical model by emphasizing the role that 

ideas play in addressing questions not only of how a policy was introduced, but why. Kisby calls 

foヴ a gヴeateヴ foIus oﾐ aﾐ さe┝aﾏiﾐatioﾐ of ┘h┞ aﾐd ho┘ speIifiI ideas ha┗e Heeﾐ peヴsuasi┗e to 
key actors at particular times and so have influenced the decision-ﾏakiﾐg pヴoIessざ (Kisby, 

2007, p. 80). He moves beyond the concept of ideas as merely discursive devices to argue that 

they share an interactive relationship with the material resources and constraints of policy 

actors. As such, he argues that policy analysts need to examine the resources available to 

actors in carrying out their objectives, as well as the degree of institutionalization of ideas in 

evaluating their impact on policy outcomes (2007, pp. 82-83). 

 

My research seeks to expand our understanding of the relationship between cultural policy, 

cultural workers and labour markets in the arts and cultural sector. I doing so, I apply the 

theoretical approach of the scholarship on dialectical policy networks through foregrounding 

the interests and issues of cultural workers in policy networks as the starting point for analysis. I 

call this approach a labour-based analysis of cultural policy. A labour-based analysis of cultural 

policy starts with examining how key cultural policies impact labour markets and the 

professional lives of cultural workers. It then goes on to examine which unions are involved in 

policy networks and why. A labour-based analysis of cultural policy focuses on how cultural 

workers and their unions participate in the contestation of power relations within policy 

networks; how that influences policy outcomes; the ways in which policy outcomes impact 

labour markets and, in turn, the policy strategies of the unions. It examines closely the 

interactions between unions and other policy actors, network structures, and the role ideas 

play as a product of those network dynamics. My application of a labour-based analysis in my 

case studies focuses on the role that occupations, geographical location, and access to different 

sectors of the film and television production industry play in shaping union activities as policy 

actors. However, a labour-based analysis also has the capacity to account for how gender, 

racialization, citizenship status, age and ability, for example, intersect with the work 
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experiences and labour market opportunities for Canadian cultural workers.9 This is, indeed, an 

important and understudied aspect of Canadian cultural policy scholarship. 

 

A labour-based analysis is a tool to assist in systematically integrating the specific interests of 

cultural workers into the policy, planning and decision-making processes. By foregrounding 

labour issues in cultural policy analysis, we create space for the needs, interests and concerns 

of cultural workers to be considered as central to a creative economy, or more hopefully, a 

creative ecology framework as advanced by Gollmitzer and Murray (2008; 2011). A labour-

based analysis puts the interests of cultural workers and their unions at the heart of policy-

making. It reveals the ways in which cultural policy functions as a form of labour market 

regulation for the cultural industries and in doing so, leads to better policy by positioning 

cultural workers and their unions as equal stakeholders in the policy process. 

 

Measuring the impact that cultural policy has on work and labour markets in the cultural 

industries provides us with information necessary to engage with questions of the quality of 

work in the creative economy. It also allows us to understand how different groups of cultural 

workers are impacted differently by cultural policy implementation in terms of occupations, 

geographical location, and access to different sectors of the film and television production 

industry in Canada. It reveals how different groups of workers have different priorities and 

perspectives. It allows us to question who controls cultural policy decision-making processes 

and resources required for policy implementation through the lens of the specific impact this 

has on the cultural labour force. It reveals unintended consequences of policy through an 

aﾐal┞sis of ┘hose iﾐteヴests aヴe Ioﾐsideヴed to He Ieﾐtヴal iﾐ ﾏeasuヴiﾐg a poliI┞げs oHjeIti┗es aﾐd 
impact. By placing cultural workers and their unions at the centre of the research question, a 

labour-based analysis incorporates a deep analysis of stakeholder power relations within 

cultural policy networks and provides a means by which we can study how policy shapes and is 

shaped by the shifting and contested nature of those power relations in relation to the broader 

political economic environment. This, in turn, allows us a means by which we can understand 

the various choices that unions make as policy actors in the discursive framing of their 

arguments, in their associational strategies, and as a product of the resources they bring to the 

policy table. In short, a labour-based analysis brings workers into the centre of the policy 

process as both objects and agents of cultural policy.  

 

Film and television production is a labour intensive industry. This is reflected in the design of 

key federal and provincial cultural policies that (dis)count the labour of Canadian cultural 

workers. (Dis)counting describes the explicit and implicit features of policy for the independent 

film and television production sector that function in discrete, yet interconnected ways. First, 

both Canadian content regulations and the federal and provincial tax credit programs are 

quantitative in nature – that is to say, they are designed around the basic principle of counting 

                                                
9
 My labour-Hased aﾐal┞sis appヴoaIh is iﾐspiヴed H┞ aﾐd adapted fヴoﾏ of “tatus of Woﾏeﾐ Caﾐadaげs ヲヰヰΑ An 

Integrated Approach to Gender-based Analysis. The genesis of my analytical framework is credited to Marilyn 

Burgess, whose 2010 report, Needs Assessment for Gender-Based Impact Analysis of the Canadian Feature Film 

Policy thoroughly documents the need to examine the specific ways in which the design and implementation of 

Canadian cultural policy directly impacts women working in the Canadian feature film industry (Burgess, 2010).  
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the number of Canadians working on a project. I apply the prefix (dis) to refer to the discount 

on the cost of labour associated with a particular project that the tax credits offer producers in 

the form of an indirect subsidy. A labour-based analysis of the development and impact of 

cultural policy allows us to understand why the (dis)counting of Canadian cultural labour is both 

important and problematic for Canadian film and television workers and their unions. Cultural 

policy that targets employment volume plays a significant role in developing and maintaining 

labour markets and a large pool of film and television workers with a range of highly specialized 

and varied skill sets. On the other hand, cultural policy that discounts the labour incurred 

during the production process implicitly positions those same workers as an impediment to a 

competitive labour market profile in a highly mobile and global industry dominated by 

extremely powerful media conglomerates. This perspective which is deeply rooted in, albeit 

masked by, the creative economy model, privileges the interests of employers – broadcasters 

or independent producers – over those of cultural workers and their unions in the policy 

pヴoIess. This IoﾏpliIates the uﾐioﾐsげ aHilit┞ to aヴtiIulate issues the┞ ideﾐtif┞ as steﾏﾏiﾐg fヴoﾏ 
cultural policy design and implementation as policy problems. It also complicates their ability to 

act independently as unions in policy networks. 

 

The creative economy is an important concept driving economic development policy. With its 

focus on creative human capital, the mobilization of creative economy discourses has the 

potential to open up political space for cultural workers to access and exercise power as key 

stakeholders in public policy processes. Understanding the impact of policy on cultural workers 

and the impact of cultural workers on policy becomes an essential step to developing a refined 

model of the creative economy, that I offer as a cultural ecology, that accounts for an grounded 

understanding of the nature of work in the cultural industries – creative, logistical, technical, 

administrative and manual – and the critical role that cultural objectives play in shaping 

industrial outcomes.  
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Chapter 3: Representing Canucks: unions and labour markets in the Canadian independent 

film and television production sector 

 

Canadian content regulations are the primary policy tools the CRTC uses to meet the cultural 

objectives of the Broadcasting Act. Film and television production tax credits attract foreign 

service productions and are critical financing tools for Canadian producers, meeting industrial 

development objectives. Canadian content regulations and tax credits also act as employment 

drivers for Canadian cultural workers as they are both designed around the simple principle of 

counting the number of Canadians working on a project. Most of those workers are members of 

one of the five unions in the Canadian English language independent film and television 

production sector.  

 

Unions representing workers from across the production sector play an important role as 

labour market actors. Unions are well versed in the local, regional, national and international 

political and economic conditions that shape labour markets and the working lives of their 

members. However, the academic literature related to the political economy of the Canadian 

film and television industry has largely overlooked the critical role that unions play in 

reproducing, regulating and marketing the cultural workforce that drives the Canadian film and 

television production industry. Furthermore, capturing the extent to which the unions shape 

and are shaped by the political and economic conditions in which they operate is essential to 

understanding why workers are at the centre of Canadian content regulations and tax credits 

for the film and television production sector, and why unions and guilds engage in policy 

advocacy.  

 

This chapter situates the unions as important labour market institutions in the Canadian film 

and television production industry. I begin with explaining the role that cultural policy plays in 

shaping the independent production model, and consequently, working conditions in the 

industry. I provide a brief profile of the five main unions representing workers in the 

independent production sector. I then turn to the challenges that unions are confronted with in 

their mandate to represent their members, with particular attention to the ambiguous legal 

standing of collective bargaining in the Canadian arts and cultural sector, the freelance work 

model, and the occupational identities of cultural workers. In order to explain high rates of 

union density in light of the unusual challenges unions face in this industry, I then examine the 

degヴee to ┘hiIh ヴepヴeseﾐtiﾐg ﾏeﾏHeヴsげ iﾐteヴests e┝teﾐds ┘ell He┞oﾐd the ┘oヴkplaIe, lookiﾐg 
at the broad range of services the unions provide to their members, and the important 

marketing role they play in promoting local labour markets. To provide context for the case 

studies in chapters four and five, I close the chapter with an examination of how the motives, 

strategies and resources of unions as policy actors are shaped by the structural power of major 

international media enterprises, the highly mobile and globally competitive nature of the film 

and television production sector, and access to employment in the foreign service and Canadian 

English-language television production sector.  
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Independent film and television production in Canada 

Overall trends reflect a period of steady growth for the film and television production sector 

over the past decade. In 1998, film and television generated $3.84 billion in production 

volume.10 Production volume, measured in dollars, trended upwards to $4.9 billion in 2009/10, 

having reached an all time high of $5.18 billion in 2007/2008 (Canadian Media Production 

Association, 2010). As Figure 3.1 shows, the overwhelming majority of film and television 

production in Canada is done by the independent production sector. 

 

Figure 3.1 Film and television production volume in Canada, 1998-2010 

 

 
Adapted from Canadian Media Production Association, 2009, 2010.11 

 

In 2009/10, the Canadian Media Production Association calculates film and television 

production to have generated 46,100 full time equivalent (FTE) jobs directly in film and 

television production and a further 71,100 spin-off FTEs iﾐ otheヴ iﾐdustヴies, さdヴi┗eﾐ H┞ the 
purchase of goods, services related to production and the economic activity generated by the 

                                                
10

 Production volume measured in dollars reflects the amount of money spent in a given time frame in a particular 

jurisdiction, but it does not tell us much about the specific dynamics of these labour markets. It does not say 

anything about the number or type of projects available for freelancers in the film and television sector; i.e. 

whether those dollars were spent on a host of low budget non-union reality or lifestyle programs, numerous 

unionized dramatic television series and/or a few major blockbuster features. 

 
11

 Statistics have been taken from the 2009 and 2010 Profile reports published by the CFTPA. There are small 

differences in total production volume between the annual reports that result from updated information by the 

data sources the CFTPA uses to compile their statistics. In the case of a discrepancy in the value of production 

volume for the same reporting period between two reports, I have used the most recent statistics. 
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re-speﾐdiﾐg of iﾐIoﾏe aﾐd pヴofits ┘ithiﾐ the Caﾐadiaﾐ eIoﾐoﾏ┞ざ (Canadian Media Production 

Association, 2010, p. 7). The articulation of full time equivalent is important in understanding 

the nature of work. With most production happening under the independent production 

model, the notion of full time work is reflective of engaging largely self-employed freelancers to 

work in high-pressure environments for long hours on short contracts, and is not to be 

confused with standard notions of permanent full time employment.  

 

Independent production is film and television projects that are not produced in-house by a 

broadcaster or motion picture studio, but rather by an independent production company. 

Commissioning programming from independent producers means that the studios and 

broadcasters are able to divest themselves of much of the financial risk associated with 

television production. Broadcasters are only responsible for contributing a percentage of the 

total cost of production in the form of licence fees. Due to difficulties in recycling returns from 

one project to the next, most production companies are set up as single cycle corporations or 

けoﾐe-offsげ that eﾐduヴe oﾐl┞ foヴ the duヴatioﾐ of the pヴojeIt (Blair, Grey, & Randle, 2001, p. 171). 

The dominance of the independent production model in Canadian film and television 

production, and the precarious employment conditions it creates for Canadian cultural workers, 

is a direct result of cultural policy decisions. 

Feature film 

With a short exception in the early 1960s when the National Film Board of Canada engaged in 

some feature film work, the Canadian feature film production sector is largely the product of 

public funding for private independent production (Magder, 1996). Early entreaties to develop 

a ヴoHust pヴi┗ate filﾏ iﾐdustヴ┞ thヴough puHliI poliI┞ foIused oﾐ Caﾐadaげs Iultuヴal aﾐd geogヴaphiI 
proximity to the U.S., with unions and guilds playing a vocal role as advocates for federal 

support for film production. 

 

In 1963, the Quebec-based Association professionelle des cineastes joined forces 

with the recently formed Directors Guild of Canada to urge the federal government 

to provide support to the development of private-sector feature film production. 

Their plea was given added validity by Nat Taylor, oﾐe of the luﾏiﾐaヴies of Caﾐadaげs 
private film industry. Taylor suggested that the Hollywood studios were more 

interested than ever in securing independent production for their distribution 

businesses. According to Taylor, Canadian producers had an advantage over their 

Euヴopeaﾐ Iouﾐteヴpaヴts HeIause the┞ Iould pヴoduIe filﾏs that ┘eヴe さpヴaItiIall┞ 
iﾐdistiﾐguishaHleざ fヴoﾏ AﾏeヴiIaﾐ oﾐes...ざ (Magder, 1996, p. 147) 

 

Feature length dramatic and documentary film production in Canada is almost entirely 

executed by independent producers as a result of the policy emphasis on the private sector. 

Federal support for feature film production first occurred in 1968 with the creation of the 

Canadian Film Development Corporation (CFDC). The CFDC provided loans and grants for 

private sector producers and filmmakers, and administered the Capital Cost Allowance, 

introduced in 1974, to attract private investment in the feature film industry (Magder, 1996). 
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The CFDC became Telefilm in 1984. In 1986, new support for private sector feature film 

production came through the Feature Film Fund, which evolved into the Canada Feature Film 

Fund in 2000. The Canada Feature Film Fund emphasizes a market-driven rationale through 

suppoヴtiﾐg, さthe ﾏakiﾐg aﾐd ﾏarketing of Canadian feature films that have high box office 

poteﾐtial, ┘hile suppoヴtiﾐg a ヴaﾐge of geﾐヴes, Hudgets, Ioﾏpaﾐies aﾐd ヴegioﾐsざ (Telefilm 

Canada, 2011). The Capital Cost Allowance was replaced by the Canadian Film or Video 

Production Tax credit in 1995, which I discuss in detail in chapter five. In 2009/10, the Canada 

Feature Film Fund, and the federal and provincial tax credits, were the two most significant 

sources of all public funding for private sector Canadian feature film production, each 

representing 22% of the total financing for all Canadian theatrical production (Canadian Media 

Production Association, 2010, p. 67). 

 

Hopes that Canadian films would prosper on international markets have yet to materialize. The 

domestic feature film industry remains marginalized with a proportionally minimal amount of 

total production volume at 6% (Canadian Media Production Association, 2010). This results 

from the hegemony of the U.S. theatrical distribution system and the absence of a policy that 

secures access for Canadian films to Canadian theatrical screens. A weak exhibition and 

distribution infrastructure in domestic markets makes financing Canadian feature film 

production an extremely challenging undertaking, and is reflected in the negligible impact it has 

in terms of total production volume. As a result, most of the feature film production done in 

Canada is U.S. foreign service production.  

 

Ironicall┞, it is siﾏilaヴ aヴguﾏeﾐts aヴouﾐd the さiﾐdistiﾐguishaHleざ ﾐatuヴe of AﾏeヴiIaﾐ aﾐd 
Canadian cultural products that supports the policy rationale for Canadian content 

programming, although the logic is inverted. The objective is not to facilitate access to U.S. 

markets for Canadian producers, but rather to prevent the domination of Canadian English-

language television screen by U.S. programming through providing Canadian stories to 

Canadian viewers on Canadian airwaves. This is the driving rationale behind the Canadian 

content regulatory framework. 

 

Unlike television, Canadian film production and exhibition remains unregulated in Canada. 

While television broadcasts represent an important window for the exhibition of Canadian 

feature films, the English language Canadian feature film industry is quite distinct from the 

English language Canadian broadcasting industry and the television production sector that 

creates Canadian television content. However, similar to the Canadian feature film industry, 

cultural policy decisions have played a key role in determining the independent production 

model as the dominant form of industrial organization in television production. 

Television 

BヴoadIastiﾐg is a highl┞ ヴegulated iﾐdustヴ┞ iﾐ Caﾐada. The C‘TC is Caﾐadaげs ヴegulatoヴ┞ Hody 

governing broadcasting and telecommunications systems, and primary venue for the 

development, implementation and negotiation of broadcasting policy. Established in 1968 as 

the Canadian Radio and Television Commission, its jurisdiction was expanded in 1976 to the 
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Canadian Radio-television and Telecommunications Commission (CRTC, 2008b). The CRTC is 

constituted through the Canadian Radio-Television and Telecommunications Commission Act, 

aﾐd is go┗eヴﾐed H┞ Caﾐadaげs BヴoadIastiﾐg Act of 1991, the Telecommunications Act of 1993 as 

well as the Bell Canada Act (CRTC, 2011). It is an independent, arms-length authority comprised 

of up to thirteen full time Commissioners and up to six part time Commissioners, all of whom 

are appointed by the Prime Minister for renewable terms of up to five years. The CRTC reports 

to Parliament through the Minister of Heritage, and is subject to orders from Cabinet in its 

directions (CRTC, 2012a). The ﾏaﾐdate of the C‘TC is, さto ensure that both the broadcasting 

and telecommunications systems serve the Canadian public [using] the objectives in the 

Broadcasting Act and the Telecommunications Act to guide its policy decisionsざ (CRTC, 2012b) 

Its ┗isioﾐ as the fedeヴal HヴoadIastiﾐg ヴegulatoヴ is, さthat all Canadians have access to a wide 

variety of high-quality Canadian programming as well as access to employment opportunities in 

the broadcasting system. Programming in the Canadian broadcasting system should reflect 

Canadian creativity and talent, our bilingual nature, our multicultural diversity and the special 

place of aboriginal peoples in our society (CRTC, 2012b). 

 

The policy decisions that produced the independent production model in television production 

are closely linked with the historical development of Canadian content regulations. Canadian 

content quotas in television broadcasting date back to 1959 when the Board of Broadcast 

Governors – the regulatory precursor to the CRTC – introduced a regulatory framework 

desigﾐed to assist iﾐ "ﾏaiﾐtaiﾐiﾐg Caﾐadiaﾐ ideﾐtit┞ aﾐd stヴeﾐgtheﾐiﾐg Caﾐadiaﾐ uﾐit┞ざ thヴough 
a broadcasting system that was "basically Canadian in content and character" (Standing 

Committee on Canadian Heritage, 2003, p. 133). Prior to 1983 most television production in 

Canada was done in-house by broadcasters for two main reasons: one, there was no 

noteworthy independent production industry from which Canadian programming could be 

obtained; and two, there were no regulations against producing all content in-house (Standing 

Committee on Canadian Heritage, 2003). By the early 1980s, several developments produced a 

shift in the regulatory framework that would have a profound impact on the organization and 

future of the Canadian English-language television production industry. 

 

First, most of the in-house production, with the exception of CBC production, was news and 

sports programming. As I will explore in detail in chapter four, although dramatic programming 

is the most popular television genre with viewers, it is expensive to produce. Private 

broadcasters, in particular, were purchasing American dramatic programming at a fraction of 

the cost of producing their own dramatic programming in-house. Second, the market 

disincentives for producing Canadian drama in-house were exacerbated by the growth of cable 

distribution that created an expanded channel universe. Broadcasters argued to the CRTC that 

audience fragmentation increased the scarcity of advertising revenues and by extension, the 

resources available to invest in original dramatic programming (Standing Committee on 

Canadian Heritage, 2003). Together, these two issues were seen by the CRTC to be 

compromising the ability of the private broadcasters in particular to meet the cultural 

objectives of the broadcasting system.  
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Third, policy trends in the early 1980s emphasized a much larger role for the private sector in 

the production and distribution of distinctively Canadian cultural goods. The 1982 Report of the 

Federal Cultural Policy Review Committee is a seminal document in Canadian cultural policy, 

predicated on a mutually constitutive relationship between cultural and industrial development 

policy objectives, particularly with respect to Canadian feature film and broadcasting industries. 

The report argued that Canadian cultural policy needed to re-calibrate the relationship 

between the private sector and the policy supports for the production and distribution of 

Canadian content on large and small screens. The report is highly critical in particular of the 

Capital Cost Allowance program (established in 1974) for the Canadian feature film industry. 

 
Although the films in production in the late 1970s were financed by Canadian investors and 

subsidized by the Canadian public through tax shelters, they were films intended for a mass-

market, North American audience, not a Canadian one, with the added presumption that 

Canadians preferred such films. Leading roles were played by U.S. stars. Toronto 

masqueraded as Washington; Montreal became Chicago. Such films did employ large 

numbers of Canadian actors and creative and technical personnel. Nonetheless, industry 

critics charged that Canadian talent was used chiefly in subordinate positions. The 

Coﾏﾏittee is Ioﾐ┗iﾐIed that the federal go┗erﾐﾏeﾐt’s filﾏ poliIy should do ﾏore thaﾐ fight 
unemployment. If the two objectives of that policy are – as we believe they are and should 

continue to be – to enable Canadians to create fresh and distinctive films, and to enable 

audiences in Canada and abroad to see those films, then experience to date has proved that 

the film tax incentive cannot by itself achieve either of those objectives (Canada, 1982, p. 

255, emphasis added). 

 

The report continues on to note that the largest revenue source for Canadian film and video 

production companies at the time was the revenue stream available from the television market 

(Canada, 1982, p. 257). While the ideological commitment to cultural objectives remained at 

the heart of the report, what Berland (2012) refers to as a pragmatic approach to the 

production and distribution of distinctively Canadian film and television produced several key 

recommendations where the private sector played a much larger role in the production of 

Canadian film and television content. The Report recommended that National Film Board focus 

primarily on research and training in film and video production; and that the CBC close its 

television production facilities and commission its programming from independent production 

companies (Canada, 1982). While neither of these recommendations were fully implemented, 

the cultural policy decisions that followed the release of the Applebaum-Hebert report echoed 

their intent. 

 

In 1983 the Department of Communications released Towards a New Broadcasting Policy in 

which they announced the creation of the Broadcast Development Fund. This new fund was to 

be administered by the Canadian Film Development Corporation which was renamed Telefilm 

in 1984 when it took on the additional role of administering funds for broadcast television. The 

objective of the Broadcast Development Fund was to support the production of Canadian 

content programming by the independent production sector (Armstrong, 2010). Three other 

developments in 1983 set the stage for the future growth of independent film and television 

production in Canada. The CBC announced that it was increasing its prime-time Canadian 
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content levels, from 70% to 80% over five years; the CRTC introduced the notion of using 

conditions of licence to ensure that television broadcasters would purchase or produce 

Canadian content from the independent production sector; and the CRTC imposed on the CBC a 

condition of licence that it was to purchase a portion of its programming from independent 

producers (Standing Committee on Canadian Heritage, 2003).  

 

Since that time, the dramatic expansion of the channel universe, a proliferation of specialty 

channels, and Canadian content requirements for all licence holders has created substantial 

demand for programming from the independent production sector. The CRTC currently expects 

English-language conventional (over-the-aiヴぶ tele┗isioﾐ gヴoups to さeﾐsuヴe that at least Αヵ% of 
the priority programming they broadcast is produced by independent production companies 

(CRTC, 2010a). The independent production sector is also supported by: CRTC conditions of 

licence that require broadcasters to contribute to funds earmarked for the independent 

production sector; programming expenditure requirements for licence holders tied to 

independently produced content; licence expectations or requirements on regional 

independent production; and benefits packages12 from licence ownership transfers that are 

earmarked for independent production (CRTC, 2010a). 

 

The policy decision to stimulate the independent production sector did more than simply allow 

Canadian broadcasters to divest themselves of much of the risk and cost associated in 

producing television programming. It also fundamentally changed the nature of work and 

labour markets in film and television production. In understanding the labour market dynamics 

of the independent production model and the role unions play as labour market actors, it is first 

important to understand the fundamentals of freelance work in what is often considered to be 

a glamorous career. 

Looking under the red carpet – working in the independent film and television production 

industry 

In studying an industry as labour-intensive as film and television production, it is necessary to 

understand the nature of employment and the role that unions play in the careers of film and 

television professionals. The core infrastructure of the independent production sector is a 

highly flexible workforce of key creative, logistical, technical, manual and administrative 

freelancers with specialized knowledge and skills. A standard work day for the shooting crew is 

                                                

12
 The CRTC's benefits poliI┞ さapplies to all transfers of ownership or control involving conventional television 

stations, pay television services, pay-per-┗ie┘ tele┗isioﾐ seヴ┗iIes aﾐd tele┗isioﾐ seヴ┗iIes.ざ It is desigﾐed to eﾐsuヴe 
that the broadcasting system as a whole stands to benefit from the substantial financial transaction associated 

with a transfer of ownership or licence through requiring involved parties to reinvest in the broadcasting system. 

さGeﾐeヴall┞, appliIaﾐts ﾏust Ioﾏﾏit Ileaヴ aﾐd taﾐgiHle Heﾐefits that ヴepヴeseﾐt a financial contribution of 10% of 

the ┗alue of the tヴaﾐsaItioﾐ, as aIIepted H┞ the C‘TCざ (CRTC, 2005). Foヴ e┝aﾏple, the C‘TCげs Heﾐefits ┗aluatioﾐ of 
BCEげs $ヱ.ン Hillioﾐ takeo┗eヴ of CTVgloHeﾏedia iﾐ ヲヰヱヱ ヴeケuiヴes BCE to iﾐ┗est $245 million over the seven year 

licence term. (Charkow, 2011). 



Ph.D. Thesis – A. Coles; McMaster University – Political Science. 

43 

 

twelve working hours (not including a one hour lunch break), although shooting beyond 

standard industry hours is routine practice. Some crew, such as production office staff, craft 

service personnel, transport departments and assistant directors, work well beyond the start 

and finish of the shooting day to meet the requirements of their jobs. Shooting hours and 

locations are dictated by a complex scheduling process that needs to accommodate cast and 

location availability as well as script requirements, such as interior and exterior shoots and day 

or night scenes. Worksites change regularly and are often in unusual (and at times 

uncomfortable) locations such as abandoned factories and warehouses, personal homes, 

downtown streets and highways, remote or rural landscapes, airports, restaurants, universities, 

open water vessels and moving vehicles. Filming takes places inside and outside, in any weather 

conditions, at any time of year. Work places can be hazardous, with stunts and special effects in 

addition to the environmental considerations of a particular location.  

 

As Table 3.1 shows, precarity is a defining aspect of work and life for cultural workers. A 2010 

report by the Conference Board of Canada for the Cultural Human Resources Council reports 

that 64 % of survey respondents from the film and television production sector are self 

employed, with only 36 % of respondents reporting annual earnings of more than $50,000. 

Working patterns in the industry are bulimic. Workers may engage in a great deal of overtime 

for short periods – 48% of respondents averaged more than 40 hours a week, with 36% 

ヴepoヴtiﾐg that さtoo ﾏaﾐ┞ ┘oヴkiﾐg houヴsざ affeIted theﾏ to a gヴeat e┝teﾐt - and then face no 

work at all (Conference Board of Canada, 2010, p. 61). 

 

Table 3.1 Top Worker Trends and Issues – Film and Television Production 

 

Trend or Issue Mean Impact Score 

(out of 5) 

Percentage indicating 

さto a great extentざ 

Unstable earnings 4.3 62 

Low job security 4.2 60 

Not enough work 4.0 55 

Insufficient earnings 4.0 50 

Insufficient benefits 3.7 44 

Note: Adapted from Conference Board of Canada. (2010). Cultural HR Study 2010 - HR Trends and Issues 

Report. Ottawa: Cultural Human Resources Council, p. 60. 

 

Each production requires a different mix of creative, logistical and technical expertise, and 

crews are hired based on a range of factors including budget, rates,13 skill sets, script 

requirements, availability and personal relationships. Employment contracts vary widely in 

duヴatioﾐ, ヴaﾐgiﾐg fヴoﾏ a oﾐe da┞ Iall foヴ けdail┞げ Iヴe┘ oヴ けda┞ pla┞eヴげ aItoヴ aﾐd HaIkgヴouﾐd 
performers to up to eight months for a key cast or crew member on a television series. 

Iﾐteヴpeヴsoﾐal ﾐet┘oヴks aﾐd ヴelatioﾐships pla┞ a ﾏajoヴ ヴole Hoth iﾐ ﾏaﾐageﾏeﾐtげs hiヴiﾐg 
practices and as a career strategy for freelancers. Blair (2001) examines how workers use the 

                                                
13

 While minimum rates are set by the collective agreement, Department Heads and Assistant Department Heads 

often negotiate over-scale based on their experience and professional reputation. 
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formation of semi-peヴﾏaﾐeﾐt ┘oヴk gヴoups, kﾐo┘ﾐ as けteaﾏsげ iﾐ the iﾐdustヴ┞, to ﾏitigate 
employment precarity. These teams are informal connections between freelancers that operate 

on multiple layers. Producers have key creative and administrative crew, such as directors, 

cinematographers, production managers and accountants with whom they prefer to work. A 

production designer may have a team of keys (heads of department) who she brings with her 

from project to project (the art director, property master, set decorator, construction 

coordinator and key scenic artist). In turn, each of those keys may also have their own network 

of preferred crew members that they bring with them. Attachment to a team can assist in 

building the reputation of emerging professionals, provide solid references for future 

employment opportunities and mitigate employment insecurity to some degree (Blair, 2001; 

Christopherson, 2008; Saundary, Antcliff, & Stuart, 2006; McKinlay & Smith, 2009). 

 

While work teams may help to shield workers from chronic employment insecurity, the 

networks on which these work teams are built can also be exclusionary. In her examination of 

how management uses hiring decisions as a tool of risk management in the U.S. film and 

television industry, Christopherson argues, 

 
 As middle-budget project opportunities have declined, persisting networks show a 

tendency to pull in and go with the reliable and familiar, despite the expansion of 

a large and diverse labor supply and its creative resources. So, one manifestation 

of workforce adaptation to new conditions is the persistence and strengthening of 

defensive exclusionary networks to dominate access to the least risky and most 

lucrative and prestigious end of the industry production spectrum. These 

networks are composed almost exclusively of white men (Christopherson, 2008, p. 

89) 

 

Work in the film and television sector also demonstrates qualities that are associated with high 

quality employment. Each script is distinctive, so the nature of the work, while exhausting and 

challenging, is rarely routine. Many workers are given a high degree of autonomy and discretion 

in how their jobs get done. Furthermore, innovation is actively encouraged, and the 

collaborative nature of filﾏ ﾏakiﾐg eﾐIouヴages けHヴaiﾐstoヴﾏiﾐgげ pヴoIesses that feed the Iヴeati┗e 
process (Hutton, O'Keefe, & Turner, 2005). However, while the industry may operate on a 

networked employment model, the intense pace and grueling schedules of film and television 

production function on rigidly hierarchical chains of creative and financial decision-making 

structures and job descriptions. Studio or network executives rank at the top with producers, 

directors, accountants and production managers as the top decision-makers on a daily basis 

related to the production process. This is followed by a pyramid-like structure within 

departments in charge of hierarchically organized crew members. At the bottom of the 

hierarchy are poorly paid entry level jobs such as (set, office, art department) production 

assistants, camera trainees, and location support personnel.  

 

The dominance of independent production in the Canadian film and television production 

sector produces a precarious employment model whereby freelancers have very close ties to 

labour markets that offer an unpredictable volume of short-term contracts from one year to 
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the next, and where independent producers exercise considerable disciplinary authority over 

individual workers despite a high degree of union density. Unions play a major role in the 

professional lives of unionized freelancers as the labour market institution that both represents 

and, to some degree, regulates and reproduces the workforces that are the essential 

infrastructure of the production industry. Unions represent their members in the workplace, as 

industry ambassadors and marketing agents, and as policy advocates.  

Profile: Unions & Guilds in the Canadian Film and Television Production Sector 

Most domestic feature films, scripted television production and foreign service production in 

Canada is done in whole, or in part, by unionized film and television workers.14 ACTRA, the 

Directors Guild of Canada, the Writers Guild of Canada, CEP and IATSE are the five national 

labour organizations that represent creative, technical, logistical, and administrative workers 

involved in the development, production and post-production stages of Canadian English-

language independent film and television production.15  

 

ACTRA 

The Alliance of Canadian Cinema Television and Radio Artists (ACTRA) represents over 21,000 

Canadian on and off screen performers in English language recorded media. Worker categories 

specific to English independent film and television production include actors, announcers, 

background performers, cartoonists, choreographers, dancers, singers, models, hosts, 

narrators, commentators, stunt performers, panelists, puppeteers, sportscasters, and vocal or 

dialogue coaches (ACTRA, 2010, sec. A201). ACT‘Aげs histoヴ┞ dates back to the very beginnings 

of performer organizing in Canada with its roots in the Radio Artists of Toronto Society (RATS) 

in the early forties. In 1943 the group expanded into a national coalition of performer groups, 

                                                
14

 “tatistiIs Caﾐada ヴepoヴts ヲヰヱヱ uﾐioﾐ deﾐsit┞ ヴates foヴ さaヴt, Iultuヴe, ヴeIヴeatioﾐ aﾐd spoヴtざ at ンヱ.ン%, Hut the 
broad nature of the category is of little analytical use for examining union density in the independent film and 

television production sector (Uppal, 2011). The most reliable statistics on the independent film and television 

production sector come from the Canadian Media Production Association (CMPA), who confirms anecdotally the 

assertion that union density in film and television sector is high, particularly for long format scripted television. 

Union density in some genres, such as documentaries, magazine and lifestyle programming is much lower due to 

much smaller budgets. Many union members regularly move between genres, and unions often give members 

dispensation to work on non-union projects that generally fall outside of their traditional jurisdiction. This 

produces a national labour market that is largely supported by film and television professionals who are members 

of a union, guild or professional association (Conference Board of Canada, 2010) but who may not always be 

working under a collective agreement. Commercials, music videos, interstititals or corporate videos are excluded 

from this study as these are not regarded to be part of the independent production sector per se, nor are they 

supported under the public policy framework under examination herein. Noteworthy is the increasing 

interconnection of interactive digital media and traditional film and television platforms, due in part to the revision 

of the Canadian Television Fund into the Canada Media Fund that requires both components as part of a successful 

funding application. The interactive Digital Media sector includes e-Learning, gaming, mobile applications, online 

television, and social media, and is largely non-union (Interactive Ontario, 2011).  

 
15

 Other labour organizations have jurisdiction in localized regions, such as the Teamsters in Vancouver. The 

Canadian Media Guild also has jurisdiction in various public and private broadcasters across Canada, but does not 

represent workers in the independent production sector. 
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becoming the Association of Canadian Radio Artists. In 1984, three existing guilds – the 

Association of Canadian Television and Radio Artists (ACTRA) Media Guild, the ACTRA 

Peヴfoヴﾏeヴげs Guild aﾐd the Wヴiteヴs Guild of Caﾐada fiﾐalized a ﾏeヴgeヴ aﾐd offiIiall┞ HeIaﾏe 
ACTRA– the Alliance of Canadian Cinema, Television and Radio Artists. The merger of the three 

parties did not last long – the writers left in 1993 to re-form the Writers Guild of Canada, and 

the ACTRA Media Guild membership lost its jurisdiction over freelance broadcasters at the CBC. 

The ACTRA Performers Guild restructured and took sole ownership of the ACTRA acronym 

(ACTRA, 2004).  

 

Two bodies, the National Council and the National Executive, govern ACTRA national. The 

National Council is responsible for developing national bargaining objectives and all matters 

arising from collective agreements; overseeing all committee work; approving the budget; 

developing and implementing public policy objectives; international relations; and convening 

the annual general meeting. The National Executive, with the support of ACTRA National staff, 

is responsible for the business and financial administration of the National office, located in 

Toronto. The National Executive is also directly responsible for overseeing three key areas of 

ACT‘Aげs opeヴatioﾐs: The ACT‘A Peヴfoヴﾏeヴげs ‘ights “oIiet┞, a suHsidiaヴ┞ that ┘as iﾐIoヴpoヴated 
in 1984 as a non-profit organization to oversee performers royalties, fees, and other 

performance or tariffs entitled to members under the Copyright Act; Face To Face, the national 

promotional publication and website for ACTRA members; and the ACTRA Fraternal Benefit 

Society, which administers the national benefits plan (ACTRA, 2011a). 

 

The ACTRA Constitution describes braﾐIh loIals as さpolitiIal uﾐits.ざ BヴaﾐIhes aヴe ヴespoﾐsiHle foヴ 

staffing the local, organizing performers, negotiating, enforcing and administering local and 

national agreements within their jurisdiction and other administrative duties related to union 

business at the branch level (ACTRA, 2011a). ACTRA Toronto is the largest branch local in the 

country with 15,000 members. ACTRA Maritimes represents 585 performers in the Atlantic 

region.  

 

DGC 

The Directors Guild of Canada (DGC) was founded in 1962 with a total membership of eighteen 

film directors. At present, the DGC represents over 3,800 key creative and logistical personnel 

in the Canadian film and television industry. Nationally, the DGC represents Directors, Assistant 

Directors, Location Managers, Production Designers, Production Managers, and Editors. The 

Directors Guild also represents other categories regionally, such as Production Coordinators in 

Nova Scotia and Locations Security in Ontario. 

 

As the governing body of the Directors Guild, the National Executive Board is responsible for 

membership; negotiation of all directors agreements; benefits plans; communication with 

members, the media and the government on all national and international issues; acting as a 

resource and information centre for the District Council Offices; forming national and 

international alliances; and representing the DGC on all national and international policy issues 

(DGC, 2012b). The national office works under the stewardship of the National Executive Board. 

The DGCげs ﾐatioﾐal offiIe is loIated iﾐ Toヴoﾐto. 
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The District Council Offices of British Columbia, Alberta, Saskatchewan, Manitoba, Ontario, 

Quebec and Atlantic Region perform more administrative functions in upholding the national 

mandate, such as negotiating and administering regional collective agreements, implementing 

permit policies, procurement of production, promoting and marketing members and acting as 

an industry resource for producers. District Councils also play an increasing role in local and 

provincial policy matters, and lobbying and joint political action within their specific jurisdiction 

falls within their list of responsibilities (DGC, 2012a). The DGC Ontario District Council 

represents approximately 1500 members. The Atlantic Regional Council represents 145 

members in Nova Scotia, New Brunswick, Newfoundland and Prince Edward Island.  

 

WGC 

The Writers Guild of Canada is a national association representing more than 2,000 

screenwriters working in film, television, radio and interactive digital media in Canada. The 

WGC has been in existence in Canada for approximately forty years, starting off as an 

association of radio writers with the CBC. Evolving with the development of the Canadian film 

aﾐd tele┗isioﾐ iﾐdustヴ┞, the WGC paヴtﾐeヴed ┘ith the ACT‘A Peヴfoヴﾏeヴsげ Guild, ┘oヴkiﾐg as aﾐ 
iﾐfoヴﾏal Ioalitioﾐ uﾐtil ヱΓΒヴ ┘heﾐ the ACT‘A Media Guild, ACT‘A Peヴfoヴﾏeヴげs Guild aﾐd the 
Writers Guild of Canada finalized a merger and officially became ACTRA. The merger was not to 

last long and by 1993, with the membership of the WGC growing, and concerns increasingly 

differing from those of the other members, the Writers Guild broke away to re-form an 

independent labour organization (Coles, 2005).  

 

The WGC has only one office, located in Toronto. Holding elections every two years, the WGC is 

governed by a seven member National Council, with regional interests represented by the 

National Forum with fifteen members from the five district regions across Canada (Atlantic, 

Quebec, Central, Western and Pacific). The National Council is responsible for overseeing all 

Guild activities and setting policies. The National Forum meets annually with the National 

Council to discuss issues of national and regional concern (Writers Guild of Canada, 2012).  

 

 

CEP 

The Communication, Energy and Paperworkers Union was formed in 1992 through the merger 

of the Canadian Paperworkers Union, the Communications and Electrical Workers of Canada, 

aﾐd the CheﾏiIal Woヴkeヴs Uﾐioﾐ. The CEP is laヴgest uﾐioﾐ iﾐ Caﾐadaげs foヴestヴ┞, eﾐeヴg┞, 
telecommunications and media sectors, and has a total membership of over 130,000 (CEP, 

2012). It is Caﾐadaげs laヴgest ﾏedia uﾐioﾐ ヴepヴeseﾐtiﾐg ┘oヴkeヴs iﾐ the filﾏ, tele┗isioﾐ, ヴadio, 
magazine, book publishing and new media industries. The Media Division, overseen by the Vice 

President – Media, is engaged with all matters relating organizing, initiating programs and 

policies as related to the media sector and presiding over Media Sector Council meetings and 

elections. The Vice President – Media also acts as the CEP spokesperson to the public, media 

and government on media-related issues (Coles, 2005).  
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The CEP represents approximately 2000 technicians from the English independent film and 

television production sector through two locals: NABET 700 in Toronto and ACFC West 2020 in 

Vancouver, with approximately 1000 members in each local.16 There is no CEP local that 

represents workers in the Nova Scotia independent film and television production sector. Local 

autonomy is central to the organization and political structure of the CEP. While adhering to the 

national constitution, programs and policies, each local is responsible for all its own affairs, 

including membership, dues, executive structure and elections, training, communication and 

political activity. The National Office provides policy support to locals for their work if it aligns 

with the objectives of the national office. Each local negotiates its own collective agreement, 

although all contracts must be ratified through the National Office.  

 

IATSE 

The International Alliance of Theatrical Stage Employees, Moving Picture Technicians, Artists 

and Allied Crafts of the United States, Its Territories and Canada (IATSE) represents 

approximately 16,000 members working in the Canadian independent film and television 

production sector, largely technicians. IATSE represents over 110,000 cultural workers across 

Canada and the U.S. working in the following craft categories: animation, computer generated 

imagery, front of house, laboratory, make-up and hair, motion picture and television 

production, post production, projection and audio-visual, scenic artists, stagehands, television 

broadcast, trade show/exhibition, treasurers and ticket sellers, and wardrobe. IATSE has two 

characteristics that make it stand out from the other unions for our analytical purposes. First, 

IATSE is the oldest of the labour organizations representing film and television workers in 

Canada. Second, it is also the only labour organization in this study that is not entirely Canadian 

in its structure and governance.  

 

Formed in 1893 with a local in New York City, IATSE admitted its first two Canadian locals in 

1898 – local 56 in Montreal and local 58 in Toronto – and in 1902 officially changed its name 

from the National Alliance to the International Alliance (IATSE, 2011a). Headquartered in New 

York, NY, the IATSE International also runs a west coast office in Toluca Lake, CA, the Canadian 

Office in Toronto, ON and the Canadian West Coast office in Vancouver, BC. The IATSE 

governance structure is divided into fourteen district bodies, twelve across the U.S. and two in 

Canada. District Eleven covers all of Canada east of and including Ontario, and District Twelve 

covers the provinces west of Ontario. District conventions are held at least every two years, and 

a Canadian convention is held on an annual basis. The Canadian office, run by the Director of 

Canadian Affairs and one support staff, is responsible for overseeing the activities of the four 

locals in Quebec, seventeen in Ontario, three in British Columbia, two each in Alberta, 

Manitoba, Saskatchewan, Nova Scotia, Newfoundland and Prince Edward Island, and four locals 

whose jurisdiction covers more than one province. 

 

                                                
16

 Technician categories include grips, electrics, sound, hair, makeup, wardrobe, transport, props, set decoration, 

carpenters, painters, special effects and script supervisors. 
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“iﾏilaヴ to the CEP, loIal autoﾐoﾏ┞ is the Ioヴﾐeヴstoﾐe of IAT“Eげs oヴgaﾐizatioﾐal philosoph┞. 
Locals are responsible for their own internal executive and administrative structure, 

constitutions, membership and dues, training, education, collective agreements, benefits, 

partnerships, affiliations and labour negotiations within the binding rules of the International. 

IATSE has three locals in the Toronto film and television production sector. IATSE local 873 

represents 2030 Toronto based technicians. IATSE local 411 represents 244 members working 

as production coordinators, honeywagon drivers and craftservice providers. The only union 

local to exercise jurisdiction in both provincial case studies, the International Cinematographers 

Guild IATSE local 667 represents 851 unionized camera technicians, publicists and still 

photographers east of the Manitoba/Ontario border, including Toronto and Halifax. Based out 

of Halifax, Nova Scotia, IATSE local 849 represents 420 technicians in New Brunswick, 

Newfoundland and Labrador, Nova Scotia, and Prince Edward Island.  

Unions and the politics of cultural policy 

All the unions and guilds under study here are politically active, although to varying degrees. 

ACTRA, the DGC and the WGC have the highest profile and longest history as policy actors on a 

national scale, although the IATSE and CEP have played important roles at specific moments in 

national policy advocacy for the independent film and television production sector, and are also 

more deeply involved in policy processes at the provincial level. The following section offers a 

geﾐeヴal o┗eヴ┗ie┘ of the uﾐioﾐsげ eﾐgagement with cultural policy issues as context for the case 

studies to follow in chapters four and five. 

 

The DGC describes itself as, さa ┗isioﾐaヴ┞ leadeヴ aﾐd paヴtﾐeヴ iﾐ the de┗elopﾏeﾐt of the 
international Canadian film and television industry at a poliI┞ aﾐd pヴofessioﾐal le┗elざ (DGC, 

2011a). PoliI┞ is ┘ヴitteﾐ iﾐto the ┗eヴ┞ faHヴiI of the DGCげs opeヴatioﾐs, ┘heヴeH┞ AヴtiIle ヲ.ヰヲふhぶ of 
the Ioﾐstitutioﾐ lists oﾐe of the oHjeIti┗es of the oヴgaﾐizatioﾐ as, さto loHH┞ foヴ, encourage, 

advocate, advance and secure appropriate legislation, regulation, public policy and other 

go┗eヴﾐﾏeﾐt aItioﾐ to ad┗aﾐIe the ┘elfaヴe aﾐd iﾐteヴest of its ﾏeﾏHeヴsざ (Directors Guild of 

Canada [DGC], 2009a). Early advocacy efforts in the sixties focused on the development of state 

financial support for the feature film industry. By the seventies, lobbying efforts had expanded 

to television broadcasting and engaged with Canadian content quotas. The economic impact of 

the recession of the nineties re-stiﾏulated the DGCげs paヴtiIipatioﾐ as poliI┞ aItoヴs, aﾐd the┞ 
have since been pressuring the federal government for improved fiscal and regulatory support 

for the Canadian film and television industry (DGC, n.d.). Recent issues on the DGC national 

offiIeげs poliI┞ ageﾐda iﾐIlude iﾐteヴ┗eﾐtioﾐs aﾐd suHﾏissioﾐs oﾐ Iop┞ヴight ヴefoヴﾏ, iﾐteヴﾐatioﾐal 
co-pヴoduItioﾐs, the Caﾐada Media Fuﾐd, fedeヴal Hudget Hヴiefs, Caﾐadaげs Natioﾐal Digital 
Strategy, foreign ownership, and numerous CRTC filings on specific licence applications and 

ownership transfers (DGC, 2011b).  

 

PoliI┞ ad┗oIaI┞ is also at the Ioヴe of ACT‘Aげs oヴgaﾐizatioﾐal philosoph┞. Oﾐe of the 
constitutionally stated responsibilities of the National Council is to develop and promote public 

policy objectives (ACTRA, 2011a). Further to this end, the National Office has devoted 

considerable resources specifically to public policy. ACTRA (as RATS) was involved in the 
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development of Canadian content regulations for radio, and throughout the 1960s was a strong 

proponent of increased, long-term, stable state funding for the Canadian film and television 

industry. ACTRA was a major supporter in the development of the Canadian Film Development 

Corporation (now Telefilm Canada) and in the early 1970s was consulted in the development of 

the system devised to determine eligibility for the feature film Capital Cost Allowance tax 

program. ACTRA has been involved in amendments to the Copyright Act, and ACTRA member 

and General-Secretary from 1965 to 1986, Paul Siren, co-Ihaiヴed Caﾐadaげs delegatioﾐs to 
UNESCO meetings that resulted in the Declaration on the Status of the Artist in 1980. Paul Siren 

subsequently went on to chair a federal task force whose recommendations resulted in 

Caﾐadaげs “tatus of the Aヴtist AIt iﾐ ヱΓΓヲ (Alliance of Canadian Cinema, Television and Radio 

Artists, 2004). Current public priorities for ACTRA include CRTC support for Canadian content 

including digital media, copyright reform, foreign ownership and さarguing for government 

poliIies aﾐd fuﾐdiﾐg to ﾐouヴish Caﾐadaげs $Βヵ Hillioﾐ Iultuヴal iﾐdustヴies aﾐd ┘oヴkeヴsざ (ACTRA, 

2011b). 

 

The CEPげs ad┗oIaI┞ appヴoaIh ヴeflects their broader membership base and interests, and a more 

traditional philosophical link to the social justice principles of the labour movement. One of 

theiヴ stated Ioﾐstitutioﾐal oHjeIti┗es is, さto assist iﾐ ad┗aﾐIiﾐg the soIial, eIoﾐoﾏiI aﾐd geﾐeヴal 

┘elfaヴe of ┘oヴkiﾐg people thヴough politiIal, eduIatioﾐal, Ii┗iI aﾐd otheヴ aIti┗ities,ざ as ┘ell as, 
さto eﾐgage iﾐ politiIal aIti┗ities to seIuヴe HeﾐefiIial legislatioﾐ aﾐd oHtaiﾐ the defeat aﾐd ヴepeal 
of haヴﾏful legislatioﾐざ (CEP, 2010). The CEP adopted its first official media policy at the 2004 

National Convention. Echoing some of the foundational principles of the Broadcasting Act, the 

ﾏajoヴ theﾏes dヴi┗iﾐg the poliI┞ aヴe, さCanadian identity. Democracy. Diversity. Information. 

PuHliI seヴ┗iIe. AIIouﾐtaHilit┞. Coﾏﾏuﾐit┞ざ (Communications, Energy and Paperworkers Union 

of Canada, 2004, p. 3). CEP recent policy advocacy includes CRTC interventions on media 

concentration and vertical integration, foreign ownership, local community television 

programming, and licence applications, renewals and ownership transfers. 

 

As a strictly national organization with no district offices, the WGC is primarily and deeply 

involved in policy issues at the federal level. Their sole focus in lobbying is on the domestic film 

and television industry, as WGC members are rarely engaged on foreign service productions. 

Recent advocacy efforts focus on copyright reform, international co-productions, vertical 

integration and ownership transfers in broadcasting, a National Digital Strategy for Canada, and 

CBC funding (Writers Guild of Canada, 2011a). 

 

Unlike the other unions in this study, political action and policy intervention are not at the core 

of IAT“Eげs aIti┗ities iﾐ Caﾐada. Despite their industrial strength and size, IATSE is primarily a 

wages-and-benefits organization in Canada. Policy interventions by the Canadian national office 

iﾐIlude a suHﾏissioﾐ to the “taﾐdiﾐg Coﾏﾏittee oﾐ Caﾐadiaﾐ Heヴitageげs Featuヴe Filﾏ PoliI┞ 
Review; a brief submission to the consultative processes on the Canada Media Fund; an 

appearance before the Standing Senate Committee on Banking, Trade and Commerce with 

ヴegaヴd to the Coﾐseヴ┗ati┗eげs oﾏﾐiHus Bill C-10 that included proposed changes to the federal 

film and television tax credits for the film and television industry; and consultations with 

Immigration Minister Jason Kenney to discuss the impact of changes to the Temporary Foreign 
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Worker program on the film and television production sector (J. Lewis, personal 

communication, December 3, 2009). As the case studies will show, IATSE locals are most active 

in provincial policy affecting local labour markets. The IATSE Canadian office is largely absent in 

federal cultural policy networks, and has never appeared before the CRTC on any issue. 

 

Union engagement in cultural policy is linked directly to the labour market interests of their 

ﾏeﾏHeヴs. The uﾐioﾐsげ po┘eヴ iﾐ Iultuヴal poliI┞ ﾐet┘oヴks is tied to the degヴee to ┘hiIh the┞ aヴe 
able to authoritatively represent the interests of cultural workers. As members of policy 

networks, unions make strategic alliances with other industry stakeholders. This largely 

involved alliances with other unions but also, and particularly in provincial cultural policy 

advocacy, the independent producers. In order to understand the significance of these 

relationships in policy networks we must also understand how they function in labour markets. 

While unions and producers organizations may be partners in policy advocacy, in their primary 

functions as workers and employers, they sit on opposite sides of the bargaining table. 

The basics: collective bargaining in the independent film and television production sector 

Collectively, the five national film and television unions represent over forty thousand workers 

in the Canadian English independent film and television production sector. Union jurisdiction is 

regionally specific and uneven across the country. For example, the DGC represents Production 

Coordinators in the Atlantic Region, but IATSE Local 411 represents this category in Ontario. 

Overall, the generally collegial relationships between unions is an extension of the highly 

IollaHoヴati┗e ﾐatuヴe of theiヴ ﾏeﾏHeヴsげ ┘oヴkplaIes; a full┞ uﾐioﾐized dヴaﾏatiI tele┗isioﾐ seヴies 
in Toronto will regularly sign contracts with ACTRA for on and off screen performers, DGC for 

key creative & logistical personnel, NABET 700-CEP or IATSE 873 for technicians, the WGC for 

writers and IATSE 667 and IATSE 411 for camera technicians and production coordinators, 

honeywagon drivers and craft service providers respectively.  

 

The duration of scripted film and television projects occurs over a relatively short period of 

time. Television pilots are regularly shot in less than ten days, movies of the week under 

twenty. Feature film schedules average from two to four months of shooting, and a television 

series may run for up to six months. These are shooting schedules only, and some crew 

members are also involved in pre-production and / or post-production stages as well. Certifying 

the crews on individual productions through a labour board would be extremely difficult given 

the short-term nature of the contracts. In the interests of efficient bargaining, and bringing 

some predictability to labour markets in terms of rates and working conditions, the industry 

negotiates its collective agreements, as a sector, through pattern bargaining that runs on a 

three year cycle. Sectoral bargaining happens at the international, national, district and local 

labour market levels.  

 

IATSE is the only one of the five unions and guild that is international in its jurisdiction, and the 

international reach of IATSE is significant. IATSE locals 873 Toronto and IATSE Local 891 

negotiate three year term agreements with the major U.S. studios through the Association of  
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Motion Picture and Television Producers (AMPTP).17 Bargaining with the major U.S. studios and 

independent producers allows IATSE to exercise considerable influence and jurisdiction over 

most of the foreign service production work in Canada. IATSE does not share a particularly close 

relationship with the independent Canadian producers. This leads to a division of labour in 

Vancouver and Toronto where the CEP locals do most of the Canadian content production, and 

the IATSE locals do most of the foreign service production. However, particularly in Toronto, 

the IATSE technicians union, local 873, has spent considerable efforts in recent years to expand 

their contractual reach over Canadian production,  

 

The DGC, ACTRA and the Writers Guild of Canada all negotiate national agreements with the 

Canadian Media Production Association (CMPA), but ACTRA and the WGC are the only unions in 

this study which have national agreements that unilaterally cover all members across Canada. 

This forms the backbone of union solidarity between their members, ensures pay equity across 

local labour markets, and, particularly in the case of ACTRA members, works against the ability 

of producers to attempt to negotiate contract variances or rate concessions from specific 

regions that are competing with their union brothers and sisters to attract work into their 

labour markets.  

 

The DGC, CEP and IATSE locals all have rate cards specific to their jurisdictions. The Directors 

Guild of Canada negotiates the Guild Basic Agreement with the CMPA which outlines basic 

working terms and conditions on a national scale, but which contains individual schedules for 

Alberta, the Atlantic Region, Manitoba, Ontario and Saskatchewan district councils. British 

Columbia has a separate agreement, and Quebec is currently negotiating one with the Quebec 

pヴoduIeヴsげ assoIiatioﾐ (DGC, 2011b). The CEP locals (NABET 700 in Toronto and ACFC 2020 in 

Vancouver) negotiate collective agreements for their jurisdictions with the CMPA as 

independent locals. The differences in rates across the country, even within a union covered 

under one basic agreement such as the Guild, allows producers considerable leverage when 

けshoppiﾐgげ a pヴojeIt. As I e┝aﾏiﾐe iﾐ Ihapter five, this interacts with the tax credit structure in a 

race to the bottom situation that largely happens at the expense of the quality of work for 

union members.  

 

Collective agreements in the film and television sector cover basic issues such as wages, 

overtime, work weeks, rest periods, workplace safety, meal breaks, travel, per diem, benefits 

and vacation pay, and grievance and arbitration procedures as well as industry and job specific 

items including terms of payment, copyright, credits, creative approvals, terms of use for 

creative output, work permits, minimum staffing requirements, protection of minors, 

limitations on nudity, cancellation or schedule change penalties, and health and risk 

management for stunt performers. The collective agreement is laid on top of individual 

employment contracts for each crew member engaged on the project. Cast and crew regularly 

                                                
17

 While the IATSE term agreements only specifically cover the Toronto and Vancouver labour markets in Canada, 

there is language in the contract that outlines that signatory companies will contact the appropriate IATSE office 

when shooting in regional labour markets such as Halifax. IATSE motion picture production locals across Canada 

and the U.S. are also covered under the low budget theatrical agreement for feature films under $12 million.  
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attempt to negotiate rates and terms of employment above collective agreement minimums. 

This might include specific conditions such as those related to travel and transportation to and 

from set, accommodation, work-related expenses such as gear, computer or cell phone rentals, 

and screen credits. The ability of a crew or cast member to negotiate terms and conditions 

above those outlined in the collective agreements is directly tied to their labour market power, 

which is affected by their experience, reputation, project specific skills, and local production 

volume. In times of high production volume when skilled workers are in high demand, 

iﾐdi┗iduals aヴe ﾏoヴe ヴeadil┞ aHle to ﾐegotiate さaHo┗e sIaleざ oﾐ a ヴaﾐge of teヴﾏs. Ho┘e┗eヴ, iﾐ 
times of low production levels, even the most experienced and skilled cast and crew find their 

individual negotiating power markedly diminished, bringing the importance of the collective 

agreement into sharp focus in protecting wages and working conditions in a highly competitive 

and precarious employment landscape. Yet it is that same precarious employment and highly 

competitive nature of the industry that undermines the strength and unity of the unions. This is 

further complicated by an ill-defined legal standing for the unions under provincial labour law, 

to which we turn to now.  

Challenges to collective bargaining 

Despite high rates of unionization, collective bargaining for the independent film and television 

production sector happens largely outside of the legal collective bargaining framework in 

Canada. A majority of work in the film and television production sector falls under provincial 

jurisdiction. Under provincial labour laws, historically only employees have been legally eligible 

to be a member of a union and engage in collective bargaining (Fudge & Vosko, 2003). Some of 

the unions in the independent production sector, such as IATSE, have been successful in 

securing status as certified bargaining agents for dependent contractors (J. Lewis, personal 

communication, December 3, 2009).18 Others, however, have expressed reservations with this 

approach as Canada Revenue Agency has used employment status as determined by provincial 

labour boards as part of determining employment status for tax purposes (Neil, 2005). There 

are additional concerns related to the nature of the work and how this fits into existing labour 

relations statutes; as Geiger (2003) notes, labour relations legislation across Canada excludes 

employees who have managerial responsibility from representation under bargaining regimes. 

This has the potential to disqualify a host of key creative and administrative film and television 

professionals, such as Production Managers, Location Managers and Directors, from union 

representation. 

 

                                                
18

 Neil defiﾐes depeﾐdeﾐt IoﾐtヴaItoヴ as さsoﾏeoﾐe ┘ho, ┘hile the┞ ﾏa┞ ┘oヴk oﾐ a IoﾐtヴaItual Hasis aﾐd He 
considered to be self-eﾏplo┞ed foヴ iﾐIoﾏe ta┝ puヴposes, is ﾐoﾐetheless さdepeﾐdeﾐtざ on one employer for their 

income and is considered, for labour relations purposes, to be eケui┗aleﾐt to aﾐ eﾏplo┞eeざ ふNeil, ヲヰヱヰ, p. ヱヴぶ. Foヴ a 
detailed analysis of the history of the concept of dependent contractor in labour relations across Canada, see 

Fudge & Vosko (2003). 
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Status of the Artist legislation in Canada has been one of the means by which the unique and 

challenging issues facing artists as workers has been engaged with at the policy level.19 While 

Status of the Artist legislation at the federal level and in the province of Quebec has formalized 

collective bargaining specifically for the cultural sector, neither Ontario nor Saskatchewan 

included collective bargaining provisions in their Status of the Artist statutes, and none of the 

other provinces currently have Status of the Artist legislation. This has produced a landscape 

┘heヴeH┞, さﾏuIh of the filﾏ iﾐdustヴ┞ opeヴates iﾐ a legal ﾐo ﾏaﾐげs laﾐd aﾐd has foヴ ﾏaﾐ┞ ┞eaヴsざ 

(Geiger, n.d., p. 5). Canadian cultural labour expert Garry Neil is worth quoting at some length 

in describing the challenges this poses to collective representation in the cultural sector. 

 
A key difference between traditional union agreements and voluntary agreements in the 

Iultuヴal seItoヴ is that the legal Hasis foヴ the aヴtistsげ agヴeeﾏeﾐts is IoﾐtヴaIt la┘, ヴatheヴ 
than labour law. 

 

Generally, an agreement entered into by a trade union is a legally binding instrument 

that can be enforced either by the employer or by the union. By virtue of the legal 

recognition as the bargaining agent, the union can become a legal party to the collective 

agreement and it has an obligation to administer the agreement on behalf of the 

individual members. Where the terms of the agreement have been breached, the 

aggrieved party can seek redress under its arbitration provisions and/or through a 

labour board. An arbitration award that is not respected can be filed in court and 

become a court order. 

 

The legal situation has historically been much different in the cultural sector, although 

this has changed over time. Artists have created voluntary associations that are more in 

the nature of private clubs. When these associations negotiated agreements, they could 

not in the end be enforced in any court by the association acting in its own name. The 

engager groups that negotiated these agreements typically did not have the legal 

authority to act on Hehalf of theiヴ ﾏeﾏHeヴs iﾐ this ┘a┞. As a IoﾐseケueﾐIe, aヴtistsげ 
associations require individual producers to become signatory to the collective 

agreements to ensure their adherence to the provisions...  

 

Legal enforceability of the agreements arises through the individual contracts that are 

entered into between artists and the engagers. These have an equivalent status to any 

other written contract between two parties. Generally, when an artist signs a contract to 

provide services to an engager, the collective agreement will provide that its terms must 

be incorporated by reference into the individual contract. Typically, this will be through 

a Ilause that states soﾏethiﾐg to the effeIt that さthis IoﾐtヴaIt is suHjeIt to the teヴﾏs 
and conditions of the agreement entered into between the artists association and the 

eﾐgageヴ.ざ Thus, the legal enforceability of the agreement arises from the right of the 

individual artists to enforce the terms under laws governing private contracts, rather 

                                                
19

 For a thorough analysis of the history, implementation and impact of Status of the Artist legislation in Canada, 

see Neil, Garry (2010). Status of the Artist in Canada. An Update on the 30th Anniversary of the UNESCO 

Recommendation Concerning the Status of the Artist. Ottawa: Canadian Conference of the Arts. 
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than from the status of the collective agreement itself (Neil, 2005, pp. 12-13, emphasis 

added). 

 

This brings us to examine more closely some of the problems unions face in their mandate to 

ヴepヴeseﾐt theiヴ ﾏeﾏHeヴsげ iﾐteヴests. The fヴeelaﾐIe ﾐatuヴe of the eﾏplo┞ﾏeﾐt ヴelatioﾐship 
places members in competition with each other for jobs and encourages behaviour that often 

violates collective agreements. This is complicated by the tenuous connections that cultural 

workers have with a working-class identity, which is informed by and reinforces distant 

relationships between the unions and the solidarity-based principles and practices of the labour 

movement more generally. All of these interact to shape union behaviour as labour market 

actors and in policy advocacy which, at times, is most accurately described as parochial. This 

includes pressuring other locals within a labour market to concede to contract variances to 

secure work for their own members; failing to publicly support, or criticizing, other unions 

during times of job action; and taking policy positions that fundamentally contradict those of 

their labour colleagues. While conflict and disagreement between unions is to be expected, the 

degree to which unions in the film and television industry can work against each other at times 

reflects the degree to which precarity affects industry dynamics. Understanding precarity and 

its relationship to a strong craft tradition in union culture is important to developing an 

understanding of the relationship between unions as labour market actors; relationships which, 

as I will argue in the following chapters, carry over to their activities as policy actors. 

Artist or worker: Challenges with representing cultural workers 

The prestige associated with working in the cultural industries promotes strong self-

identification with a project and a strong occupational identity in the sector overall, which 

MIKiﾐla┞ aﾐd “ﾏith aヴgue さヴeiﾐfoヴIes the eﾏotioﾐal aﾐd peヴsoﾐal attaIhﾏeﾐt Het┘eeﾐ the 
iﾐdi┗idual aﾐd theiヴ ┘oヴkざ (2009, p. 44). Strong individual identification with a project and 

workplaces that change routinely can be problematic for attachment to a collective such as a 

union. There is no consistent job site where workers can develop a deep and enduring sense of 

workplace solidarity with their colleagues. Workers face intense pressure from producers and 

department heads to けget the job doneげ in extremely fast-paced work environments. Rapidly 

changing schedules, insufficient crew or financial resources, and unrealistic expectations from 

decision-makers create conditions under which workers must choose to violate the agreement 

iﾐ oヴdeヴ to aIIoﾏﾏodate the sho┘げs deﾏaﾐds oヴ ヴisk de┗elopiﾐg a ヴeputatioﾐ of Heiﾐg diffiIult 
to work with. Workers are often willing to self-exploit aﾐd He seeﾐ as けpヴoduItioﾐ fヴieﾐdl┞げ H┞ 
signing flat rate deals, failing to put actual hours worked on time sheets, or running a few work-

related errands on the weekend at no charge to establish or maintain relationships and 

reputations, all of which are in violation of collective agreements. 

 

The occupational identity of cultural workers also poses challenges to collective representation, 

as illustヴated H┞ Holﾏesげ aIIouﾐt of the deHates aヴouﾐd uﾐioﾐizatioﾐ aﾐd affiliatioﾐ ┘ith the 
American Federation of LaHouヴ that ┘eヴe paヴt of the ヱΓヱΓ Bヴoad┘a┞ aItoヴsげ stヴike.  
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さWe aヴe ﾐot iﾐ the Ioﾐditioﾐs of laHoヴ aﾐd Iapital HeIause ┘e do ﾐot ┘oヴk ┘ith ouヴ 
haﾐds,ざ asseヴted the leadiﾐg lad┞ BlaﾐIhe Bates iﾐ a speeIh that pla┞ed upoﾐ Hoth heヴ 
femininity and the intangible qualities of performance as a commodity to distance actors 

from the blue-Iollaヴ ┘oヴkiﾐg Ilass. さWe ┘oヴk ┘ith the oﾐe thiﾐg God has gi┗eﾐ us, ouヴ 
hearts, our souls. . . . We are not laborers with calloused hands . . . and what we have is 

something that cannot be capitalized. What we give cannot be weighed or measured. 

Doﾐげt let us do soﾏethiﾐg that ┘e ┘ill ヴegヴet doiﾐg.ざ Ad┗oIates of affiliatioﾐ aヴtiIulated 
their position more prosaically, prioritizing not the product of their labor but the 

material conditioﾐs of its pヴoduItioﾐ. さIt is ﾐot aヴt to get up at fouヴ oげIloIk iﾐ the 
ﾏoヴﾐiﾐg aﾐd IatIh a tヴaiﾐ,ざ deIlaヴed Fヴed NiHlo, a oﾐetiﾏe ┗aude┗illiaﾐ ┘ho lateヴ 
HeIaﾏe a pヴoﾏiﾐeﾐt filﾏ diヴeItoヴ iﾐ Holl┞┘ood. さIt is ﾐot aヴt to tヴa┗el iﾐ a ┗ile-smelling 

day coach all day—a day coach so old and terrible that railroad companies only keep it 

to haul actors in. It is not art to spend your life on the Yazoo and Mississippi Valley 

Railroad and to find that after you have been travelling all day, that you have not gone 

fifty-two miles. . . . It is downright laborざ (Holmes, 2005, p. 1298, emphasis added). 

 

The artist or worker debate persists in shaping the organizational culture and structure of 

contemporary cultural unions and guilds (R. Haney, personal communication, September 16, 

2009). The tenuous identification that cultural workers share with the broader labour 

movement means that the basic principles of unionism and solidarity are not always at play 

within memberships or between organizations, which has implications for union strength in the 

workplace and at the bargaining table.  

 

The precarious nature of employment and the ambiguous legal standing of the collective 

bargaining regime not only undermine collective agreements in the workplace, but also appears 

to function as a constraint on labour power more generally. While NABET 700, ACFC 2020, the 

DGC, the WGC and ACTRA bargain with the CMPA, and the IATSE Canadian office is in 

preliminary discussions with the Canadian Media Producers Association (CMPA) over a national 

term agreement with Canadian producers, problematically, the CMPA does not bind their 

members to these agreements. This results in considerable additional negotiations and 

requests for concessions between producers and union locals on a project by project basis. 

Project based variances on rates or fringes by a local in one region can cause friction between 

locals and a source of conflict within national organizations.20 The CMPAげs ヴefusal to Hiﾐd theiヴ 
members to national agreements is one of the primary reasons why IATSE has historically 

refused to bargain a national agreement with the CMPA. Current talks on a national agreement 

between IATSE and the CMPA hinge on this very issue.21 

 

In the interests of providing a measure of stability and predictability in a volatile industry, the 

DiヴeItoヴs Guild of Caﾐada aﾐd IAT“E, foヴ e┝aﾏple, take a けpaヴtﾐeヴs iﾐ pヴoduItioﾐげ appヴoaIh to 
bargaining, where the main goal is to approach contract negotiations with the intent of 

executing a swift and smooth round of negotiations based on pattern increases (generally 2 or 3 

                                                
20

 ACTRA is the only union that does not negotiate variances on rates or fringes on project by project basis. 
21

 As noted earlier, as IATSE locals do the majority of the foreign service production in Canada, negotiating a 

national agreement with Canadian independent producers has not historically been a top priority for the union. 

IATSE locals have promulgated agreements that Canadian producers sign if they wish to access IATSE technicians. 
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percent wages and benefits per contract). Strikes are therefore not generally part of these 

uﾐioﾐsげ stヴategiI ヴepeヴtoiヴe. The ﾐet ヴesult of this is a HasiI Iost of li┗iﾐg iﾐIヴease ┘ith little ヴeal 
wage increases over the long-term, and a persistent failure to address other issues such as 

excessive hours, training and professional development resources, or equity bargaining.  

 

While strikes are uncommon in the industry they are not unheard of. Technological innovation, 

corporate concentration, and cross platform distribution have significantly impacted the 

industry over the past several decades. These developments have had differential impacts on 

various occupations within the film and television industry. Writers, directors and actors receive 

residual payments for use of their work, whereas technical, administrative and logistical 

personnel do not have these provisions in their agreements. Securing rights for online 

distribution of content has been a highly contentious issue in recent bargaining, straining 

relations between labour and producers, and also within the labour community.  

 

In early 2007 ACTRA went on strike for the first time in their history over online media 

residuals (ACTRA, 2011c). Due to the highly collaborative nature of the work, a strike by one 

union necessarily impacts the membership of all unions representing workers in the 

independent production sector. While ACTRA received solidarity support from Equity and 

the Union of British Columbia Performers (UBCP), the two other Canadian performers 

unions; the powerful U.S. based Screen Actors Guild (SAG); and the International Federation 

of Actors (FIA); they did not receive any open support from the WGC, DGC, CEP or IATSE. 

Later that same year, Writers Guild of America (WGA) members also went on strike over 

digital streaming and online media residuals, essentially shutting down Hollywood 

production for a little over three months.22 SAG expressed solidarity with WGA members, 

but the strike also provoked openly hostile relations between unions. A 2007 open letter to 

Patric Verrone, Writers Guild of America West President, from IATSE International President 

Tom Short reads in part, 

 
Ever since late last year when the WGAw23 announced withdrawal from its own 

proposed negotiating date in January 2007, I have warned you and predicted the 

devastation that would come from your actions. Those predictions have now come true. 

 

...Wh┞ hasﾐげt this teaﾏ...spent months preparing to negotiate a contract that would 

ensure the health and future of the motion picture and television industry?... 

 

Its time to put egos aside and recognize how crucial it is to get everyone back to work, 

before there is irreversible damage from which this industry can never recover (Short, 

2007). 

 

                                                
22

 See also Banks, Miranda J. (2010) 'The Picket Line Online: Creative Labor, Digital Activism, and the 2007-2008 

Wヴiteヴs Guild of AﾏeヴiIa “tヴikeざ Populaヴ CoﾏﾏuﾐiIatioﾐ, Β: ヱ, ヲヰ-33. 

 
23

 WGAw refers to Writers Guild of America, West, based out of Los Angeles. The WGAe, East, is based out of New 

York. 
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Pヴesideﾐt “hoヴt seﾐt a Ileaヴ ﾏessage to the iﾐdustヴ┞ aHout IAT“Eげs offiIial positioﾐ oﾐ the 
strike by not also penning an open letter to the Association of Motion Picture and Television 

Producers calling for a swift end to the strike. Such a public rebuke of another union 

representing cultural workers indicates that IATSE, despite its industrial strength and 

international reach, clearly has little intention to make any significant demands in bargaining 

that could lead to a work stoppage. It is also likely that, should an IATSE local proceed with 

strike action, they would not be seeking (or receive) significant support from the other unions 

and guilds with whom their members share a workplace as part of their professional lives. 

 

The decision to strike, and the strained relations this produces between unions, is partly a 

function of leadership personalities, partly a function of organizational culture, and largely 

driven by the interests of their memberships. However, it is essential to understand the labour 

relations climate in the context of the structural power of capital. The tensions between the 

unions and guilds cannot be reduced to questions related to philosophical or occupational 

identifications with basic principles of the labour movement. They are clearly influenced by 

the precarious nature of work their members experience in unpredictable labour markets, 

produced by highly mobile capital and a globally competitive production base. We must also 

then understand the roles that unions play in the lives of their members that extend beyond 

collective bargaining. My primary research interest, of course, is on the political role of 

unions, and how their political advocacy strategies are driven by and shape the working lives 

of their members. Before proceeding to that, however, it is first important to understand the 

role that the unions play as key labour market actors in a complex and competitive political 

economic landscape.  

Beyond the basics: The role of unions as labour market actors  

The absence of a standard employment relationship in the independent film and television 

production sector leads unions and guilds to offer extended services to their members. In 

addition to negotiating and enforcing collective agreements, unions in the film and television 

production sector function are largely responsible for the maintenance and renewal of the pool 

of specialized labour that drives the industry. They function as hiring halls to varying degrees, 

provide workplace safety training, and administer health insurance, disability, parental leave, 

hardship funds, employee assistance plans, retirement benefits plans, and rights management 

for residuals. As self-employed freelancers, many union members are largely excluded from 

social benefits available to workers in a standard employment relationship. The programs and 

services offered by the unions and guilds offer some assistance in addressing this issue, 

allowing freelancers a better chance of maintaining their relationships with the film and 

television production sector over a longer period of time without needing to seek other sources 

of primary income. 

 

Unions mitigate competition between their own members for jobs by restricting the number of 

new members or foreign workers in their jurisdiction through the permitting process. Unions 

also facilitate the movement of workers between jurisdictions, intra- and internationally 

through reciprocal agreements with other locals or international unions and guilds, although as 
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chapter five will show, this is complicated by the tax credit regime. The unions and guilds are 

also largely responsible for training and professional development of the workforce. Foreign 

producers have little stake in training a local labour force and domestic producers have too few 

resources to invest in the training and skills upgrading of a freelancer whom they might not 

engage again for months or years. Technology, such as digital and 3D cinema, is 

changing industry work models and workflows at an unprecedented pace, requiring rapidly 

changing and new skills in advanced or emerging technologies and cross-platform creative, 

artistic, and business developments. The highly specialized nature of many jobs is not covered 

in post-secondary training programs. Unions and guilds are thus, to a large extent, responsible 

for ensuring that the labour pool is suitably trained so as to remain globally competitive.  

 

The highly mobile and globally competitive nature of the film and television production industry 

means that unions and guilds also play an important ongoing role in labour market 

development. Unions not only represent workers within labour markets; they are active players 

in attracting work into specific labouヴ ﾏaヴkets. Uﾐioﾐs iﾐ Toヴoﾐto go oﾐ ヴegulaヴ けﾏaヴketiﾐg 
tヴipsげ to Los Aﾐgeles to de┗elop aﾐd ﾏaiﾐtaiﾐ Ilose ヴelatioﾐships ┘ith studio aﾐd laHouヴ 
relations executives. These trips routinely include local representatives from all the unions to 

demonstrate labour stability and a coordinated labour-based approach to industry 

development (M. Wolch, personal communication, March 4, 2011).  

 

Government support plays an important role in these marketing trips. A 2011 trade mission to 

Los Angeles sponsored by the Ontaヴio Media De┗elopﾏeﾐt Coヴpoヴatioﾐげs ふOMDCぶ Filﾏ 
Coﾏﾏissioﾐ, the Cit┞ of Toヴoﾐtoげs Filﾏ aﾐd Tele┗isioﾐ OffiIe aﾐd the iﾐdustヴ┞ Ioﾐsoヴtiuﾏ 
FilmOntario invited key U.S. studio representatives to join labour leaders and other key industry 

players from the Toronto film and television industry in a private box at an LA Kings v. Toronto 

Maple Leafs game. The evening of informal networking was followed by a breakfast attended 

by over one hundred key industry stakeholders the following morning with a panel focusing on 

the strength of the industry-specific tax credit programs (OMDC, 2011a). One senior business 

ageﾐt desIヴiHed the puヴpose of these ﾏaヴketiﾐg tヴips as Heiﾐg さall aHout ヴelatioﾐships…Youげヴe 
trying to convince the producer with the suitcase full of money that they should spend it in 

Toヴoﾐtoざ ふM. WolIh, peヴsoﾐal IoﾏﾏuﾐiIatioﾐ, MaヴIh ヴ, ヲヰヱヱぶ.  
 

Unions and guilds tailor their marketing efforts to their specific labour markets and the type of 

projects they are seeking to attract. As with labour locals from the Greater Toronto Area, 

unions and guilds from Nova Scotia also do trips to LA, but without the same resources and not 

with the same frequency. They also market in Toronto to court Canadian producers to bring 

their projects to Halifax. Intra-national marketing trips can be a source of friction between 

loIals iﾐ the saﾏe uﾐioﾐ iﾐ teヴﾏs of けpoaIhiﾐgげ ┘oヴk (T. Storey, personal communication, 

September 20, 2010). This is due to the highly competitive nature of labour markets that 

operates both inter- and intra-nationally.  
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Highly mobile capital and global competition 

Union solidarity and labour power are complicated by the global political economy of the 

industry that produces intense competition between labour markets that operates on intra- 

and international scales. Chapter five examines in detail the ways in which the Canadian 

provincial film and television tax credit regime creates direct competition between local labour 

markets within Canada. Yet it is important to contextualize the Canadian film and television 

policy landscape as embedded within a global industry where the structural power of capital 

shapes labour markets. This provides a backdrop for understanding the political economy in 

which policy is developed and the broader context in which unions engage in cultural policy 

networks. 

 

Globally there are over 300 Film Commissions operating worldwide, with a host of public policy 

instruments such as direct subsidies, tax incentives, or rebates designed to attract highly 

selective and mobile foreign film and television projects. Fiji, France, Germany, Hungary, 

Iceland, Ireland, Israel, Italy, Kenya, Malta, New Zealand, Norway, Singapore, South Africa, 

Trinidad & Tobago and the United Kingdom are stimulating their film and television service 

industries through building infrastructure and attractive tax credit structures that foreign 

studios, with their eye on the bottom line, find increasingly appealing (Ernst & Young, 2004; 

Randle & Culkin, 2005; Entertainment Partners, 2009). Building on the labour tax credit 

framework that was first developed in Canada, currently over forty U.S. states offer generous 

production incentive programs in the form of tax credits or rebate programs. New York, 

Louisiana and Michigan pose serious competition for major Canadian production centre such as 

Vancouver and Toronto (D. Hardy, personal communication, July 14, 2009; M. Wolch, personal 

communication, July 28, 2009). 

 

Although Canada generally enjoys several key advantages in attracting foreign service sector 

work, including proximity to the U.S., skilled crews, shared language and cultural norms, a 

diversity of locations, and developed technical and support infrastructure, these factors lose 

their power in the context of increasing competition from within North America and 

internationally (Nordicity Group Ltd, in association with Duopoly Inc., 2004; 

PricewaterhouseCoopers, 2006; Randle & Culkin, 2005). Caﾐadaげs histoヴiIal ad┗aﾐtage has Heeﾐ 
to combine the above noted factors with a favourable exchange rate for U.S. producers, 

although this is increasingly irrelevant with the Canadian dollar hovering around or above par 

with its U.S. counterpart in recent years. As Figure 3.2 indicates, within Canada, Toronto, 

Montreal and Vancouver compete for the majority of the available foreign service work as well 

as most of the domestic television production. Halifax, Winnipeg, Regina and Calgary compete 

┘ith eaIh otheヴ as the fouヴ leadiﾐg けヴegioﾐalげ pヴoduItioﾐ Ieﾐtヴes; ヴelati┗el┞ speakiﾐg, these 
centres benefit from a proportionally minor share of the total production volume. 

 

 

 

 

 



Ph.D. Thesis – A. Coles; McMaster University – Political Science. 

61 

 

 

Figure 3.2 – Total independent film and television production volume, by province, 2009/2010 

 
Source: Canadian Media Production Association, 201024 

 

Christopherson skillfully connects the structural power of capital with the lived daily 

e┝peヴieﾐIes of filﾏ aﾐd tele┗isioﾐ ┘oヴkeヴs. Chヴistopheヴsoﾐ ヴejeIts Floヴidaげs ﾏodel of the 
creative economy, arguing he makes simplistic relationships between capital and local labour 

market conditions (Christopherson, 2008). Christopherson argues that media companies do not 

simply passively accept (through investment) or reject (by leaving) labour market conditions in 

a production locale. She argues that in order to effectively understand labour market dynamics 

in the film and television production sector, scholars must account for the active role that 

transnational corporations play in conditioning labour markets. 
 

...dominant transnational media conglomerates...do not passively accept the 

limitations or high costs associated with regional production complexes. Nor are they 

passive with respect to the need to solve key problems and costs associated with a 

creative labour force – workforce reproduction, wage control, and flexibility in 

production conditions. Instead, there is substantial evidence to demonstrate that 

transnational media conglomerates use their political power to reconstruct the 

production environment, regionally, nationally, and internationally, so as to increase 

both their profitability and their flexibility vis-a-vis product and labor markets....the 

shaping influence of the transnational firm is extensive, encompassing both the 

national and subnational (i.e, regional) state (Christopherson, 2008, p. 53) 

 

Holl┞┘oodげs aHilit┞ to Ioﾐdition distant labour markets and working conditions made 

international headlines in 2010 with respect to a labour dispute on the MGM and Warner Bros / 

New Line Cinema production of The Hobbit shot on location in New Zealand. The Hobbit is the 

prequel to the hugely successful Lord of the Rings Trilogy which was also shot in New Zealand. 

On both projects, foreign actors were brought in under UK Actors Equity and/or Screen Actors 

                                                
24

 Figures calculated from CMPA 2009/2010 Profile. The volume of total broadcaster in-house production was 

subtracted from the total production volume for the same period for each province. 

It is worth noting that in 2011, Ontario surpassed British Columbia for the first time in terms of total production 

volume. This is arguably due to changes in the tax credit regime as discussed in chapter five. 
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Guild contracts.25 Other A-list crew brought in from around the globe were able to port their 

home contracts with them as well. Local cast and crew were non-union. 

 

In spring 2010, New Zealand Actors Equity (NZAE) attempted to negotiate a union contract for 

local performers working on the two-part feature film project boasting a total production 

budget of $500 million. Both the independent production company, and the New Zealand 

producers association, the Screen Development and Production Association (SPADA) flatly 

refused. SPADA argued that as actors are independent contractors under New Zealand labour 

law, bargaining with the NZAE would violate competition laws (Jess, 2011). Increasingly 

frustrated, NZAE turned to their international brothers and sisters for help. In June 2010 the 

International Federation of Actors (FIA) advised the production company they had passed the 

first-ever International Do Not Work order against the production, preventing FIA signatory 

members, including SAG key cast members, from accepting work on the production (ACTRA, 

2011d).  

 

The unprecedented and remarkable show of global solidarity by the actors outraged 

Director/Producer Peter Jackson and the studios. Jackson released a very public anti-union 

statement in New Zealand as well as in the Hollywood press, a union town (Jackson, 2010). 

Local New Zealand media coverage cast the unions as threatening the foundation of the entire 

film industry in New Zealand. This both fed and drew upon public demonstrations protesting 

the boycott by other (non-union) crew and locals. Despite FIA lifting the Do Not Work order in 

the fall of 2010 at the request of the NZAE, Peter Jackson and Warner Bros. announced they 

were seeking a new shooting location for The Hobbit, possibly in Eastern Europe (Jess, 2011). 

The resolution of this dispute highlights the global political power of U.S. media conglomerates, 

the vulnerability of local labour markets, and the chronically precarious employment conditions 

of film and television workers around the world. After a series of high level meetings between 

Warner Bros. executive and the New Zealand government, and without the normal process of 

referral to a parliamentary committee and public submissions, the New Zealand federal 

government passed legislation that clearly defines all workers in the film and television 

production industry as independent contractors rather than employees. The Employment 

Relations (Film Production Work) Act 2010 confirms that, as independent contractors, film 

industry workers are not entitled to engage in collective bargaining under New Zealand labour 

law (Reuters, 2010). MeﾏHeヴs of the oppositioﾐ e┝pヴessed fヴustヴatioﾐ ┘ith the go┗eヴﾐﾏeﾐtげs 

                                                
25

 The portability of contracts across international boヴdeヴs tヴaIes diヴeItl┞ HaIk to the “Iヴeeﾐ AItoヴs Guildげs 
membership rule known as Global Rule One. Introduced May 1, 2002 as a direct response to the increasingly 

iﾐteヴﾐatioﾐal diﾏeﾐsioﾐs of Holl┞┘ood filﾏ pヴoduItioﾐ, GloHal ‘ule Oﾐe states さﾐo ﾏeﾏHeヴ shall work as a 

performer or make an agreement to work as a performer for any producer who has not executed a basic minimum 

agヴeeﾏeﾐt ┘ith the Guild ┘hiIh is iﾐ full foヴIe aﾐd effeIt.ざ (Screen Actors Guild, 2012). It applies to, さall members 

who are engaged by a producer that is a foreign entity to work outside of the United States on a theatrical motion 

picture, TV production, or commercial/industrial film that is shot entirely in a foreign country. It states that in 

order for a member to be in compliance with Global Rule One, and thereby cleared by the Guild to perform 

services, such producer must become signatory to a Screen Actors Guild Global Rule One agreement, providing for 

minimum wages, working conditions and protections for eaIh suIh ﾏeﾏHeヴざ (Screen Actors Guild, 2012). 
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concessions to what academic Katheヴiﾐe “toﾐe has aptl┞ ヴefeヴヴed to as さloIatioﾐ HlaIkﾏailざ 

(Stone, 2010).  

 
What is the government going to do next – give in to any multinational that asks for a 

labour standard to be diluted in return for some form of investment?" said an 

opposition MP, Charles Chauvel. "This is a government which, in the words of the 

Financial Times today, has reduced New Zealand to client status of an American film 

studio" (Reuters, 2010). 

 

The organization of film and television production through the independent production model 

by nature creates mobile capital. The power of that mobile capital, however, is intensified by 

corporate concentration in the media sector. Canada has one of the most concentrated 

telecom, media and internet markets in the world, dominated by six media conglomerates with 

a reach across the media landscape covering network infrastructure and content services that 

includes holdings in broadcasting, cable, satellite, radio, telecommunications, internet and print 

(Winseck, 2011). The dominance of a few extraordinarily powerful media corporations has 

reduced the number of sources that commission programs from independent producers. Fewer 

program commissioners intensify the risk that the independent producer faces in a highly 

competitive environment. That risk is, in turn, devolved to the workforce.  

 

Christopherson (2009) notes that film and television production labour markets in the U.S. are 

increasingly HifuヴIated as a ヴesult of Holl┞┘oodげs ヴeIeﾐt deIisioﾐs, on the one hand, to focus on 

pヴoduIiﾐg ヴelati┗el┞ fe┘ けHloIkHusteヴげ filﾏs ヴatheヴ thaﾐ a ヴaﾐge of ﾐiIhe filﾏs, ┘hile oﾐ the 
other, emphasizing cost-cutting measures as demonstrated by the proliferation of low-budget, 

non union productions in what she refers to as the Wal-mart model of film and television 

pヴoduItioﾐ. Chヴistopheヴsoﾐ aヴgues this has ヴesulted iﾐ a ﾏaヴked deIヴease iﾐ けHヴead aﾐd Hutteヴげ 
work opportunities (such as dramatic television series and medium-budget feature films) for 

unionized film and television professionals while escalating competition through a substantial 

increase in low-end labour demand. Industry reports from Canada confirm trends of decreasing 

budgets, smaller crews and an increased workload that leads to burnout and potential health 

and safety issues (Conference Board of Canada, 2010). Interviews with labour leaders in Canada 

support these findings, with widespread reports that significant reductions in budgets are not 

only exerting downward pressure on wages but are also responsible for an intensification of 

work. 

 
Wheﾐ ┘e staヴted, a TV ﾏo┗ie ┘as ヱヰヵ pages, ヲヵ da┞s shootiﾐg foヴ $ヵ ﾏillioﾐ. No┘ the┞げヴe 
$2 million, 13 days shooting, 105 pages. 15 [days of shooting] is a good one, if you get 

three five-da┞ ┘eeks…Ho┘? T┘o loIatioﾐs, talkiﾐg heads, loﾐg houヴs…the size of the 
sIヴipt hasﾐげt Ihaﾐged…ふM. WolIh, peヴsoﾐal IoﾏﾏuﾐiIatioﾐ, Jul┞ ヲΒ, ヲヰヰΓぶ 

 

Worth noting is that both intra- and international competition between labour markets is 

premised on relatively short-term gains. Litvak and Litvak describe the film and television 

iﾐdustヴ┞ as さfloatiﾐg faItoヴies,ざ the loﾐg-teヴﾏ effeIts of ┘hiIh さt┞piIall┞ fall shoヴt fヴoﾏ the t┞pe 
of benefits realized when attracting plants, warehouses and regional office operations that 
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have not been set up with a future dissolution pre-determined – usually, in a time frame of less 

thaﾐ a ┞eaヴざ (Litvak & Litvak, 2006, p. 285). It is exactly the temporary nature of the economic 

benefits that ensures the competition framework remains in perpetual renewal. 

 

The cultural policy framework that underpins the independent film and television production 

sector is equally as important as the structural power of capital in shaping labour markets. Both 

Canadian content regulations and the design of the tax credit regime stimulate investment and 

eﾏplo┞ﾏeﾐt of Caﾐadiaﾐ filﾏ aﾐd tele┗isioﾐ pヴofessioﾐals. Cultuヴal poliI┞ also shapes ┘oヴkeヴsげ 
differential access to particular sectors of the film and television production industry. In order 

to proceed with an advanced analysis of the ways in which cultural policy operates as a form of 

labour market regulation, I will first examine the primary characteristics of, and differences 

between, the Canadian English-language television and foreign service production sectors. This 

provides a step to understanding why access to, and the type of work, in each sector has 

differential impacts on the professional lives of cultural workers. The different relationships 

that groups of unionized workers have with the foreign service and Canadian English-language 

tele┗isioﾐ seItoヴ aヴe, iﾐ tuヴﾐ, ﾏajoヴ faItoヴs iﾐ shapiﾐg the uﾐioﾐsげ aIti┗ities as poliI┞ aItoヴs. 

Foreign Service and Canadian television production sectors 

As Figure 3.3 indicates, the two leading labour market sectors in the independent film and 

television production sector are Canadian television production and foreign service production. 

In keeping with historical trends, in 2009/2010 Canadian television production was the leading 

economic and employment driver, accounting for 40% of total production worth just under $2.0 

billion and generating 18,600 full time equivalent direct (FTE) and 28,700 FTE indirect jobs. Of 

that, $1.39 billion was English language television production, $592 million was French 

language production and $8 million was bilingual and other production. Foreign service 

production, largely U.S. studio and independent feature film and television production, 

accounted for 31% of all production in Canada, worth $1.5 billion and generating 14,100 FTE 

direct and 21,800 indirect FTE jobs. A distant fourth was Canadian theatrical production at 6% 

of total production activity, worth $308 million in total production volume (Canadian Media 

Production Association, 2010). 
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Figure 3.3 – Film and television production in Canada by sector, 2009/10 

 

 
 
Source: Canadian Media Production Association, 2010 

 

As I examine in detail in chapter four, the size of the Canadian television production sector is 

directly tied to Canadian content regulations designed to foster both the production and 

exhibition of Canadian content on Canadian airwaves. Canadian television is also driven by the 

support of key policy instruments such as the Canada Media Fund (until 2010 known as the 

Canadian Television Fund). As I examine in detail in chapter five, the size of the foreign service 

production sector is strongly tied to the federal and provincial film and television tax credits 

programs which are specifically designed, in part, to attract foreign productions (largely 

American) to Canada. We will now turn to why workers have differential access to the Canadian 

television and foreign service production sector. Many unionized workers, particularly those in 

technical, logistical, manual and administrative roles, regularly move between the Canadian 

television and foreign service sector over the course of their careers, or even over the course of 

a few months. The lucrative foreign service sector is not easily accessed, however, by Canadian 

cultural workers in key creative positions. 

 

The foreign service sector is an important element of the independent film and television 

industry in Canada. The Canadian Media Production Association estimates that, in 2009/10, the 

foreign service sector generated $754 million worth of income for Canadian cultural workers 

(Canadian Media Production Association, 2010, p. 81). Major U.S. feature films and network 

dramatic television series often far exceed, in budget and in scale, the kinds of projects that 

Canadian producers are able to undertake. As a result, the foreign service sector serves as an 

important training ground for Canadian crews; much larger budgets often mean access to a 

broader range of technical equipment and more complicated production requirements, 

stretching and enhancing the creative and technical abilities of crews. Larger budgets and more 

complex scripts can also mean larger crews and prolonged shooting periods, providing 
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extended contract durations and premium rates for freelancers.26 Foreign service work does 

not, however, benefit all unionized Canadian film and television workers equally. 

 

U.S. shows shot on location in Canada often come packaged with key creative personnel chosen 

by the U.S. studio. It is routine for American productions to engage American directors, 

cinematographers, editors and, particularly on larger feature films, for Americans to hold 

additional select creative, technical and administrative positions such as production 

accountant, costume designer, key hair stylists or makeup artists, production designer or first 

assistant director. U.S. productions are most often written in the U.S. under Writers Guild of 

America contracts, and no Writers Guild of Canada members are contracted whatsoever. U.S. 

shows come with principal or ensemble cast members attached. While ACTRA must grant 

permits for non-ACTRA members to work in their jurisdiction, and productions must agree to 

hire ACTRA members for any day players, minor roles and background performers, ACTRA is 

often under immense pressure from producers and other labour organizations to cede to U.S. 

Iastiﾐg ヴeケuests. As ﾐoted eaヴlieヴ, IAT“Eげs stヴoﾐg pヴeseﾐIe in the U.S. and long-term contracts 

with many of the major studios means that IATSE technicians generally benefit more from 

American foreign service production than CEP locals in the Canadian independent production 

sector.  

 

Canadian television production is thus a critical sector for Canadians in key creative positions. 

When the Canadian Audio Visual Certificate Office (CAVCO) and the CRTC determine Canadian 

content through their points systems, the script content is not the basis for evaluation. 

Canadian content is determined by the number of Canadians in key creative positions – writer, 

director, lead performers, director of photography, art director, composer, and picture editor – 

who brought the project from script to screen. As Canadian writers, directors and actors rarely 

have regular access to work in the foreign service sector, Canadian content regulations play an 

important industrial function as a major employment driver for key Canadian creative talent.  

Conclusion 

Cultural policy for the film, television and broadcasting sector has historically emphasized the 

role of the private sector, and within that, the importance of the independent production 

model as a means to ensure programming diversity and industrial development. The 

dominance of the independent production model in Canada produces a workforce at the centre 

of the creative economy that experiences chronic employment and income insecurity on top of 

extremely demanding working conditions.  

                                                
26

 The foreign service sector is an attractive source of employment for Canadian producers working on U.S. shows 

as local producers for its ability provide income and a source of capitalization for future domestic projects with 

relatively few attending risks (Davis & Kaye, in press). However, as Davis and Kaye argue, the foreign service sector 

is limited in its ability to meaningfully contribute to the development of the Canadian domestic production sector 

over the long-term, as Canadian producers engaged in foreign service production have no ownership over the 

intellectual property rights attached to the project. The foreign service sector also provides an important source of 

support for local suppliers including but not limited to hospitality, travel and equipment supply.  
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Unions are important labour market actors in the film and television production sector. Like 

organized labour more generally, they negotiate wages and working conditions through 

collective bargaining for their members. Yet the short-term, project based nature of work in the 

independent production sector means that unions play an extended role as labour market 

actors. Unions offer a range of benefits and services to their freelance members who, in many 

cases are not eligible for other social benefits, allowing many freelancers to maintain their ties 

to labour markets and their careers over the long-term. Unions provide training and 

professional development, and are important institutions in reproducing the workforce in the 

absence of a standard employment relationship. Unions play a prominent role in 

(competitively) marketing their labour markets across Canada and internationally, using the 

depth and expertise of their members as a flagship for creative excellence to attract work in a 

globally competitive industry. They do this in a labour relations landscape which is itself 

extremely precarious, functioning largely outside of standard labour relations law and under 

constant pressure from the influence of powerful multinational media enterprises.  

 

Understanding the role unions play in role regulating, reproducing and marketing their 

memberships provides important contextual information for the comparative approach to 

understanding the uneven effects that policy frameworks have on different categories of 

workers. It also provides a means by which we can understand how union structures, and 

relationships between unions and other industry stakeholders, influence unions strategies in 

policy networks. As the case studies in chapters four and five reveal, comparing the ways in 

which Canadian content regulations and provincial tax credits function as a form of labour 

market regulation reveals the degree to which policy shapes the volume of work as well as the 

type, location and quality of that work. It allows for a more nuanced understanding of the ways 

in which geography and scale influence power relations between unions and other members of 

policy networks, and how differences in the political economy of local labour markets shapes 

union resources, expertise and strategies in the political arena. 

 

Cultural policy plays a central role in shaping labour market dynamics for the independent film 

and television production industry as a whole. As I have demonstrated, Canadian television 

production and foreign service production sectors are both important employment drivers, 

although not all workers share equal and open access across the two. Uncompetitive tax credits 

can seriously impact production levels in the foreign service production sector, where many 

IATSE technicians, particularly in Toronto, spend a majority of their careers. Changes in 

Canadian content regulations similarly facilitate or constrain work opportunities for Canadian in 

key creative positions. While Canadian television and foreign service production sectors, and 

the policies that support them, are quite different in their dynamics and objectives, cultural 

workers are at the centre of both. Cultural policy for the film and television production sector 

therefore needs to be understood as a primary form of labour market regulation by design.  

 

It is because Canadian content regulations and tax credits situate the cultural worker as the 

object of policy, and also because the application of these policy programs shapes the labour 

markets and working conditions for cultural workers, that analyses of cultural work must 
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account for policy. The following chapters use a labour-based analysis to examine two case 

studies. Chapter four analyses the role of the unions in their policy advocacy efforts to undo the 

key changes to the Canadian conteﾐt ヴegulatioﾐs iﾐ the C‘TCげs ヱΓΓΓ Tele┗isioﾐ PoliI┞. Chapteヴ 
five compares the role unions play in the development and strategy of FilmOntario and the 

Nova Scotia Motion Picture Industry Association (NSMPIA) as they attempted to influence 

provincial film and television tax credit programs. My application of a labour-based analysis in 

these Iase studies foヴegヴouﾐds the iﾐteヴests aﾐd e┝peヴieﾐIes of the uﾐioﾐsげ ﾏeﾏHeヴships as 
they are shaped by and shape the impact that cultural policy has on labour markets. In doing 

so, it plainly reveals the mutually constitutive relationship between cultural and industrial 

policy objectives. It also provides a clear understanding of the motivation and rationale for the 

unions in their role as policy actors, and allows us to examine whose interests are, and should 

be, considered central in the long-term development of the Canadian cultural industries. 
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Chapter 4: Canadian content means counting Canucks 

 

Chapter three established a basic overview of the overall dynamics of labour markets in the 

independent film and television production sector, and the proactive role labour plays as labour 

market actors. Chapter three also examined the ways in which cultural policy decisions created 

the independent production sector as the dominant form of work organization for the Canadian 

film and television production industries. The rationale for this highlights the deeply 

intertwined nature of cultural and industries objectives in cultural policy. The main thrust 

behind the shift toward independent production was to draw on a greater range of Canadians 

talent in the production process, and in doing so, to offer a greater range of high-quality 

Canadian television programming to Canadian audiences. The industrial impact of this cultural 

objective was to increase the volume of work available to freelance film and television workers. 

The rise of the independent productions sector also benefitted the size, resources and labour 

market power of the unions representing freelance cultural workers in film and television 

production. However, it has also created a precarious employment model marked by 

employment and income security, excessive hours, and highly competitive labour markets. 

 

As I discussed in chapter three, unions play an important role in mitigating the employment 

precarity cultural workers face by offering a range of membership services, aggressively 

marketing their labour markets, and regulating and reproducing a highly specialized labour 

pool. One of the other key means by which unions attempt to mitigate precarity for their 

members is through policy advocacy, which brings us to our first case study. This chapter uses a 

labour-based analysis of cultural policy to reveal how federal cultural policy decisions shape the 

volume of work and the quality of that work in the Canadian television production sector. I do 

this by analyzing the interests, issues, and actions of the unions as policy actors in the federal 

broadcasting policy network related to the Canadian Radio-television and Telecommunications 

Coﾏﾏissioﾐげs ふC‘TCぶ 1999 Television Policy.  

 

In 1999 the CRTC announced significant changes to the regulatory framework for Canadian 

content that changed the type of productions that conventional (over-the-air) were allowed to 

broadcasters to use in meeting their Canadian content requirements. Canadian content is 

defined by the number of Canadians employed in key creative positions on a show. 

Consequently, changes to the Canadian content regulatory framework necessarily impact the 

cultural workers who define Canadian content. Departing from an historical emphasis on 

original Canadian dramatic production that dates back to the early 1980s, the 1999 Television 

Policy allowed broadcasters to meet their Canadian content requirements with genres that are 

far less expensive than drama to produce. A sharp drop in dramatic program production 

directly resulted in a decline of the quantity and quality of work for unionized freelancers in the 

Canadian independent production sector. 

 

The 1999 Television Policy represents a significant shift in the political rationality of the 

broadcasting regulatory framework that clearly privileged the market-based interests of the 
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private broadcasters. However, key aspects of the 1999 Television Policy were repealed by the 

CRTC in 2010. I use a labour-based analysis to examine the role that the unions played in the 

Ioﾐtestatioﾐ aﾐd ヴe┗isioﾐ of the C‘TCげs ヱΓΓΓ Tele┗isioﾐ PoliI┞, ┘hiIh pヴo┗ides us ┘ith a leﾐs foヴ 
understanding the key changes to the Television Policy a decade later. The implementation of 

the 1999 Television policy had a devastating impact on dramatic production, and thus labour 

market outcomes for unionized film and television professionals. The unions responded the to 

the labour market impact of the policy as policy actors. I e┝aﾏiﾐe the uﾐioﾐsげ use of a ヴaﾐge of 
discursive and associational political advocacy strategies to reverse the deregulatory policy 

shift. I argue the unions are responsible for connecting the 1999 Television Policy with a decline 

in dramatic programming production, and consequently re-establishing drama as a policy 

priority for the CRTC. Their sustained advocacy efforts resulted in an admission by the CRTC 

that the policy was a mistake, marked by a return to a strong regulatory framework for 

Canadian dramatic programming in 2010. The case study is instructive for three reasons. First, it 

provides a concrete example of how cultural policy functions as labour market regulation. 

Second, it reflects the degree to which cultural and industrial objectives in cultural policy are 

mutually constitutive. The unions engage in policy networks as representatives of their 

ﾏeﾏHeヴsげ laHouヴ ﾏaヴket iﾐteヴests, ┞et the disIuヴsi┗e tools the┞ use to ad┗aﾐIe theiヴ ヴatioﾐales 
and recommendations routinely draw from the cultural objectives of the Broadcasting Act. 

Third, the ten year time frame of the case study provides the opportunity to examine changes 

in union strategy as members of policy networks who are seeking to disrupt dominant power 

relations and position themselves as vital industry stakeholders who deserve a front row seat in 

broadcasting policy processes. 

 

Foregrounding the interests of cultural workers in policy design and implementation, and 

examining the tactics of their unions as policy stakeholders, reveals the interactive relationship 

that cultural workers have with cultural policy. The Canadian content regulatory framework 

both shapes and is shaped by the workers who define Canadian content. They do so as 

stakeholders in policy networks where they are at a relative disadvantage in terms of power 

and influence compared to the broadcasters, as other scholars have shown (Armstrong, 2010; 

Raboy, 1995). However, a deep analysis of stakeholder relations reveals that disadvantage is 

indeed relative – the unions have, over time, strategically shifted their discursive and 

associational strategies as policy actors, and successfully managed to leverage a decline in 

ヴelati┗e ad┗aﾐtage ┘ithiﾐ the HヴoadIasteヴsげ ヴaﾐks. While the oHjeIti┗e of a laHouヴ-based policy 

analysis is not principally designed to be able to make direct, causal linkages between policy 

aItoヴs aﾐd poliI┞ outIoﾏes, ﾏ┞ ヴeseaヴIh sho┘s that ┘ithiﾐ the C‘TCげs poliI┞ ﾐet┘oヴk oﾐ the 
1999 Television Policy file, the unions clearly achieved, over a decade, some of their primary 

policy objectives. The long-term impact of this will be to provide a greater number of 

oppoヴtuﾐities foヴ けgoodげ ┘oヴk iﾐ dヴaﾏatiI seヴies pヴoduItioﾐ foヴ theiヴ ﾏeﾏHeヴs iﾐ ┞eaヴs ahead.  
 

The chapter opens with an analysis of the role that genre, and in particular drama, plays within 

the Canadian television production sector. I follow with an historical review of key moments in 

the regulatory history of Canadian content and its relationship to dramatic production to 

provide context for the current regulatory framework. I then proceed with details of the case 

study that examines the CRTCs 1999 Television Policy as a defining moment in Canadian 
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broadcasting policy in its approach to Canadian content and Canadian drama, the impact it had 

on labour markets, and its effects on the policy strategies of the unions and guilds. I analyze the 

power relations between major industry stakeholders in the federal broadcasting policy 

network, and I examine the formation and dissolution of the Coalition of Canadian Audio-visual 

Unions as an evolving attempt to disrupt an approach to broadcasting regulation that privileges 

the interests of the broadcasters over those of the workers who create the programming. My 

aﾐal┞sis IoﾐIludes that the CCAUげs さCaﾏpaigﾐ foヴ Caﾐadiaﾐ DヴaﾏatiI pヴogヴaﾏﾏiﾐgざ ┘oヴked to 
improve the political profile of ACTRA, the DGC and the WGC as policy network actors in the 

Caﾐadiaﾐ HヴoadIastiﾐg poliI┞ ﾐet┘oヴk, ヴefleIted iﾐ the C‘TCげs ヴeIeﾐt eﾏphasis oﾐ the iﾐput of, 
aﾐd iﾏpaIt, oﾐ the けIヴeati┗e Ioﾏﾏuﾐit┞げ iﾐ poliI┞ de┗elopﾏeﾐt. The CEPげs ヴetヴeat fヴoﾏ this 
paヴtiIulaヴ Iaﾏpaigﾐ, aﾐd IAT“Eげs total aHseﾐIe, ho┘e┗eヴ, ha┗e ヴesulted iﾐ the ヴepヴeseﾐtatioﾐ of 
the けIヴeati┗e Ioﾏﾏuﾐit┞げ at the poliI┞ le┗el that e┝Iludes a ﾏajoヴit┞ of uﾐioﾐized ┘oヴkeヴs iﾐ the 

independent film and television production sector. 

Why unions care about dramatic programming 

The Canadian independent film and television production industry is largely driven by Canadian 

television production and foreign service production. Importantly, both of those sectors are 

internally differentiated in terms of genre. Independent Canadian television production 

includes drama, documentary, lifestyle, magazine show, reality television, award shows, 

animation, children and youth programming. The quality of employment varies significantly 

between genres in terms of the length of the contract, rates of pay, hours of work, the size of 

the crew, and whether that work falls under union jurisdiction and is performed under a 

collective agreement.  

 

Documentary, reality or lifestyle programming shows are largely low budget, non-union 

productions where minimal crews work on flat rates with no overtime or fringe benefits such as 

RRSP or health plan contributions. Reality programming and documentaries, by design, 

preclude the use of professional actors. Other genres, such as television pilots and movies of 

the week, hire unionized professional actors and crew, but the length of the contract is short; 

under ten days of shooting for a TV pilot, and under twenty days for a movie of the week. By 

contrast, Canadian drama series production is considered a good job in a highly precarious 

employment landscape. A fully unionized Canadian dramatic television series engages the full 

range of Canadian on and off screen talent for contracts lasting between six and eight months 

with the possibility of renewal. TV seヴies teﾐd to He the ﾏost さfaﾏil┞ fヴieﾐdl┞ざ foヴﾏat, 
particularly when compared with the intense pace of movies of the week or the enormous scale 

of U.S. feature films that can lead to extremely long workdays, and six or seven day work weeks 

for the production team. Television series, and in particular, Canadian English-language 

television series that have budgets much smaller than their U.S. counterparts, generally keep to 

a standard 12 hour shooting day based on a regular five day week. A one week hiatus is a 

common feature of series work, generally taken mid-way through the production schedule, and 

is the closest approximation of (unpaid) vacation time available to industry freelancers. As 

noted in chapter three, Canadian production is extremely important for Canadian directors, 

actors, screenwriters and NABET-CEP technicians who do not enjoy the same access to the 
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foreign service sector labour markets as other unionized members of the film and television 

production sector. 

Why policymakers care about dramatic programming 

Canadian drama has also been a central feature of broadcasting policy in Canada. Although the 

rationale for supporting Canadian drama is linked to the public interest objectives of the 

Broadcasting Act, the development and application of Canadian content regulations has, over 

time, become closely associated with the cultural workers behind it. The current Broadcasting 

Act clearly articulates a position that the public interest objectives in programming are directly 

linked to the cultural workers who make it. 

 
The Canadian broadcasting system, operating primarily in the English and French 

languages and comprising public, private and community elements, makes use of radio 

frequencies that are public property and provides, through its programming, a public 

service essential to the maintenance and enhancement of national identity and cultural 

sovereignty (Broadcasting Act, 1991) 

 

the Canadian broadcasting system should 

 

serve to safeguard, enrich and strengthen the cultural, political, social and economic 

fabric of Canada (Section 3 (d)(i)) 

 

encourage the development of Canadian expression by providing a wide range of 

programming that reflects Canadian attitudes, opinions, ideas, values and artistic 

creativity, by displaying Canadian talent in entertainment programming and by 

offering information and analysis concerning Canada and other countries from a 

Canadian point of view (Section 3(d)(ii)) 

 

through its programming and the employment opportunities arising out of its 

operations, serve the needs and interests, and reflect the circumstances and 

aspirations, of Canadian men, women and children, including equal rights, the 

linguistic duality and multicultural and multiracial nature of Canadian society and the 

special place of aboriginal peoples within that society (Section 3(d)(iii)) 

 

each broadcasting undertaking shall make maximum use, and in no case less than predominant 

use, of Canadian creative and other resources in the creation and presentation of 

programming…ふ“eItioﾐ ンふfぶぶ ふeﾏphasis addedぶ 
 

The interactive relationship that exists between the industrial impact of a regulatory focus on 

Canadian drama and the cultural impetus to support it explains the long history of union 

intervention in public policy in support of Canadian content regulations and in particular, 

Canadian dramatic programming. The challenge lies in that the political economy of the 

Canadian film and television production sector creates strong disincentives for the production 

and exhibition of original Canadian dramatic series production.  
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The market failure of English-language Canadian dramatic programming 

 

With a total population of only 34.1 million people and the number of private households at 

only 12.4 million, the domestic market for Canadian English-language television is, particularly 

in comparison to our U.S. neighbours, very small. Ninety percent of households in Canada 

subscribe to multi-channel television programming services, such as cable television or direct-

to-home satellite services (Canadian Media Production Association, 2010). The high saturation 

rate of multi-channel television programming services in Canada, with American stations 

enjoying premium channel allocations, has cemented the dominance of the private sector in 

the Canadian broadcasting system (Jeffrey, 1996). The dominance of private broadcasters, 

whose primary mandate is to maximize returns for shareholders, exacerbates the market 

failuヴes assoIiated ┘ith ┘hat Gヴaﾐt aﾐd Wood Iall the さsﾏall Iouﾐtヴ┞ pヴoHleﾏざ (2004, p. 56). 

The authors make three critical observations about the economics of cultural production that 

typify the challenges associated with producing Canadian content for the domestic market. 

 
The first is that most cultural products fail to achieve commercial success, and it is 

virtually impossible to predict ahead of time which products those will He…The second 

observation, however, is the converse of the first. If they are successful, cultural 

produIts Iaﾐ produIe a ﾏuIh higher re┘ard thaﾐ aﾐy ordiﾐary Ioﾏﾏodities Iaﾐ…But a 

third observation is [sic] cultural products that are attractive to consumers in a large 

geographical market have a lower risk and a much greater potential reward than do 

those that are produIed for a sﾏaller ﾏarket…If a product is culturally specific to 

consumers in a small country or society [sic] and its cost is comparable to that of a 

product produced for a larger market, it is much more difficult to reach a break-even 

poiﾐt e┗eﾐ if the pヴoduIt is ケuite populaヴ iﾐ the sﾏalleヴ ﾏaヴket… (Grant & Wood, 2004, 

pp. 55-56, emphasis in original) 

 

Drama is the most watched genre on television, which is why Canadian broadcasters air drama 

during peak viewing hours. Yet most of what they air is U.S. drama. Several features of the 

Canadian broadcasting industry interact to create market disincentives for broadcasters to 

commission and schedule original Canadian dramatic programming during prime time. First, 

compared to lifestyle, reality or documentary genres, dramatic programming, and dramatic 

series production in particular, is expensive to produce. It uses the full range of unionized 

Canadian cast and crew; often includes complex production design elements and technical 

requirements; requires significant production resources, such as carpentry, paint, set 

decoration, props and wardrobe facilities, in addition to project-specific production 

administration and post-production editing offices; uses large equipment packages; and is 

generally filmed on location, as well as on custom-built standing sets.  

 

Second, U.S. dramatic programming is available for purchase at a very low cost to Canadian 

broadcasters. This is because U.S. shows easily recover their initial production costs within their 

large domestic markets, and sell on international markets at significantly reduced prices. This 

means that heavily promoted high-demand U.S. shows are available for Canadian broadcasters 

to sell to domestic advertisers at premium rates for a comparatively low investment threshold. 

By comparison, in addition to the licence fees that Canadian broadcasters invest in 
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commissioning original Canadian dramatic programming, broadcasters must invest extra effort 

and expense in the promotion and marketing of Canadian dramatic series to create audience 

demand for a show that is much more expensive to licence and will generally bring in lower 

audience numbers, and thus, lower advertising revenue.27 

 

The lack of Canadian drama on Canadian airwaves during prime time is both an historical and 

enduring problem despite a long and mixed history of regulatory approaches. The degree to 

which drama is both a product of, and problem for, Canadian broadcasting policy is elegantly 

phrased by Trina McQueen in her 2003 report on Canadian dramatic programming for the 

CRTC. 
It's hard to reconcile the reality of our viewing with the objectives of the 

Broadcasting Act, which through all its many versions, has insisted that 

programming respond to the tastes and interests of Canadians. Drama is the most 

appealing form of television for most Canadians. If they are not watching Canadian 

drama, it is hard to see how the Act is being upheld (McQueen, 2003, p. ヱヰぶ…No 
broadcaster has ever made money on drama. It exists entirely and only because of 

political and regulatory will (McQueen, 2003, p. 5). 

 

A focus on dramatic programming is a central feature of the broader policy framework known 

as Canadian content. Canadian content regulations work toward the cultural objectives of the 

Broadcasting Act by cultivating Canadian cultural expression through ensuring shelf space for 

Canadian audio-visual content, and a production sector capable of creating that content. 

Canadian content regulations create shelf space by outlining, as CRTC conditions of licence, the 

minimum amount and type of original Canadian programming television licencees are required 

to schedule in prime time and throughout the broadcast day. Canadian content regulations 

target the growth of the production sector by defining Canadian content as that which is made 

by Canadian cultural workers. The history of Canadian content regulations dates back to 1959 

when the BBG ruled that at least 55% of television stations' broadcast time in any four-week 

period would have to be さbasically Canadian in content and characterざ (Standing Committee on 

Canadian Heritage, 2003, p. 747). Since then, the broadcast regulators have used Canadian 

content regulations as a primary means to meet their public service obligations as laid out in 

Section 3 of the Broadcasting Act.  

 

The first 40 years of CanCon: 1959-1999 

 

The Canadian state has historically viewed the broadcasting system not only as a means to 

facilitate communication amongst its citizens, but a means through which national culture and 

                                                
27

 This problem is exacerbated by the privilege of simultaneous substitution, a process which allows a 

さbroadcasting distribution undertaking such as a cable system [to] insert the signal of a local or regional Canadian 

television station on the channel of a more distant station showing programming that is largely or substantially the 

same, at the same timeざ (CRTC, 2007). This is why if a popular television series is being shown on NBC, Canadian 

advertising appears during the commercials. Simultaneous substitution is intended to protect the program rights, 

or ability to sell advertising during programs to which they have purchased the Canadian broadcast rights. The net 

effect of simultaneous substitution has been to encourage the broadcasters to schedule U.S. programs during 

Canadian prime time to match the schedules of the U.S. networks.  
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identity are formulated. The importance of television broadcasting as a tool of social cohesion 

and nation building dates back to the Massey Commission of 1951. At the time of publication, 

television was only an emerging technology. The Commission foresaw the threat of private 

stations becoming vehicles for American programming, compromising the ability of Canadians 

to use the system as a tool for communicating Canadian ideas and stories. Forecasting the 

pervasiveness and popularity of television as a vehicle for mass communication, the Massey 

Commission was overt in its view that the principles that should govern Canadian television 

broadcasting should work primarily toward the needs and interests of the Canadian people – 

principles which continue to be reflected to present day in the Broadcasting Act.  

 

The Commission recommended that the CBC play the central role in television policy 

development and licencing in Canada to ensure these cultural objectives would not be 

subordinated to private interests (Royal Commission on National Development in the Arts, 

Letters and Sciences, 1951, pp. 300-305). The 1958 Broadcasting Act adopted an arms-length 

approach to broadcasting policy and regulation, divesting the CBC of responsibility for television 

broadcasting policy and regulation through the creation of the Board of Broadcast Governors, 

which from the outset wrestled with the balance of public and private interests in the single 

system (Dorland, 1998). With foヴeigﾐ pヴogヴaﾏﾏiﾐg alヴead┞ doﾏiﾐatiﾐg pヴi┗ate HヴoadIasteヴsげ 
schedules as a result of market disincentives for broadcasters to produce their own 

programming, the BBG initiated policy discussions on Canadian content regulations in the late 

1950s. The discussions brought to the fore of policy debates questions regarding the amount of 

Canadian content required to meet the objectives of the Broadcasting Act, and whether 

Canadian content should be defined through the citizenship of the cultural artists who create 

the product, or the content of the programming itself (Dorland, 1998). 

 

The BBG introduced the first set of Canadian content regulations for private broadcasters in 

1959. The definition of a Canadian program was broad and encompassing, including any 

program produced in-house by a licencee or affiliate, all news broadcasts and commentaries; 

e┗eﾐts oIIuヴヴiﾐg さoutside of Caﾐada iﾐ ┘hiIh Caﾐadiaﾐs aヴe paヴtiIipatiﾐgざ oヴ さspeIial e┗eﾐts 
outside Caﾐada aﾐd of geﾐeヴal iﾐteヴest to Caﾐadiaﾐsざ as ┘ell as pヴogヴaﾏs ﾏade iﾐ Caﾐada H┞ 
Canadian citizens or a Canadian company (Edwardson, 2008, p. 85). However, because the BBG 

did not have the authority to grant or revoke licences, they had little power to enforce 

regulations. This produced a situation whereby broadcasters made significant commitments to 

Canadian programming during ministerial licence hearings that failed to materialize over the 

course of the licence term (Edwardson, 2008). 

 

The dominance of foreign dramatic programming on Canadian airwaves was a main focus of the 

Fowler Committee on Broadcasting, established by the Secretary of State in 1964. The 

committee report, released in 1965, found that the existing Canadian content specification and 

a weak broadcasting regulatory agency had produced programming that was inferior in quality 

aﾐd di┗eヴsit┞, aﾐd failed to pヴo┗ide Caﾐadiaﾐs ┘ith a さtヴue iﾏage of Caﾐadiaﾐ lifeざ (Raboy, 

1990, p. 162). In 1968 the Trudeau Liberals passed a new Broadcasting Act, an objectives based 

statute that laid clear foundations for the future of Canadian content regulations, and that also 

situates more clearly cultural workers as a focal point of the legislative objectives. The 1958 
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BヴoadIastiﾐg AItげs deIlaヴatioﾐ that the s┞steﾏ should He けpヴedoﾏiﾐaﾐtl┞ Caﾐadiaﾐ Ioﾐteﾐt aﾐd 
IhaヴaIteヴげ ┘as ヴeplaIed H┞ けpヴedoﾏiﾐaﾐtl┞ Caﾐadiaﾐ Iヴeati┗e aﾐd otheヴ ヴesouヴIesげ (Edwardson, 

2008, p. 198). The 1968 Broadcast Act also fundamentally altered the institutional profile and 

power structure of broadcasting regulation through the creation of the CRTC. 

 

As e┝plaiﾐed iﾐ Ihapteヴ thヴee, the C‘TCげs ヴole as ヴegulatoヴ of HヴoadIastiﾐg is, さto ﾏaiﾐtaiﾐ a 
delicate balance - in the public interest - between the cultural, social and economic goals of the 

legislatioﾐざ (CRTC, 2009a). The power to grant, renew and set the conditions for broadcasting 

licenses is one of the principal powers of the CRTC. The CRTC has a variety of tools it can 

employ in enforcing broadcaster compliance, ranging from soft encouragement in outlined 

expectations to more concrete measures including conditions of licence, short-term renewals, 

mandatory orders and rarely, suspension, revocation or non-renewal of the licence. Canadian 

content regulations continue to be a primary means by which the regulator seeks to fulfill its 

ﾏaﾐdate さto eﾐsuヴe that Hoth the HヴoadIastiﾐg aﾐd teleIoﾏﾏuﾐiIatioﾐs s┞steﾏs seヴ┗e the 
Caﾐadiaﾐ puHliIざ (CRTC, 2009a). Licence renewals are the most opportune moment for the 

regulatory agency to address issues with broadcaster procedures and practices, hold 

broadcasters accountable to the CRTC for their commitments made in previous years, and 

require them to demonstrate their obligation to operate in the public interest (Raboy & Taras, 

2004). 

 

In 1970, the CRTC introduced new Canadian content requirements that were to be enforced 

through the regulatory and policy powers invested in the CRTC by the 1968 Broadcasting Act. 

The CRTC increased Canadian content requirements for private broadcasters to 60%, with a 

minimum of 50% during peak viewing hours from 6pm to midnight overall by 1972, and 

updated the definition of a Canadian program based on Canadian talent and Canadian facilities 

(Department of Canadian Heritage, 2002).28 Despite a renewed regulatory commitment to the 

promotion of Canadian programming, little had changed on Canadian English-language 

television schedules by the end of the 1970s. With the definition of Canadian programming still 

including news and sports programming, the broadcasters could easily fill their Canadian 

content requirements with low-cost production and fill prime time schedules with U.S. drama 

that had high production values and television stars, delivered large audiences and with it, 

major advertising revenue. The financial imperative to do so is neatly described by Edwardson, 

drawing on the work of noted Canadian media scholar Robert Babe and his aﾐal┞sis of GloHalげs 
performance following its 1972 licence renewal process in which the broadcaster made 

significant commitment to Canadian content: 

 
Having secured its licence, the broadcaster responded with the simple – and profitable – 

solution of breaking its Canadian content promises and replacing domestic programs with 

AﾏeヴiIaﾐ iﾏpoヴts. The ヴesult ┘as staヴtliﾐg. GloHalげs ヴe┗eﾐues ┘eﾐt, ‘oHeヴt BaHe has 

                                                
28

 While the stakeholder advocacy behind this shift is outside the purview of my study, the presence of the unions 

in supporting a quantitative approach to defining Canadian content based on the inputs of the workers who 

created it suggests to this scholar that they were key advocates for this shift. The impetus and processes behind 

the historical trajectory of the definition of Canadian content remains under theorized and deserving of academic 

analysis. 
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e┝plaiﾐed, けfヴoﾏ $ヲ.Γ ﾏillioﾐ foヴ the eight ﾏoﾐths eﾐded August ンヱ, ヱΓΑヴ TO $Β.ヶ ﾏillioﾐ foヴ 
the year ended August 31, 1975, to $15.4 million for 1976, and to $22.1 million for 

ヱΓΑΑげ...┘ith GloHal ﾐo┘ Ioﾏpetiﾐg foヴ the ヴights to AﾏeヴiIaﾐ pヴogヴaﾏﾏiﾐg, the pヴiIe of 
imports jumped by 35 to 40 percent between 1975-76 and 1976-77 years...now all the 

broadcasters had even less money in their programming budgets to spend on Canadian 

Ioﾐteﾐtざ (Edwardson, 2008, p. 225) 

 

In seeking to remedy the lack of original English-language Canadian drama on Canadian 

television, the CRTC first applied genre specific conditions of licence for Canadian content in 

CTVげs ヱΓΑΓ liIeﾐIe ヴeﾐe┘al. The Coﾏﾏissioﾐ had e┝pヴessed IoﾐIeヴﾐ aHout the doﾏiﾐaﾐIe of 
foヴeigﾐ pヴogヴaﾏﾏiﾐg duヴiﾐg pヴiﾏe tiﾏe aﾐd さeﾐIouヴagedざ CTV to de┗elop ﾏoヴe Caﾐadiaﾐ 
drama in its ヱΓΑン liIeﾐIe ヴe┗ie┘. Iﾐ CTVげs ヱΓΑヶ liIeﾐIe ヴeﾐe┘al the C‘TC さe┝peIts the ﾐet┘oヴk, 
in future schedules, to correct the deficiency of no weekly Canadian drama in the 1976-1977 

ﾐet┘oヴk sIheduleざ (CRTC Decision 1976-395, as quoted in McCarthy Tétrault LLP, 2009). The 

CTV 1979 licence renewal saw the commission use its full regulatory power to impose 

exhibition requirements of 26 hours of original Canadian dramatic programming during peak 

viewing periods for 1980-81, and 39 hours during the 1981-82 reporting period as a condition 

of licence (Nolan, 2001, p. 4). At the same time, the CRTC announced a full review of Canadian 

Ioﾐteﾐt ヴegulatioﾐs iﾐ theiヴ aHilit┞ to, さaIhie┗e the oHjeIti┗e of pヴo┗idiﾐg a ┘ide ヴaﾐge of high-

quality, Canadian programs which can be enjoyed by a significant number of viewers...ざ 
(Canadian Radio-television and Telecommunications Commission, 1983). The result of the 

review was a policy shift on Canadian content programming that fundamentally redefined 

Canadian content and expanded the regulatory repertoire the CRTC used to serve the public 

interest objectives of the Act. The focus on drama, in particular, would have an impact on the 

cultural workers who became the very definition of Canadian content.  

What counts as Canadian means counting Canucks 

In 1983, drama represented 49% of viewing on English language television, and 66% of viewing 

in prime time. However, only 5% of the scheduled dramatic programming was Canadian, and 

Canadian-produced dramatic programming only represented 2% of all viewing time (Canadian 

Radio-television and Telecommunications Commission, 1983). Canadians were watching drama; 

the┞ just ┘eヴeﾐげt ┘atIhiﾐg Caﾐadiaﾐ drama. In its policy statement, the CRTC discussed the 

cultural implications of the economic and industrial barriers to the production and exhibition of 

Canadian dramatic programming. 

 
…if Caﾐadiaﾐs do ﾐot use ┘hat is oﾐe of the ┘oヴldげs ﾏost e┝teﾐsi┗e aﾐd sophistiIated 
communications system to speak to themselves – if it serves only for the importation of 

foreign programs – there is a real and legitimate concern that the country will ultimately 

lose the means of expressing its identity. Developing a strong Canadian program 

production capability is no longer a matter of desirability but of necessity (Canadian 

Radio-television and Telecommunications Commission, 1983). 

 

C‘TCげs ヱΓΒン PoliI┞ “tateﾏeﾐt oﾐ Caﾐadiaﾐ Coﾐteﾐt iﾐ Tele┗isioﾐ ﾏaヴks a ┘ateヴshed poliI┞ 
development for three reasons. First, it marks the introduction of the points system for defining 
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a Canadian television program based on the number of Canadians in key creative positions; 

second, it introduces the concept of underserved programming categories, in particular 

dramatic programming, as a primary focus of Canadian content programming objectives; and 

third, it announces that the CRTC will consider using conditions of licence to impose 

expenditure requirements to support Canadian drama in addition to the exhibition 

requirements for drama the regulator imposed on the major broadcasters in the late 1970s. 

 

The rationale of using a points system to create a streamlined definition of Canadian 

programming was premised on the notion that there were,  

 
two observable aspects of any program: performance and production. With regard to the 

former, this would mean apportioning weighted points for the contribution of actors, 

singers and other performers, while the latter would take into account the various 

contributions of the production team, from the producer and editor to the set designer 

aﾐd Iaﾏeヴa opeヴatoヴ… (Canadian Radio-television and Telecommunications Commission, 

1983). 

   

Implemented in 1984, the points system was based on the certification of Canadian 

programming used by the Capital Cost Allowance, the cultural policy instrument for the feature 

film industry that was the precursor to the federal labour tax credits. The system remains intact 

as it was introduced, a testament to the labour intensive nature of the film and television 

production process. The points system is used by both the Canadian Audio-Visual Certification 

Office (CAVCO) and the Canadian Radio-television and telecommunications Commission to 

determine whether a production qualifies as Canadian content.29 Under both systems, points 

are determined through the following number of positions that are filled by Canadians: Director 

(2 points), Screenwriter (2), Lead Performer (1) 2nd Lead (1), Director of Photography (1), Art 

Director (1) Music Composer (1), Picture Editor (1). For a program to be certified Canadian with 

the CRTC it must meet a minimum of six out of the ten possible points, the producer must be 

Canadian, the director or screenwriter must be Canadian, and one of the two lead performers 

must be Canadian (CRTC, 2010b).  

Expenditure requirements for underserved programming 

The 1983 TV policy acknowledged that the points system alone was not a sufficient policy lever 

to mitigate the challenging circumstances that function as structural barriers to the production 

and scheduling of Canadian dramatic programming. The new policy articulated the 

Coﾏﾏissioﾐげs iﾐteﾐt to use Ioﾐditioﾐs of liIeﾐIe to speIifiIall┞ addヴess the uﾐdeヴ-

representation of original Canadian drama (feature films, situation comedies, adventure series, 

plays, and serials) during prime time and to ensure sufficient resources for its development. The 

tools the Ioﾏﾏissioﾐ ┘ould use to do this iﾐIluded iﾏposiﾐg さa ﾏiﾐiﾏuﾏ peヴIeﾐtage of 
ヴe┗eﾐues oヴ total pヴogヴaﾏ Hudget to He speﾐt oﾐ the pヴogヴaﾏﾏiﾐgざ aﾐd settiﾐg speIific 

                                                
29

 The Canadian Audio-Visual Certification Office uses the point system to determine certification for domestic 

production tax credits. The CRTC uses the points system for determining Canadian content that meets priority 

programming requirements set out by CRTC regulations. 
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Ioﾐditioﾐs ヴegaヴdiﾐg さthe ﾐuﾏHeヴ of houヴs de┗oted to Ieヴtaiﾐ pヴogヴaﾏ Iategoヴies aﾐd to the 
sIheduliﾐg of pヴogヴaﾏsざ (Canadian Radio-television and Telecommunications Commission, 

1983). 

 

This policy shift worked in concert with the Broadcast Development Fund, created in 1983 to 

support independently produced drama and variety programs scheduled for broadcast during 

prime time (Armstrong, 2010). The supply-side push for drama in the form of public subsidy for 

the dramatic programming, combined with a demand push from the regulatory side in the form 

of the new Canadian content regulations, was a significant development for Canadian cultural 

workers in the independent production sector. The redefinition of Canadian programming 

meant that for the first time, only the labour inputs of key creative workers were considered in 

deteヴﾏiﾐiﾐg ┘hat Iouﾐted as Caﾐadiaﾐ. The foIus oﾐ Caﾐadiaﾐ dヴaﾏa, aﾐd the ヴegulatoヴげs 
willingness to impose exhibition and expenditure requirements as conditions of licence 

attached to the production and scheduling of dramatic programming markedly shaped both the 

volume and quality of work available to the cultural workers who now defined Canadian 

programming. At the Hegiﾐﾐiﾐg of the ヱΓΓヰs, all of Caﾐadaげs ﾏajor private English-language 

television broadcasters, including Global and CTV, were thus subject to expenditure 

requirements as conditions of licences and, in a number of cases, to additional exhibition 

requirements for Canadian dramatic programming (DGC, 2009b). The CRTC continued to use 

expenditure and exhibition requirements to target the production and scheduling of 

underserved program categories, and drama in particular, until 1999 when the CRTC took a new 

direction in their policy rationale indicative of a deregulatory thrust and a market-based 

approach to broadcasting regulation. 

Priority (programming) shift: 1999 Television Policy 

Following broader deregulatory trends characteristic of a market-based approach to the 

provision of public services starting in the late 1970s, and highly embedded in the political 

imagination by the late 1990s (Harvey, 2011), the CRTC announced a obvious shift in its 

approach to dramatic programming with the release of the 1999 Television Policy. This shift 

needs to be understood in relation to the power and influence of the broadcasters within the 

Canadian broadcasting policy network. This, in turn, needs to be understood in the context of 

the structure of the independent production sector as discussed in detail in chapter three. 

 

The power structure of the Canadian broadcasting industry is organized like a pyramid (see 

Figure 4.1). Broadcasters, cable companies and satellite distributors occupy the top of that 

pyramid. As a result of corporate concentration and convergence the top of the pyramid is 

getting smaller and smaller, with record profits accruing to fewer and fewer players. Winseck 

(2011) reports that Bell/CTV, Shaw, Rogers and QMI own 52.2% of the market share for all 

media in Canada. If the current proposed merger between Bell/CTV and Astral goes through, 

Bell will control 40% of the pay and specialty television market; 34.4% of all Canadian television, 

and control just under 20% of all media industries revenues (excluding wired and wireless 

telecoms) (Winseck, 2012). Fuヴtheヴﾏoヴe, WiﾐseIkげs ヴeseaヴIh sho┘s that tele┗isioﾐ 
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broadcasting remains one of the most lucrative sectors of the economy, despite a recent 

decline in advertising revenues for conventional over-the-air broadcasters. 
 

Profits for conventional television hovered between 10% and 15% from 1996 to 2006 and 

have declined for only the two most recent years. In addition, revenues have been steady 

for the past half-decade and have not fallen except for a slight decline in 2008. Moreover, 

the television universe as a whole has grown enormously. New distribution channels, as 

well as cable and satellite television, pay-per-view, video-on-demand, the Internet, and 

so forth, have proliferated and are exceptionally lucrative. There were 48 cable and 

satellite television services in 2000; today there are 189. Indeed, revenues for these 

services ($3.1 billion) in 2008 were nearly four times those of a decade ago... 

 
Overall, profits for specialty- and pay-television services have hovered between 21% and 

25% annually since 2002—roughly two-and-a-half times the rate of profit for all industries as 

a whole and equalled by just three other economic sectors: banking (25.2%), alcohol and 

tobacco (23.6%), and real estate (20.9%) (sic). Even at the height of the financial crisis in 

2008 and 2009, pay- and specialty television profits were 22% and 23%, respectively. Cable 

and satellite distributors are equally lucrative (sic). As a whole, the television universe has 

expanded from a $5-billion market in 1984 to $10.1 billion in 2000 and $13.9 billion in 2008 

(Winseck, 2010). 
 

Broadcasters provide Canadian content programming to audiences as part of their conditions of 

licence as regulated by the CRTC. They commission Canadian television programming to meet 

their Canadian content requirements from independent Canadian producers. Canadian 

independent producers hire freelance cultural workers from the independent production sector 

to make the content. Figure 4.1 represents the pyramid of power in the Canadian broadcasting 

policy network specific to the private sector industry stakeholders directly involved in the 

production of Canadian television content. The figure illustrates both the distribution of power 

and profit in the Canadian broadcasting industry, as well as the relative access the various 

private industry stakeholders groups have to decision-makers at the CRTC. While my research 

does not expressly doIuﾏeﾐt the aIti┗ities of the iﾐdepeﾐdeﾐt pヴoduIeヴsげ assoIiatioﾐ, the CMPA 
(formerly CFTPA), I have indicated that they have slightly more access to CRTC decision-makers 

due to their standing as representatives of private business interests, aligning with the prevailing 

creative economy policy environment discussed in chapter three. As I will examine later in this 

chapter, the economic interests of the independent producers also, at times, align with the 

labour market interests of the unions, which brings them together in their policy advocacy 

activities. Importantly, there is an inverse relationship between the number of constituents the 

stakeholder groups represent and the amount of resources they have available for policy 

advocacy. 

 

The main power brokers in the federal broadcasting policy network are the CRTC and the 

private broadcasters and distribution undertakings, such as cable and satellite distributors. The 

CRTC clearly considers licence holders - the broadcasters, cable companies and satellite service 

providers – to be its primary clients (Armstrong, 2010; Arpin, 2010). The licence holders 

acknowledge and exploit their privileged access to the regulatory decision-makers. As former 
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Roger Communications vice-pヴesideﾐt Phil Liﾐd stated, さThe gu┞ ┘ho gi┗es you your licence is 

the gu┞ ┞ou ha┗e to foIus oﾐ…theヴeげs oﾐl┞ oﾐe. Thatげs the Ioﾏﾏissioﾐ [C‘TC]ざ ふケuoted iﾐ 
Raboy, 1995, p. 419).  

 

Figure 4.1 – Pyramid of power and resources in the Canadian English-language broadcasting 

policy network 
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Former chief executive officer of the CAB David Bond describes the nature of the close-knit 

relationship between the CAB and the CRTC: 

 
The C‘TC talks ┘ith the ﾏajoヴ HヴoadIasteヴs oﾐ aﾐ alﾏost Ioﾐtiﾐuous Hasis…theヴeげs a 
tremendous amount of interchanges between the broadcasters and the CRTC, both at 

the staff le┗el aﾐd the Ioﾏﾏissioﾐeヴ le┗el. Itげs iﾐIestuous alﾏost to a degヴee ふケuoted iﾐ 
Raboy, 1995, p. 420). 

 

The Canadian Association of Broadcasters (CAB), representing private radio and television 

stations, networks, specialty, pay and pay-per-view services (Canadian Association of 

Broadcasters [CAB], 2010) was historically the primary means through which the broadcasting 

industry presented its interests to the CRTC, and the 1999 Television Policy was no exception. 

Discursive framing was a key strategy for the broadcasters. Michael Hind-Smith, former head of 

the Canadian Cable Television Association, describes the primary goal of the broadcasters and 

distヴiHutioﾐ uﾐdeヴtakiﾐgs as poliI┞ ad┗oIates as aﾐ atteﾏpt to さヴeIoﾐIile the iﾐteヴests of ouヴ 
ﾏeﾏHeヴship ┘ith puHliI poliI┞ざ ふケuoted iﾐ ‘aHo┞, ヱΓΓヵ, p. ヴヲヴぶ. The CAB used the Tele┗isioﾐ 
Policy review as an opportunity to discursively align their private corporate interests as being 

synonymous with the public interest through a virtuous circle of profit and investment, rather 

than regulation. As recalled by David Goldstein, former Vice-President of Government Relations 

for the CAB, 

 
Our job is to make vie┘eヴs happ┞. PuHliI poliI┞ ﾏakeヴsげ joH is to ﾏake suヴe that puHliI 
policy goals are being met. Those are not, I would say, those are rarely in step with each 

other. And that was the master stroke, by the way, the whole point that [CAB president] 

McCabe made in the TV policy review was you have to give us the flexibility to try and 

bring the public policy and the viewer interest together. That the private sector 

broadcasters have a vested interest in the success of this programming because that is 

our only ┘a┞ out of this. The oﾐl┞ thiﾐg thatげs goiﾐg to distiﾐguish us iﾐ a ヵヰヰ Ihaﾐﾐel 
universe is shows that in fact we own and that we can promote and that we can succeed, 

aﾐd thatげs ┘heヴe the ┗ie┘eヴ stuff all staヴted.  
 

[It] started with McCabe at the TV hearings saying the more viewers we get, the more 

advertising dollars we get. The more advertising dollars we get, the more we can invest in 

this kind of programming. And he created a whole circle of investment. And all of a 

suddeﾐ e┗eヴ┞Hod┞ ┘eﾐt さAh, I uﾐdeヴstaﾐd.ざ … けCause HヴoadIasteヴs, espeIiall┞ pヴi┗ate 
HヴoadIasteヴs, ha┗e this total ヴeputatioﾐ of Ioﾏiﾐg aﾐd sa┞iﾐg [to the C‘TC], さOh the sk┞ is 
falliﾐg! Gi┗e us a Hヴeak.ざ The┞ ┘eヴe the fiヴst oﾐes ┘ho ﾏade it look like さhelp ﾏe – help 

┞ou.ざ Aﾐd the Ioﾏﾏissioﾐ Hought it (quoted in Savage, 2006, pp. 272-273).  

 

The suIIess of the HヴoadIasteヴげs fヴaﾏiﾐg stヴateg┞ is ヴepヴeseﾐted H┞ the ﾏaヴket logiI 
that iﾐfoヴﾏs the ヴatioﾐale of the ヱΓΓΓ Tele┗isioﾐ PoliI┞. The ヴegulatoヴ┞ けlight touIhげ 
brought with it significant changes to the regulation of under-represented programming 

categories, and, in particular, dramatic production. 

 
For broadcasters and producers to continue to adapt with success to an increasingly 

complex and competitive environment, the framework within which they operate 



Ph.D. Thesis – A. Coles; McMaster University – Political Science. 

83 

 

must be one that facilitates and enhances flexibility, diversity and choice. These 

elements will contribute to making the economics work. They will also ensure 

continued and substantial investment in Canadian programs which are characterized 

by their variety, quality and distinctiveness (CRTC, 1999). 

 

Two of the most important changes to the regulatory structure under this new policy 

framework were the creation of priority programming categories and the removal of 

broadcaster expenditure requirements. The 1999 Television Policy included historically under-

represented program categories such as drama, music, dance and variety in its definition of 

priority programming, but, importantly, also allowed broadcasters to use long-form 

documentaries; regionally produced programs in all categories other than news, information 

and sports; and Canadian entertainment magazine programs to meet their Canadian content 

requirements (CRTC, 1999). The 1999 Television Policy allowed broadcasters to meet their 

minimum exhibition requirements through genres significantly less expensive to produce than 

drama. By completely removing expenditure requirements, the 1999 Television policy allowed 

broadcasters to spend as much, or, more accurately, as little, on drama as they wished. David 

Goldstein, National Director of Government Affairs for CHUM, and previously of the Canadian 

Association of Broadcasters ふCABぶ desIヴiHes the HヴoadIastiﾐg iﾐdustヴ┞げs eﾐthusiastiI eﾏHrace of 

the 1999 Television Policy: 

 
We Iouldﾐげt ha┗e dヴeaﾏed ho┘ good the deIisioﾐ ┘as goiﾐg to He! Like this ┘as oﾐe of 
those things where the CRTC is going to ask for X and we want Y. We went and asked for 

) hopiﾐg ┘eげd get pulled HaIk to Y. We got )! ふin Savage, 2006, p. 270).  

 

Original Canadian drama experienced a serious decline after 1999. Broadcasters committed 

significantly fewer resources to Canadian drama while spending on U.S. drama skyrocketed. As 

a percentage of revenue the drama expenditure by conventional broadcasters dropped from 

4% in 2000 to 1.5% in 2009 (Writers Guild of Canada, 2011b, p. 2). In 2000, private conventional 

broadcasters spent $62 million on drama and the ratio of foreign drama to Canadian was 6:1. 

As shown in Figure 4.2, H┞ ヲヰヰΓ pヴi┗ate Ioﾐ┗eﾐtioﾐal HヴoadIasteヴsげ e┝peﾐdituヴes oﾐ oヴigiﾐal 
Canadian drama dropped to $23 million, and the ratio of spending on foreign drama to 

Canadian hit an all time high of 24:1 (Writers Guild of Canada, 2011b, p. 3).  

 

Figure 4.2: Private English television spending on drama as a proportion of spending on foreign 

drama, 2000-2010 

 

Source: WGC database 2011, compiled from CRTC statistics 
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The ﾏajoヴ ﾐet┘oヴksげ laIk of Ioﾏﾏitment to Canadian dramatic programming under the new 

regulatory framework was also clear in their scheduling practices. In 1999, private conventional 

broadcasters scheduled 12 one-hour fully Canadian dramas totaling 186 hours of programming. 

By fall 2007, CTV and Global included no 1-hour fully Canadian dramas on their schedules 

(ACTRA, 2008). While the 2011 fall lineups from the private conventional broadcasters reveal 

this trend continues30 there is reason to believe this trend will be reversed in the years to 

follow. In 2010 the CRTC reintroduced expenditure requirements for dramatic programming, in 

no small measure a result of the policy advocacy of the workers who were hardest hit by 1999 

Television Policy that produced what they politicized as the けCrisis in Canadian Dramaげ. 

Unions and the Crisis in Canadian Drama 

As dramatic film and television production is highly unionized, unions were some of the first to 

notice the impact that the policy was having on labour markets. As noted above, Canadian 

dヴaﾏatiI tele┗isioﾐ seヴies pヴoduItioﾐ is Ioﾐsideヴed a けgood joHげ iﾐ a highl┞ pヴeIaヴious 
employment landscape, and a major employment driver for key Canadian creative positions. It 

is thus not surprising that the unions were the first to identify the impact that the 1999 

Television Policy was having on dramatic production as a political problem in broadcasting 

policy networks. The unions, acting in a new political formation as the Coalition of Canadian 

Audio-visual Unions (CCAU), are broadly acknowledged by key stakeholders and decision-

makers in the Canadian broadcasting policy network as responsible for politicizing the issue of 

Canadian drama and keeping it on the political agenda as a central problem in the regulatory 

framework. Between 2002 and 2009, the CCAU relentlessly framed a marked decline in 

dramatic production as an issue of cultural sovereignty and a matter of national interest, tying 

the health of the production community directly to the ability of the broadcasting system to 

meet the public service objectives of the Broadcasting Act. In 2010, the CRTC released a new 

Television Policy that reflected two main recommendations the unions had been asking for 

since the release of their first policy paper in 2002, and represents a significant, albeit not 

complete, win for the unions in influencing Canadian broadcasting policy.  

 

Despite a generally collaborative working relationship in the workplace and as labour market 

actors, the unions do not always work in concert as policy actors. In the public consultations 

leading up to the 1999 Television Policy, the unions demonstrated general support for each 

otheヴげs positioﾐs, Hut theヴe ┘as ﾐo foヴﾏal Iooヴdiﾐatioﾐ iﾐ teヴﾏs of theiヴ poliI┞ 
recommendations. The lack of coordination between unions was, both in their opinion and in 

that of key political figures, such as Minister of Canadian Heritage and then CRTC Chair Charles 

Dalfen, a significant factor in what former DGC Executive Director Pamela Brand referred to as 

their biggest defeat in the policy area (Coles, 2005). This defeat, and the impact that it had on 

film and television production labour markets, changed the way that unions interacted with 

each other and with production industry stakeholders in broadcasting policy networks.  

                                                
30

 See ACTRA National (2011, June 2). Broadcasters disappoint Canadians with fall skeds. Retrieved from 

http://www.actra.ca/main/wp-content/uploads/2011.06.02-Conventional-Fall-Schedules_FIN.pdf. 

 

http://www.actra.ca/main/wp-content/uploads/2011.06.02-Conventional-Fall-Schedules_FIN.pdf
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ACTRA, the DGC, the WGC and CEP were all independently involved in the public consultation 

process that lead to the formation of the 1999 Television Policy. The DGC submission called for 

the CRTC to exercise all the regulatory tools in its policy kit to increase both broadcaster 

financing and scheduling of first-run Canadian entertainment programming (drama, variety, 

Ihildヴeﾐげs, ﾏusiI, aﾐd daﾐIe pヴogヴaﾏsぶ iﾐ pヴiﾏe tiﾏe (CRTC, 1998a). The WGC proposal 

included financing minimums for programming development set as Conditions of Licence for 

the HヴoadIasteヴs upoﾐ liIeﾐIe ヴeﾐe┘al, a Ihaﾐge to the C‘TCげs poiﾐts s┞steﾏ foヴ deteヴﾏiﾐiﾐg 
Canadian content eligibility wherein a Canadian writer would be a required, rather than an 

optional component, and a request to raise the minimum points required to qualify as Canadian 

content from six out of ten to eight out of ten under CRTC regulations (CRTC, 1998b).31 The 

WGC stated theiヴ suppoヴt foヴ the DGCげs pヴoposal, Hut did ﾐot go iﾐto gヴeat detail in that regard, 

foIusiﾐg pヴiﾏaヴil┞ oﾐ issues speIifiI to ┘ヴiteヴs. ACT‘A also suppoヴted the DGCげs pヴoposal to 
increase financing and scheduling of Canadian entertainment programming, but proposed a 

diffeヴeﾐt Ihaﾐge to the poiﾐts s┞steﾏ fヴoﾏ that of the WGC. ACT‘Aげs ヴe┗isioﾐ ┘ould a┘aヴd t┘o 
points for the lead performer and one each for the second and third if Canadian, as well as 

increase the minimum points to qualify as Canadian from six out of ten to ten out of twelve 

(CRTC, 1998c).  

 

The CEPげs suHﾏissioﾐ ┘as a Ileaヴ ヴefleItioﾐ of theiヴ ﾏeﾏHeヴship iﾐteヴests. With ﾏost CEP 
members in the film and television sector working as permanent employees for the 

broadcasters, the CEP argued for increased broadcaster in-house production and broadcaster 

access to public funds through Telefilm and other initiatives. Ignoring the historical record of 

the broadcasters and, it would appear, the basic political economy of the Canadian film and 

television production sector with regard to under-represented programming genres, the CEP 

argued that allowing broadcasters to produce more content in-house would result in 

significantly increased profitability as a result of their ability to exploit one hundred percent of 

the associated economic rights for a production. Increased profitability from in-house 

broadcasting, the CEP argued, would result in an increased desire to undertake more Canadian 

content programming. Furthermore, once this system was in place, the CEP argued the CRTC 

could reasonably increase Canadian content minimum to 70% and still have broadcasters 

operate on a profitable basis (CRTC, 1998d). With a relatively small proportion of their 

membership working in the independent production sector, the CEP did not feel this model 

would have an unduly negative impact on their membership, although they admitted to the 

Commission that they had not consulted with other members of the independent production 

sector prior to filing their submission. 

 

                                                
31

 The points system is used in two different areas of broadcasting. The Canadian Audio-Visual Certification Office 

(CAVCO) uses the points system to determine the amount of federal tax credit allowed. Provisional CAVCO 

certification is required for to qualify for funding from the Canada Media Fund, which only funds full ten point 

productions. The CRTC uses the same points system for determining Canadian content set out by CRTC regulations, 

which requires a production to meet only six out of a possible ten points. Of those six, the producer, either the 

director or screenwriter positions, and one of the two lead performers must be Canadian (CRTC, 2010b).  
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IATSE made no submission or intervention at all with regard to the Television Policy review. For 

those who did, the tendency for each organization to put forth proposals that benefited their 

particular membership and conflicted or sidestepped those proposed by their labour colleagues 

would not serve any of the organizations well in the long run. The ヴelease of the C‘TCげs ヱΓΓΓ 
Television Policy brought significant changes to the regulatory environment. The broadcasters 

were no longer obligated to Canadian content expenditure requirements, and expansion of the 

definition of priority programming allowed them to fill their exhibition requirements with 

programming genres that were much less expensive than drama. The policy included no 

changes to Canadian content points system or broadcaster scheduling obligations for original 

Canadian drama as requested by the various unions. The release and impact of the 1999 

Television Policy had a significant impact on the policy advocacy strategy of the unions. Most 

striking is their adoption of a national, labour-based coalition, the Coalition of Canadian Audio-

visual Unions (CCAU).  

Formation of the CCAU 

The 1999 Television policy represents a significant shift in the political rationality of the 

broadcasting regulatory framework that clearly favoured the market-based interests of the 

pヴi┗ate HヴoadIasteヴs. As Bヴodie aヴgues, shifts iﾐ politiIal ヴatioﾐalities Iヴeate spaIes of さfヴiItioﾐ, 
possiHilit┞ aﾐd ヴesistaﾐIeざ (2008, p. 151). The 1999 Television Policy provided the impetus for 

the unions to share resources and ideas in their collective attempt to undo the damage that the 

1999 Television Policy had on the quantity and quality of work available to their members. By 

focussing our research attention on the role of unions in contesting this policy shift, we are also 

able develop a more complex understanding of the power relations between stakeholder 

groups at all levels of the power pyramid (Figure 4.1 above) in broadcasting policy networks.  

 

The formation of the CCAU represents an important site of resistance to the power relations in 

the broadcasting policy network. The CCAU functioned as a peak association that mirrored 

those of other major industry associations in broadcasting policy networks at the time, such as 

the CAB, and thus laid authoritative claim to representing the interests of 40,000 cultural 

workers whose productive labour defines Canadian content. This resistance drew its power 

from the unique position that cultural workers have in Canadian broadcasting policy networks. 

The employment of cultural workers defines Canadian content. The CCAU, as a labour-based 

coalition, discursively positioned themselves as the key defenders of the cultural objectives of 

the Broadcasting Act as a consequence of their industrial interests in the development, 

production and exhibition of Canadian dramatic television programming. The discursive 

strategies of the CCAU reveal the 1999 Television policy as deeply contested ground that linked 

theiヴ ﾏeﾏHeヴsげ iﾏﾏediate laHouヴ ﾏaヴket iﾐteヴests ┘ith the puHliI iﾐteヴest oHjeIti┗es of the 
Canadian broadcasting system.  

 

It was the Writers Guild of Canada who first sounded the alarm bells on the industrial impact of 

the C‘TCげs ヱΓΓΓ Tele┗isioﾐ PoliI┞. “iﾐIe the de┗elopﾏeﾐt of dヴaﾏatiI pヴogヴaﾏﾏiﾐg, aﾐd 
particularly series television, begins many months and even years before the engagement of 

professionals related to the production stage, writers were the first film and television workers 
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to feel the impact of the new policy direction. The WGC immediately began to compile statistics 

detailing the decline in dramatic programming and initiated discussion with other labour 

organizations, although it would take several years before labour coalesced around the issue in 

a cohesive manner. 

 

Although the writers were the first to feel the industrial impact of the new policy direction, it 

was not long after that the effects were being felt by all workers involved with Canadian 

dramatic programming. In 1999 the total number of broadcast hours of Canadian drama was 

753. By 2000, that number had dropped to 661.5, in 2001 it fell again to 587 and by 2002, the 

total number of hours of Canadian drama broadcast had fallen a total of 36% to 486 (CCAU, 

2003). In 1998, English-language stations spent $73 million on original Canadian drama. By 

2002, that number had dropped to $58.6 million. The drama issue provided a common starting 

point on which all the unions could agree to begin to articulate a united policy position. 

Qualification levels for Canadian content and the number of points assigned to actors or writers 

were no longer relevant discussion points if the genre itself was in jeopardy. 

 

There is general agreement amongst DGC, ACTRA, WGC and CEP that Heritage Minister Sheila 

Copps pla┞ed a ke┞ ヴole iﾐ the ヴefoヴﾏatioﾐ of laHouヴげs stヴateg┞ iﾐ the poliI┞ aヴeﾐa. The uﾐioﾐs 
had met with the Liberal Minister of Canadian Heritage to voice their concerns on the impact 

that the 1999 Television Policy was having on dramatic programming. It was with the 

encouragement and support of the Minister of Canadian Heritage that the unions began initial 

discussions in early 2002 on the value of pooling their resources and speaking with one 

cohesive voice to the government (Coles, 2006). Maureen Parker, Executive Director of the 

Wヴiteヴsげ Guild of Caﾐada, Ioﾏﾏeﾐts on the value that a coalition strategy has for the unions as 

well as policy decision-makers. 

...pre-CCAU, the WGC had little luIk ヴall┞iﾐg suppoヴt foヴ Caﾐadiaﾐ TV. けAs a solitaヴ┞ uﾐioﾐ 
┘eげ┗e ﾏet ┘ith liﾏited suIIess, ┘hiIh is ┘h┞ ┘eげヴe ┗eヴ┞ ﾏuIh iﾐ fa┗oヴ of the Ioalitioﾐ. 
Itげs gaヴﾐeヴiﾐg atteﾐtioﾐ ┘e ﾐe┗eヴ ヴeIei┗ed as the Wヴiteヴs Guild.げ 

Forming an umbrella group is especially important for unions who, on their own, might 

not be heard over the voices of powerful broadcasting lobbyists. 

けGo┗eヴﾐﾏeﾐt oﾐl┞ ﾏakes ﾐe┘ poliI┞ oヴ Ihaﾐges poliIies thヴough Ioﾐseﾐsus, aﾐd 
[Minister Copps] needs that iﾐ oヴdeヴ to ﾏo┗e ahead aﾐd ﾏake aﾐ┞ Ihaﾐges,げ sa┞s Paヴkeヴ. 
けWe ha┗e to He siﾐgiﾐg the saﾏe tuﾐe.げ (Playback Staff, 2002) 

Undertaking the advice of the Minister, the WGC, CEP, ACTRA and DGC were instrumental in 

organizing in a broad based labour coalition of those organizations as well as the American 

Federation of Musicians (AFM-Caﾐadaぶ ヴepヴeseﾐtiﾐg ﾏusiIiaﾐs; lげUﾐioﾐ des aヴtistes ふUDAぶ 
ヴepヴeseﾐtiﾐg FヴeﾐIh speakiﾐg peヴfoヴﾏeヴs; lげAssoIiatioﾐ des ヴéalisateuヴs et ヴéalisatrices du 

Québec (ARRQ) representing French language directors in Québec; le Syndicat des 

techniciennes et techniciens du cinéma et de la vidéo du Québec (STCVQ) representing private 

sector film and video technicians in Quebec; and la Société des auteurs de radio télévision et 

cinéma (SARTeC) representing French language writers. Collectively this coalition represented 
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fift┞ thousaﾐd Iultuヴal aヴtists iﾐ Caﾐadaげs filﾏ aﾐd tele┗isioﾐ iﾐdustヴ┞. The Coalitioﾐ ┘as the fiヴst 
of its kind in Canada, and noteworthy both for its formation and its strategy.32 The Coalition 

represents a comprehensive and intentional strategic decision to maximize their financial 

resources, expertise, membership base and networks with other industry stakeholders. In doing 

so, the CCAU collectively and consistently laid claim to representing the workers at the heart of 

the Canadian film and television production industry. 

Structure and strategy of the CCAU 

The CCAU was an issue-based ad-hoc coalition with no formal meeting schedule, mandate, 

constitution, membership guidelines, or financial structure. All work by the CCAU was done 

collaboratively and in a consensus based model, although the different unions played different 

roles within the coalition. The Writers Guild has a sophisticated database system and served as 

the source for much research material and statistical information related to the industry. As 

writers, they also drafted many of the submissions the CCAU made to various reporting bodies, 

ministerial offices, and the CRTC. The DGC brought regulatory legal expert Peter Grant of the 

internationally recognized McCarthy Tétrault law firm to the table as a research and legal 

ヴesouヴIe iﾐ shapiﾐg the CCAUげs poliI┞ pヴoposals. The CEPげs paヴtiIipatioﾐ iﾐ the CCAU 
represented a new commitment to lobbying specifically for the independent film and television 

production sector, but, as a result of their broad membership base, the CEP brought substantial 

experience in policy advocacy across range of issues. ACTRA used the public profile of its 

membership extensively in the promotion of its issues both inside and outside the CCAU. 

ACTRA consistently engages high profile members to gather media attention in putting a public 

face on its policy issues. Politicians enjoy having their picture taken with high profile people, 

which is why ACTRA members such as Sarah Polley, Gordon Pinsent, Rick Mercer, Wendy 

Crewson and Paul Gross routinely participate in committee hearings, lobby days and dinners 

with key cabinet ministers, agencies, and critics in pヴoﾏotiﾐg ACT‘Aげs ﾏessage. ACT‘A 
considers their members political ambassadors for Canadian culture in this capacity. 

 

According to the DGC and the WGC, IATSE was invited to join the CCAU but declined. Other 

iﾐteヴ┗ie┘ees suggested that IAT“Eげs AﾏeヴiIaﾐ affiliation prevents them from participating in a 

coalition that is only concerned with Canadian dramatic programming and not the foreign 

service sector, or that since IATSE does relatively little domestic production, they have little 

interest in putting time oヴ eﾐeヴg┞ iﾐto the issue. AIIoヴdiﾐg to IAT“E, the┞ aIIepted the WGCげs 
invitation to join the CCAU, but were vetoed by the CEP and the DGC. IATSE views this as 

disappointing, but not particularly problematic; according to Director of Canadian Affairs John 

Le┘is, さthe┞ didﾐげt ┘aﾐt ouヴ iﾐput, the┞ ┘aﾐted ouヴ ┘alletざ (J. Lewis, personal communication, 

December 3, 2009). The CCAUげs aヴguﾏeﾐts ヴel┞ hea┗il┞ oﾐ Iultuヴal ┗alues aﾐd stヴoﾐg ヴegulatoヴ┞ 
stヴuItuヴes; ┘heヴeas IAT“Eげs politiIal oヴieﾐtatioﾐ foIuses oﾐ Husiﾐess and economic models that 

do not necessarily include strong state intervention in the film and television industries (J. 

                                                
32

 In dealing with the implications of the 1999 Television Policy, the Coalition specifically addressed the English 

market. French members supported the positions of the English organizations, but only those organizations 

diヴeItl┞ iﾐ┗ol┗ed ┘ith Eﾐglish dヴaﾏatiI pヴoduItioﾐ IoﾐtヴiHuted e┝peヴtise aﾐd ヴesouヴIes foヴ the Coalitioﾐげs aIti┗ities 
for English-language production. 
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Lewis, personal communication, December 3, 2009). IATSE recognizes that domestic production 

levels have a much more significant impact on the members of the CCAU than most IATSE 

members working in the independent film and television production sector, and thus the CCAU 

views the issues facing the industry from a different perspective. However, the Director of 

Canadian Affairs considers the CCAUげs foIus oﾐ doﾏestiI pヴoduItioﾐ at the e┝Ilusioﾐ of the 
foヴeigﾐ seヴ┗iIe seItoヴ さﾏ┞opiIざ ふColes, ヲヰヰヶぶ. 
 

Separately, the individual unions had devoted time and energy to creating political awareness 

on the decline in dramatic production within their membership and to policy decision-makers. 

In April 2002, the WGC had met with CRTC Chair Charles Dalfen to discuss the drama issue, 

iﾐtヴoduIiﾐg pヴoposed solutioﾐs that ┘ould HeIoﾏe the fヴaﾏe┘oヴk foヴ the CCAUげs poliI┞ 
platform (Coles, 2006). In June 2002, ACTRA held its first ever policy conference and launched 

its, さCaﾏpaigﾐ foヴ Caﾐadiaﾐ pヴogヴaﾏﾏiﾐgざ desIヴiHed as a Hヴoad Hased effoヴt to take a 
leadeヴship ヴole iﾐ ヴe┗i┗iﾐg Caﾐadiaﾐ dヴaﾏa. The issue ┘as ヴeIei┗iﾐg atteﾐtioﾐ iﾐ the uﾐioﾐsげ 
regularly published magazines/newsletters to the membership, but had yet to make it onto the 

policy agenda.  

Putting Drama on the Agenda – problems and solutions as identified by the CCAU  

In July of 2002, the CCAU released its first position paper that laid the discursive foundations for 

its advocacy strategy. Their primary objective was to bring the issue of the decline in dramatic 

programming and proposed solutions to the attention of the government and the CRTC. The 

three page policy brief filed directly with the CRTC tied the 50% drop in English language 

dramatic series production, and thus work opportunities for their members, directly to the 

(de)regulatory changes in the 1999 Television policy. The CCAUげs fヴaﾏed the iﾏpoヴtaﾐIe of 
dramatic production – and, reflecting the labour market interests of their members, dramatic 

series in particular – as a matter of national identity and of industrial development, drawing 

heavily on the discourses in the Broadcasting Act.  

 
Canadians take pride in being able to choose from the very best in programming from 

around the world, including the United States. But to maintain our identity as a nation it 

is essential that a diverse range of Canadian stories be part of that range of viewing 

choices. 

 

No other genre of programming has shown itself to have the sustained ability to capture 

the public imagination in the way that series drama does. It remains the most popular 

and compelling genre for conveying themes and experiences that resonate with all 

Canadians. And by expressing universal themes in stories reflecting daily life from all 

regions of the country, drama has the further ability to strengthen bonds among 

Caﾐadaげs di┗eヴse peoples. 
…  

Drama series are also the most efficient genre of production for supporting a creative 

and production infrastructure capable of telling the full range of Canadian stories. They 

generate work opportunities for Canadian in all areas of the production community – 
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and they are an important training ground for the next generation of creative talent 

(Coalition of Canadian Audio-visual Unions [CCAU], 2002, p. 2). 

 

The proposed solutions included two key recommendations that would inform the backbone of 

their policy campaign over the next six years: the reintroduction of broadcaster expenditure 

requirements as a percentage of broadcaster revenues, and revising priority programming 

defiﾐitioﾐs to さfoIus oﾐ Iultuヴall┞ sigﾐifiIaﾐt geﾐヴes of pヴogヴaﾏﾏiﾐg – drama but also 

variety/arts entertainment, and genuine long-form point of view documentaries. Genres of 

pヴogヴaﾏﾏiﾐg that aヴe Iultuヴall┞ iﾏpoヴtaﾐt Hut aヴe also the ﾏost diffiIult to fiﾐaﾐIeざ (Coalition 

of Canadian Audio-visual Unions [CCAU], 2002). Other recommendations that would also 

inform their policy interventions on the issue of drama included minimum weekly scheduling 

requirements for original first-run drama and a focus on 10 point production – dramatic 

production that used exclusively Canadian talent in its key creative positions. 

 

The CCAU achieved early success in putting a decline in original Canadian dramatic production 

on the political agenda. As a result of meetings with the unions over the issue, in October 2002 

CRTC Chair Charles Dalfen commissioned former CTV President Trina McQueen to examine the 

issue of English Canadian dramatic programming (T. McQueen, personal communication, June 

6, 2011).
33

 The CCAU filed a preliminary version of its second report (their first major research 

ヴepoヴtぶ, さThe Cヴisis iﾐ Caﾐadiaﾐ Dヴaﾏa,ざ ┘ith MIQueeﾐ, aﾐd suHsequently filed the final version 

at 140 pages directly with the Minister of Canadian Heritage. The report made a direct 

connection between the 1999 Television Policy and the decline in dramatic programming, an 

increase in the amount of priority programming other than drama, a decline in broadcaster 

expenditures on dramatic programming and compared the situation in Canada to other 

countries with a strong regulatory framework in place (CCAU, 2003). The CCAU expanded in 

great detail upon the solutions proposed in their brief three-page introductory paper of the 

previous year, calling for public hearings on the issue, increased funding from both the state 

and broadcasters for the genre, reinstatement of broadcaster expenditure requirements, 

greater transparency in broadcaster reporting for scheduling practices, and introduction of an 

incentive package designed to encourage broadcasters to develop and schedule Canadian 

drama (CCAU, 2003). The report also politicized the decline in Canadian drama as a problem 

linked to the ability of Canadians to critically understand their cultural, social and political 

contexts now and in future: 

 
Dramatic programs are indeed the manner in which Canadians tell and share their 

stoヴies ┘ith oﾐe aﾐotheヴ…Iﾐ Degrassi: The Next Generation, we learn about the ups and 

downs of teenage life in multicultural Toronto. Milgaard shared the experience of David 

Milgaard and his suffering at the hands of our justice system. The Trudeau mini-series 

allowed a new generation of Canadians to learn more about one of our controversial 

Prime Ministers. And, every week, on This Hour Has 22 Minutes, we are invited to laugh 

at our Canadian idiosyncrasies, including those of our elected officials. 

                                                
33

 The report was co-fiﾐaﾐIed H┞ Telefilﾏ Caﾐada. AIIoヴdiﾐg to MIQueeﾐ, Telefilﾏげs iﾐteヴest iﾐ the issue steﾏﾏed 
fヴoﾏ E┝eIuti┗e DiヴeItoヴ ‘iIhaヴd “tuヴsHeヴgげs foIus oﾐ suppoヴtiﾐg pヴoduItioﾐ that aIhie┗ed audieﾐIe suIIess. 
Drama, as a genre, achieves the highest ratings with audiences. 
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… [Dramatic programs] allow our outstanding writers and other creators to bring 

Canadian stories to the screen, where they can be shared with viewers from coast to 

coast. Canadian dramas also provide the production community with an opportunity to 

share their vision of our experiences, and to archive our Canadian stories for the 

futuヴe… (CCAU, 2003, p. 2) 

 

MIQueeﾐげs ヲヰヰン ヴepoヴt, Dramatic Choices, secured the issue of dramatic programming as a 

policy priority on the regulatory agenda; supported the arguments advanced by the unions; and 

essentially charged the current system with having failed in its goals to operate in the public 

iﾐteヴest. MIQueeﾐ Ioﾏﾏeﾐded the CCAU foヴ theiヴ suHﾏissioﾐ, ﾐotiﾐg it ┘as, さthe ﾏost 
comprehensive and well researched submission I received. I was impressed by the submission, 

by my meeting with the group, and their determination to work fiercely to change the situation 

foヴ dヴaﾏa. Maﾐ┞ of theiヴ ideas aヴe ヴefleIted iﾐ ﾏ┞ ヴeIoﾏﾏeﾐdatioﾐsざ (McQueen, 2003, p. 11). 

MIQueeﾐげs ヴeIogﾐitioﾐ of the pヴoHleﾏ ┘as fuヴtheヴ suppoヴted H┞ the ヴelease of the “taﾐdiﾐg 
Coﾏﾏittee oﾐ Caﾐadiaﾐ Heヴitageげs ヲヰヰン ﾏajoヴ ヴepoヴt oﾐ Caﾐadiaﾐ HヴoadIastiﾐg. Takiﾐg the 
regulatory framework as a key component in meeting the cultural and social objectives of the 

Canadian broadcasting system, “Our Cultural Sovereignty: The Second Century of Canadian 

BヴoadIastiﾐgざ ヴeIoﾏﾏeﾐded a full ヴe┗ie┘ of the ヱΓΓΓ Tele┗isioﾐ PoliI┞ ┘ith a foIus oﾐ its 
implications for Canadian dramatic programming (Standing Committee on Canadian Heritage, 

2003). The ヴepoヴt ﾐoted the CCAUげs ┘oヴk as a sigﾐifiIaﾐt IoﾐtヴiHutoヴ to the ideﾐtifiIatioﾐ of the 
implications of the 1999 Television Policy, and accurately representative of the views of a 

significant segment of the industry (Standing Committee on Canadian Heritage, 2003, p. 172).  

 

With multiple perspectives agreeing that the lack of drama was problematic for the Canadian 

public service broadcasting system, in September 2003 the CRTC issued a public call for 

Ioﾏﾏeﾐts oﾐ its pヴoposed iﾐIeﾐti┗e paIkage desigﾐed to, さeﾐsuヴe aﾐ appヴopヴiate ケuaﾐtit┞ of 
original Canadian drama on English-language television,ざ (CRTC, 2003). The CCAUげs suHﾏissioﾐ, 
さAddヴessiﾐg the Cヴisis iﾐ Caﾐadiaﾐ Dヴaﾏa,ざ ┘oヴked paヴtiall┞ ┘ithiﾐ the estaHlished poliI┞ 
paradigm that emphasized regulatory flexibility through recognizing the importance of a 

combination of incentives and regulations to increase the amount, quality and financing of 

Canadian dramatic programming (CCAU, 2003a). The emphasis, however, was on the 

importance of a robust regulatory framework. The CCAU was clear iﾐ its aヴguﾏeﾐt that, さthe 
airing of Canadian drama must be seen as a fundamental obligation of all free-to-air television 

broadcasters, and not simply something that they should be lured into doing. Regulation is by 

far the most effective tool to achieve ヴesults…ざ (CCAU, 2003a, p. 3). In November of 2004 the 

C‘TC ヴeleased its fiﾐal ┗eヴsioﾐ of the iﾐIeﾐti┗e paIkage desigﾐed to, さiﾐIヴease the pヴoduItioﾐ 
and broadcast of, the viewing to, and the expenditures on high quality, original, English 

laﾐguage Caﾐadiaﾐ dヴaﾏa pヴogヴaﾏﾏiﾐgざ (CRTC, 2004, para. 1). While many of the incentive 

proposals the CCAU recommended as part of an incentive/regulatory mix were reflected in the 

new program, there was no change to the regulatory structure at all.  

 

In June 2005, the CCAU released their second major research report, focusing on the future of 

the Caﾐadiaﾐ HヴoadIastiﾐg s┞steﾏ should the ヱΓΓΓ Tele┗isioﾐ PoliI┞ ヴeﾏaiﾐ iﾐ plaIe. さThe Need 
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foヴ a ‘egulatoヴ┞ “afet┞ Netざ ┘as taヴgeted at the C‘TC in advance of 2007 conventional 

broadcaster licence renewal hearings, noting that private broadcaster spending on Canadian 

drama hit a seven year low in 2005, down to $53.6 million from $73.0 million in 1998 (CCAU, 

2005). In contrast to their previous report that proposed a comprehensive, yet somewhat 

complex, mix of policy recommendations, the 2005 report recommends two key components of 

the さヴegulatoヴ┞ safet┞ ﾐetざ ヴeケuiヴed to iﾏpヴo┗e the aﾏouﾐt of dヴaﾏatiI pヴogヴaﾏﾏiﾐg that 
foヴﾏed the fouﾐdatioﾐ of the CCAUげs ﾏessagiﾐg heﾐIefoヴth. The fiヴst Ioﾏpoﾐeﾐt is a ﾏiﾐiﾏuﾏ 
expenditure requirement of 7% of gross ad revenue to be spent on Canadian drama, and the 

second a requirement that each station group commission at least two hours of original 10-

point Canadian drama per week. 

 

By 2006, the CRTC admitted that the mix of incentive and expenditure incentives programs for 

Canadian drama they had developed since the 1999 Television Policy was not working.34 In a 

speech to major industry stakeholders at the 2006 Banff Television Festival, CRTC Chair Charles 

Dalfen announced a review of the 1999 Television Policy, including revisiting the possibility of 

expenditure requirements for broadcasters as a condition of licence (Dalfen, 2006). His 

comments are reflective of many of the arguments the CCAU had been advancing to the policy 

community since 2002. 

On the social and cultural side, successful Canadian drama production helps to achieve so 

many of the objectives of Canadian broadcasting policy enshrined by Parliament in the 

Broadcasting Act. In particular, drama goes to the heart of the objectives that are most 

closely tied to ensuring that our broadcasting system is a place where Canadians will not 

only see the world on TV, but will also see themselves.  

Think about it for a moment. Without home-grown drama productions, where would we 

be in relation to the Broadcasting Actげs oHjeIti┗e of a HヴoadIastiﾐg s┞steﾏ that ﾏaiﾐtaiﾐs 
our cultural sovereignty, while enriching and strengthening our social fabric?  

Where would we be in relation to the objectives of reflecting Canadian artistic creativity, 

displaying Canadian talent and mirroring the circumstances and aspirations of Canadian 

men, women and children?  

Where would we be in terms of maximizing the use of Canadian writing, acting and other 

creative resources; providing windows for Canadian independent producers; and creating 

a range of employment opportunities in broadcasting for Canadians? (Dalfen, 2006) 

On June 12, 2006 the CRTC issued a notice of public hearing on the 1999 Television Policy, a 

primary objective of which was to explore avenues by which the regulatory framework should 

さeﾐsuヴe that OTA tele┗isioﾐ liIeﾐsees IoﾐtヴiHute, in the most effective manner possible, to the 

pヴoduItioﾐ, aIケuisitioﾐ aﾐd HヴoadIast of high ケualit┞ Caﾐadiaﾐ pヴogヴaﾏﾏiﾐg…ざ (CRTC, 2006, 

para. 25). In the notice the CRTC posed several questions for discussion that indicate the 

CCAUげs aヴguﾏeﾐts ┘eヴe gaiﾐiﾐg political traction. The CRTC requested comments on whether 

                                                
34

 See CRTC BPN 2004-32; 2004-93; 2005-81; 2006-11 



Ph.D. Thesis – A. Coles; McMaster University – Political Science. 

93 

 

conventional broadcaster licencees should be subject to expenditure requirements, and 

┘hetheヴ speﾐdiﾐg ヴeケuiヴeﾏeﾐts should He Hased oﾐ さa peヴIeﾐtage of ヴe┗eﾐues, of total 
program spending, or some otheヴ ﾏeasuヴeざ (Canadian Radio-television and 

Telecommunications Commission, 2006, parag. 31).  

 

In response, the CCAU filed another lengthy submission with the CRTC that documented the 

ongoing decline in drama. Spending on drama of a percentage of broadcaster advertising 

revenue had declined to 3.2% of total ad revenue, and the CCAU argued that, were it not for 

specific benefits tied to dramatic production from CRTC approvals of ownership transfers or 

new licences, the spending levels would have been even lower. Their submission streamlined 

their messaging even further: they reiterated their recommendation of a 7% expenditure 

ヴeケuiヴeﾏeﾐt as さpaヴt of the fuﾐdaﾏeﾐtal ヴegulatoヴ┞ Haヴgaiﾐ upoﾐ ┘hiIh OTA liIeﾐIes aヴe 
gヴaﾐtedざ iﾐ additioﾐ to the dヴaﾏa iﾐIeﾐti┗e programs the CRTC was offering the broadcasters. 

They justify a ratio of ad revenue as working within the economic circumstances of the 

liIeﾐIees, as it さautoﾏatiIall┞ adjusts to ﾐe┘ ヴe┗eﾐue le┗els…Hy reducing the amount required 

to be spent by broadcasteヴs if ヴe┗eﾐue goes do┘ﾐざ (CCAU, 2006, p. 39). The CCAU softens the 

firm recommendation that broadcasters should be required to air two hours of original of 10-

point productions per week, replacing it with a recommendation that the number of hours of 

oヴigiﾐal dヴaﾏa should He さtailoヴed to [the HヴoadIasteヴsげ] size aﾐd IiヴIuﾏstaﾐIes,ざ that should 
be addressed at time of licence renewal (p. 42). The submission signals a willingness to work 

within the current policy environment. While their submission supports dramatic programming 

as, さIeﾐtヴal to ouヴ Iultuヴal so┗eヴeigﾐt┞,ざ ふp. ンぶ the ヴatioﾐale foヴ the e┝peﾐdituヴe ヴeケuiヴeﾏeﾐt 
draws heavily on the market logic within the 1999 Television Policy.  

 
By setting a simple expenditure quote for drama, broadcasters are also given more 

flexibility. First, they have the flexibility to determine whether they want to focus on 

fewer high-cost productions or more lower-cost productions; since in the end the 

さIostざ to theﾏ ┘ill He the saﾏe. “eIoﾐd, aﾐd e┝peﾐdituヴes ケuote allo┘s HヴoadIasteヴs 
the fle┝iHilit┞ to deIide ┘hetheヴ the┞ ┘aﾐt to foIus oﾐ seヴies dヴaﾏa, Ihildヴeﾐげs dヴaﾏa, 
mini-series, theatrical movies, made for TV movies, animation, comedy, or other forms 

of scripted drama. A dollar spent would count toward the quota no matter which form 

of drama is supported (CCAU, 2006, p. 39). 

 

In contrast to the 1999 Television Policy processes where the CAB presented a strong united 

position, for this review, each broadcaster filed individual submissions rather than appearing 

under the CAB umbrella. This signals a weakening of the internal cohesion of the CAB, to which 

we will return shortly. However, the conventional broadcasters offered predictable 

recommendations about the continued need for increased deregulation. For example, CanWest 

(Global) proposed expanding priority programming to iﾐIlude さall geﾐヴes e┝Iept ﾐe┘s, spoヴts  
aﾐd puHliI affaiヴs,ざ a ヴeduItioﾐ in the amount of programming broadcasters must commission 

from the independent production sector, and strong opposition to reinstating expenditure 

ヴeケuiヴeﾏeﾐts oヴ aﾐ┞ otheヴ ヴeケuiヴeﾏeﾐts foヴ さpヴogヴaﾏﾏiﾐg that is eIoﾐoﾏiIall┞ feasiHle, e.g. 
dヴaﾏaざ (CanWest MediaWorks, 2006, para. 4-6).  
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At this point it is useful to briefly return to the key aspects of the discourses of the creative 

economy discussed in chapter two. Recall that the creative economy is an economic 

development model, in which the production of cultural goods and services works first and 

foremost in the interests of capital and profit. When we apply such a lens to this case study, 

what emerges is an apparent rationale by the CRTC that the overall economic interests of the 

broadcasters had become synonymous with the health of the broadcasting system as a whole. 

The CCAUげs aヴguﾏeﾐts thus Hoth dヴa┘ upoﾐ aﾐd Ioﾐtest the disIuヴsi┗e logiI of the Iヴeati┗e 
eIoﾐoﾏ┞. The┞ use theiヴ eIoﾐoﾏiI positioﾐs as ヴepヴeseﾐtati┗es of さthe Iヴeati┗e Ilassざ ふ┘hiIh 
was, in 2006, near the peak of its discursive popularity) to leverage political space to advance 

their interests at the policy level. Yet, while partially working within the creative economy 

paヴadigﾏ, as also deﾏoﾐstヴated H┞ the CCAUげs fヴaﾏiﾐg of theiヴ ヴeIoﾏﾏeﾐdatioﾐs within a 

さfle┝iHleざ ヴegulatoヴ┞ fヴaﾏe┘oヴk, the uﾐioﾐs aヴe pla┞iﾐg a ke┞ ヴole iﾐ Ihalleﾐgiﾐg the disIuヴsi┗e 
logic of the creative economy. By calling on the state to exercise its full regulatory powers, the 

CCAU is directly refuting the logic that private interests are aligned with the public interest that 

informs the cultural objectives of the Broadcasting Act. The unions offer an alternate version of 

a virtuous circle to that cycle of profit and investment advanced by the broadcasters: 

 
 ...broadcasters will do what is in their best financial interest. And from an economic 

standpoint, it is in their financial interest to broadcast the cheapest form of priority 

programming they can produce or acquire...this will inevitably mean that they will tend 

to avoid high-cost Canadian drama. Money saved by producing or acquiring chapter 

priority programs effectively drops to the bottom line. Shareholders will penalize 

managers that do not observe this simple logic. 

 

By contrast, if it is made a condition of these valuable conventional TV licences that a 

certain level of expenditures be made on important by mostly unprofitable categories like 

indigenous drama, then shareholders will not penalize managers who comply with the 

conditions. In fact, they will reward mangers that commission Canadian drama that 

garners higher ratings, since that will increase net revenue. Thus a virtuous circle will be 

created (CCAU, 2006, para 179-180). 

 

It would take several more years, however, before the Commission would openly agree with 

the unions. In a 2007 decision, the CRTC stated that rather than changing the regulatory 

fヴaﾏe┘oヴk itself, it ┘ould e┝aﾏiﾐe HヴoadIasteヴsげ Ioﾏﾏitﾏeﾐts to Caﾐadiaﾐ pヴogヴaﾏﾏiﾐg 
overall (not just drama) at time of licence renewal. The CRTC reiterated its commitment to the 

pヴiﾐIiples outliﾐed iﾐ the ヱΓΓΓ Tele┗isioﾐ PoliI┞, ﾐotiﾐg the さiﾐIヴeasiﾐgl┞ Ioﾏpetiti┗e 
eﾐ┗iヴoﾐﾏeﾐtざ the HヴoadIasteヴs faIed as adeケuate iﾐIeﾐti┗e to iﾐ┗est iﾐ さhigh ケualit┞ 
pヴogヴaﾏﾏiﾐg to ┘iﾐ audieﾐIe lo┞alt┞ざ (CRTC, 2007, p. 92). The C‘TCげs deIisioﾐ ﾐot to ヴe┗ise the 
existing regulatory framework in early 2007 is not surprising when examined in what Marsh and 

Smith would refer to as the macro structures of the policy network and the political economic 

conditions in which it was functioning. The CRTC had recently undergone a change in 

leadership; Charles Dalfen had stepped down as Chair, replaced by Konrad Von Finkenstein, 

formerly of the Competition Bureau, as of January 2007. The new Chair needed some time to 

embed himself in the broadcasting policy landscape, which was experiencing significant 

pressures on a number of fronts. The 2008 global financial crisis was blamed for sharp declines 
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in broadcaster advertising revenues, as was the rise of online content. The conventional 

broadcasters were increasingly arguing that local programming, particularly local news, was 

increasingly unaffordable (Marlow, 2009). Canada was also slated to shift to digital transmission 

in 2011 which would radically alter the over-the-air transmission infrastructure, and a host of 

ownership transfers had resulted in considerable industry consolidation and concentration.  

 

In response to the dramatic programming issue, von Finkenstein commissioned Laurence 

Dunbar and Christian Leblanc to conduct a review of the existing regulatory framework for 

television broadcasting. As Dunbar and Leblanc are prominent communications lawyers who 

regularly represent the interests of large media enterprises, the ヴepoヴtげs recommendations 

pヴediItaHl┞ follo┘ ﾏaヴket logiI. The authoヴs use the pヴiﾐIiples of さsﾏaヴt ヴegulatioﾐざ to fヴaﾏe 
theiヴ aﾐal┞sis, siﾏilaヴ to the HasiI pヴiﾐIiples of the ヱΓΓΓ Tele┗isioﾐ PoliI┞ ┘heヴeH┞ さthe least 
costly or intrusive regulatory measure necessary to achieve the policy objective is preferable to 

ﾏoヴe iﾐtヴusi┗e oヴ Iostl┞ ﾏeasuヴeざ (Dunbar & Leblanc, 2007, p. vii). The report contained a host 

of deregulatory recommendations that emphasize a free market approach over regulation, such 

as to さallo┘ ﾏaヴket foヴIes to pla┞ a gヴeateヴ ヴole iﾐ ヴespoﾐdiﾐg to Ioﾐsuﾏeヴ deﾏaﾐd foヴ 
disIヴetioﾐaヴ┞ pヴogヴaﾏﾏiﾐg seヴ┗iIesざ; さIoﾐsideヴ the feasiHilit┞ of ヴeﾏo┗iﾐg the ふad┗eヴtisiﾐgぶ 
restrictions and allowing broadcasting undertakings to decide how best to offer their services to 

the puHliIざ; aﾐd さ[let] ﾏaヴket foヴIes deIide ┘hiIh HヴoadIasteヴs ヴespoﾐd Hest to Ioﾐsuﾏeヴ 
ﾐeedsざ (Dunbar & Leblanc, 2007, pp. ix, x, xii, ). Yet even this report supported the opinions of 

the CCAU, McQueen and the Standing Committee on Canadian Heritage in stating that the 

genre of drama was poorly served by the existing regulatory regime: 

 
It is not at all apparent that the economics of producing Canadian entertainment 

magazine or reality television programming suffer from the same challenges as Canadian 

drama programming, or that this type of programming merits specific regulatory 

iﾐIeﾐti┗es…Coﾐsideヴatioﾐ should He gi┗eﾐ to taヴgetiﾐg peak pヴogヴaﾏﾏiﾐg oHligatioﾐs to a 
narrow class of programs, such as drama, which are not supported by the marketplace, 

and imposing targeted exhibition obligations which require television services to 

HヴoadIast a ﾏiﾐiﾏuﾏ ﾐuﾏHeヴ of houヴs of these t┞pes of Caﾐadiaﾐ pヴogヴaﾏs… (Dunbar & 

Leblanc, 2007, p. xiii)35 

 

While the CCAUげs ﾏessagiﾐg ┘as gaiﾐiﾐg tヴaItioﾐ at the poliI┞ le┗el, the C‘TC ┘as e┝pヴessiﾐg 
gヴo┘iﾐg fヴustヴatioﾐ ┘ith the Coalitioﾐげs stヴateg┞. Iﾐ puHliI heaヴiﾐgs, the CCAU ┘ould file to 
appear as the Coalition. Each member organization of the CCAU would also file to appear 

separately, reiterating key positions CCAU as representatives of their specific memberships. The 

C‘TCげs ヴespoﾐse to this ┘as to put all the uﾐioﾐs appeaヴiﾐg a seIoﾐd tiﾏe oﾐ a siﾐgle paﾐel, 

┘heヴe, as a ヴesult of さelHo┘iﾐg ┞ouヴ Iolleagues foヴ aiヴtiﾏeざ (K.L. Ashton, personal 

communication, December 1, 2009), the specific membership interests that each of the 

oヴgaﾐizatioﾐs ┘eヴe atteﾏptiﾐg to aヴtiIulate さgot kiﾐd of ヴolled o┗eヴざ (B. Anthony, personal 

communication, November 13, 2009). The CRTC confirms that they were indeed frustrated with 

                                                
35 Recall that the 1999 Television Policy expanded the historical focus on Canadian dramatic, documentary and 

Ihildヴeﾐげs pヴogヴaﾏﾏiﾐg to iﾐIlude eﾐteヴtaiﾐﾏeﾐt ﾏagaziﾐe and reality television genres as part of its priority 

programming categories. 
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the CCAU strategy. Michael Arpin, Vice-Chair of Broadcasting says the decision to put the 

uﾐioﾐs oﾐ oﾐe paﾐel steﾏﾏed fヴoﾏ the faIt that, さthe┞ ┘eヴe sa┞iﾐg exactly the same thing. 

What we want to hear is the specifics of those who want to express themselves. We want to 

heaヴ ho┘ it ┘ill ┘oヴk foヴ this gヴoup ┗eヴsus that oﾐeざ (M. Arpin, personal communication, 

February 19, 2010). Clearly, the CRTC did not feel that the union strategy of appearing twice – 

once as the CCAU, and once as individual organizations – was the most efficient way for the 

unions to get their messages across. 

 

The C‘TCげs fヴustヴatioﾐ ┘ith the Coalitioﾐげs messaging strategy in public hearings is also 

connected to the conversations the unions had been having with the CRTC outside of formal 

public processes. Although the unions do not have quite the same access to key decision-

makers and bureaucrats as the broadcasters between hearings, there is a client relationship 

with the unions that gives them access to CRTC power structures outside of formal hearings and 

submissions processes. The unions have regular access to senior staff and meet with 

Commissioners outside of formal public processes. However, informal access to the Chair of the 

CRTC is limited to once a year. The DGC, ACTRA and the WGC hold an annual meeting with the 

CRTC Chair at the Banff World Media Festival. Kelly-Lynne Ashton, Director of Public Policy for 

the Writers Guild of Canada, desIヴiHes these as さ┗eヴ┞ pヴoduIti┗eざ ﾏeetiﾐgs ┘heヴe the Chaiヴ 
┘alks iﾐ aﾐd sa┞s, さThis is ┘hat I ﾐeed fヴoﾏ ┞ouざ (K.L. Ashton, personal communication, 

December 1, 2009). In the private meeting in 2008, Konrad Von Finckenstein privately admitted 

to the unions that the 1999 Television Policy was clearly not working, but that, in order to avoid 

to He seeﾐ to He さgoiﾐg HaIk┘aヴds,ざ he ┘aﾐted to see a ﾐe┘ poliI┞ pヴoposal to ヴeplaIe theiヴ 
long standing request for an expenditure requirement of 7% of gross ad revenue earmarked for 

dramatic programming (K.L. Ashton, personal communication, December 1, 2009); J. Deer, 

personal communication, December 11, 2009). The unions were deeply committed to a 7% 

e┝peﾐdituヴe ヴeケuiヴeﾏeﾐt, ho┘e┗eヴ, aﾐd disヴegaヴded the Chaiヴげs ヴeケuest for a new 

recommendation. In the 2009 meeting in Banff, prior to the upcoming 2009 broadcaster licence 

ヴeﾐe┘als, the uﾐioﾐsげ disヴegaヴd foヴ the C‘TC Chaiヴげs ad┗iIe Iaused the Chaiヴ to HeIoﾏe, 
さpeヴsoﾐall┞ aﾐgヴ┞. Aﾐgヴ┞ eﾐough that it suﾐk iﾐざ (K.L. Ashton, personal communication, 

December 1, 2009).  

 

By 2008, the rapid pace of the policy environment, leadership changes in the unions, an 

unequal distribution of policy resources amongst members of the CCAU and the nature of 

consensus based policy advocacy combined to lead to the eventual dissolution of the historic 

coalition. With von Finkenstein as Chair, the pace at the CRTC had picked up considerably, and 

the CCAU was also filing submissions on ownership transfers, Canadian content on mobile 

devices, and foreign ownership in telecommunications sector in addition to the individual filings 

the unions were making on other issues. All CCAU representatives interviewed commented on 

the inherently challenging nature of working on a consensus based model – right down to the 

press release - with partners that each have specific membership interests and to whom they 

are accountable. When combined with the rapid pace of the policy environment that placed a 

sigﾐifiIaﾐt stヴaiﾐ oﾐ the uﾐioﾐsげ huﾏaﾐ aﾐd fiﾐaﾐIial ヴesouヴIes earmarked for policy, it 

produced conditions which the organizations felt compromised in their ability to respond to 

their memberships and/or the policymakers. With local programming becoming a major policy 
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issue at the CRTC in 2008, the CEP withdrew from the CCAU to focus on advocacy that affected 

a greater portion of their membership (in-house broadcast employees) than those in the 

independent production sector. NABET 700 had comparatively few resources to spend on 

national policy advocacy compared to the resources of the other national offices, and chose to 

invest its limited advocacy budget in FilmOntario, the industry association that focused 

specifically on issues facing NABET-700 members in their own labour markets (D. Hardy, 

personal communication, July 14, 2009). 

 

A leadership change at the DGC brought new connections to policy makers and a less 

adversarial approach to policy advocacy. Brian Anthony was appointed the Executive Director 

of the DGC in 2007. With a long career in key leadership and advisory positions in federal 

cultural policy,36 Anthony brought with him advanced knowledge of cultural policy processes 

and an extensive network of relationships with key cultural policy makers, including decision-

makers at the CRTC. He was also a strong advocate for a more cooperative, accommodating 

appヴoaIh to poliI┞ ad┗oIaI┞ thaﾐ ┘as IhaヴaIteヴistiI the uﾐioﾐsげ stヴateg┞ ┘hiIh, as soﾏe 
members of the policy network observe, at times more closely resembled the adversarial 

nature of collective bargaining. Several union representatives suggested that personality 

conflicts between union leaders added to the stress the CCAU was already facing as a result of 

the rapidly changing policy landscape.  

 

At the time the CCAU was disbanding as a formal coalition, the ideas it had been advancing as 

to the future direction for Canadian broadcasting policy achieved the most concrete policy 

results since its formation. In 2009 the policy environment at the CRTC shifted again, putting 

the need for regulations specific to dramatic programming back on the policy agenda. 

Furthermore, the workers who define Canadian content also took a starring role in defining the 

health of the broadcasting system.  

 

In their decision to renew CTV, Canwest and CITY-TV stations (operated by Rogers 

Broadcasting) licences for a one year period in May 2009, the CRTC announced the scope of a 

policy proceeding to be held in fall 2009 on a new group-based approach to the licensing of 

television services. With specific reference to dramatic production, the CRTC announced the 

group-Hased liIeﾐIes heaヴiﾐgs ┘ill eﾐgage ┘ith ho┘ Hest to aIhie┗e さappヴopヴiate ﾏiﾐiﾏuﾏ 
levels of spending on Canadian programming by English-language television broadcasters and 

the ヴegulatoヴ┞ ﾏeIhaﾐisﾏ to eﾐsuヴe these le┗elsざ (CRTC, 2009b). In July 2009, the Commission 

issued a notice of consultation detailing the terms of references for the public hearings which 

marks an important discursive shift in the policy rationale, reflecting the degree to which the 

unions and guilds – and their memberships – were positioned as key contributors to the 

broadcasting system as a whole. The Coﾏﾏissioﾐ ﾐotes that the oHjeIti┗es of さpヴo┗idiﾐg all 
broadcasting groups with the flexibility to adapt to the rapidly changing communications 

                                                
36

 Aﾐthoﾐ┞げs pヴofessioﾐal histoヴ┞ iﾐIludes positioﾐs iﾐ the Depaヴtﾏeﾐt of CoﾏﾏuﾐiIatioﾐs, the Caﾐada CouﾐIil foヴ 
the Arts and the Canadian Conference of the Arts, as well as a range of advisory positions, including National 

Advisory Committee on Culture Statistics, the Advisory Committee on Employment and Training Opportunities in 

the Cultural Sector, and the Sectoral Advisory Group on International Trade (SAGIT) on the arts and cultural 

industries. See: http://www.architecturehamilton.com/pdf/SpeakersConference2004.pdf 
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environment while ensuring that the Canadian broadcasting system is distinctly Canadian in its 

Ioﾐteﾐtざ Iould oﾐl┞ He aIhie┗ed if the ヴegulatoヴs aﾐd iﾐdustヴ┞ stakeholdeヴs aヴe, さﾏiﾐdful of the 
important role of Canadian creative talent and produItioﾐ iﾐ the HヴoadIastiﾐg s┞steﾏざ (CRTC, 

2009c, para 2, 3). The Coﾏﾏissioﾐ Iヴedits the uﾐioﾐs, as the さIヴeati┗e seItoヴ,ざ foヴ ﾏakiﾐg the 
さIoヴヴelatioﾐ Het┘eeﾐ the ヴeﾏo┗al of speﾐdiﾐg ヴeケuiヴeﾏeﾐts foヴ Ioﾐ┗eﾐtioﾐal tele┗isioﾐ 
stations and a decline in the number of drama productions as well as a sharp rise in the 

proportion of expenditures on non-Caﾐadiaﾐ pヴogヴaﾏﾏiﾐgざ (CRTC, 2009c, para. 15). The 

Commission invited stakeholders to comment on a group-based Canadian programming 

expenditure and exhibition obligation to support original and under-represented programming. 

This marks a return to the earliest recommendations of the CCAU, and a clear signal from 

decision-makers that the foundations of the 1999 Television Policy were openly and 

fundamentally being called into question. 

 

The response of the unions to the consultation notice is, as in the formation of the CCAU, 

notable again for its formation and strategy. For the first time since 2002 the unions did not file 

a single submission under the banner of the CCAU on the issue of dramatic programming. The 

dissolution of the CCAU as a formal organization did not, however, prevent the unions from 

continuing to align their key messages. The strategy they used, however, to advance their 

message departed from their labour roots. Building on relationships that the unions had 

developed with the independent producers association on other policy files, ACTRA, DGC, WGC 

joined with the independent producers through the Canadian Film and Television Production 

Association (CFTPAぶ. The fouヴ stakeholdeヴs de┗eloped a さIoﾐseﾐsus ヴespoﾐseざ that ┘as filed H┞ 
each organization individually. The unions had started to meet with the CFTPA in 2008 to 

de┗elop a Iooヴdiﾐated ﾏessagiﾐg stヴateg┞ oﾐ issues of Ioﾏﾏoﾐ iﾐteヴest, iﾐIludiﾐg the C‘TCげs 

new media hearings and terms of trade negotiations between broadcasters and producers (B. 

Anthony, personal communication, November 13, 2009; K.L. Ashton, personal communication, 

December 1, 2009).  

 

According to Michel Arpin, Vice Chair of Broadcasting at the C‘TC, the uﾐioﾐsげ deIisioﾐ to 
coordinate their messages outside of the CCAU, and incorporate the CFTPA as a partner in their 

recommendations was a good strategic move. Norm Bolen was appointed Chair and CEO to the 

CFTPA in 2008. As former Executive Vice President of Content for Alliance Atlantis, Bolen had 

been responsible for programming for thirteen Canadian specialty networks (Schulich School of 

Business, 2008), and brought with him advanced knowledge of issues from the other side of the 

table. The unions and the producers association successfully brokered common ground on the 

policy issues that affected the production community as a whole, and effectively presented a 

united position that signaled to the CRTC they were committed to proposing solutions that 

satisfied both the policy objectives of the CRTC and the business interests of the broadcasters 

(M. Arpin, personal communication, Feburary 19, 2010). Coordinating policy messaging 

between the unions and the independent producers sent a strong message to the CRTC that 

their policy recommendations for dramatic programming regulations and group-based licensing 

ヴefleIted さiﾐdustヴ┞ ┘ideざ pヴoposals (Binning, 2008). Pooling resources also allowed the 

production industry to produce substantial research to support their proposals. This included a 

Nordicity report, Analysis of the Economics of Canadian Television Programming, and a 
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comprehensive McCarthy Tetrault report on past CRTC measures to support drama and other 

underserved programming categories.37  

 

The success of the joint policy strategy between two stakeholder groups who sit on opposite 

sides of the bargaining table lays in their shared labour market interests. As employers of 

cultural workers, the interests between producers and unions often compete due to the nature 

of the employer-employee relationship between their members. However, both groups require 

broadcaster investment at the top of the production pyramid to start with. As discussed in 

chapter three, the considerable risks involved in television production have been consistently 

devolved down through the production chain from broadcaster to independent producers, 

who, as small business owners, also experience considerable precarity in the Canadian film and 

television production industry. As also discussed in chapter three, this risk continues to be 

devolved down to the workforce, which can result in labour disputes. The timing of the joint 

strategy between the unions and the independent producers needs to be understood as a 

direct product of labour relations in the Canadian film and television production sector.  

 

In early 2007, ACTRA went on strike over new media provisions for residual payments in the 

Independent Production Agreement it bargains with CFTPA. During the course of five months of 

tough bargaining, it became clear to ACTRA and the CFTPA that the root of the problem lay 

much farther up the pyramid. As John Barrack, National Executive VP, legal counsel, and chief 

negotiatoヴ ヴeIalls, さthe elephaﾐt iﾐ the ヴooﾏ ┘as soﾏethiﾐg ﾐeitheヴ of us Ioﾐtヴolled: the 
ヴelatioﾐship the pヴoduIeヴs had ┘ith the HヴoadIasteヴsざ (Vlessing, 2009). Stephen Waddell, 

National Executive Director and chief negotiator for ACTRA National neatly summarizes how 

the negotiations brought the power that the broadcasters have over both cultural workers and 

independent producers into sharp focus. 

 
We didﾐげt go oﾐ stヴike iﾐ oヴdeヴ to get a peヴIeﾐtage of the distヴiHutoヴsげ gヴoss ヴe┗enue in 

new media to find out that CTV, Global Television and the CBC are paying a nominal 

aﾏouﾐt of ﾏoﾐe┞ to iﾐdepeﾐdeﾐt pヴoduIeヴs foヴ ﾐe┘ ﾏedia distヴiHutioﾐ. But thatげs ┘hat 
┘eげヴe fiﾐdiﾐgざ (Vlessing, 2009).  

 

Shortly after ratification of a new agreement in February 2008, the WGC, DGC, ACTRA and the 

CFTPA met to coordinate their policy messaging on issues of common interest (Vlessing, 2009). 

A major collaborative effort is demonstrated by their joiﾐt suHﾏissioﾐ oﾐ the C‘TCげs pヴoposal 
for a group-based approach to the licensing of television services 

 

The regulatory framework the unions and producers proposed to the CRTC in response to its 

call for comments on the new regulatory framework is complex, representing a significant 

                                                
37

 See Nordicity Group Ltd. (2009). Analysis of the Economics of Canadian Television Programming. May. 

http://www.writersguildofcanada.com/files/Canadian%20Programming%20Economics%202009_FINAL_2009-05-

07.pdf 

See also McCarthy Tetrault, LLP (2009). The Story So Far: a review of past CRTC measures to encourage or require 

private English-language television broadcasters to commission the production of Canadian drama, long-form 

doIuﾏeﾐtary aﾐd Ihildreﾐ’s prograﾏﾏiﾐg. http://www.mccarthy.ca/pubs/ACTRA_Report_Nov2009.pdf 

http://www.writersguildofcanada.com/files/Canadian%20Programming%20Economics%202009_FINAL_2009-05-07.pdf
http://www.writersguildofcanada.com/files/Canadian%20Programming%20Economics%202009_FINAL_2009-05-07.pdf
http://www.mccarthy.ca/pubs/ACTRA_Report_Nov2009.pdf
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departure from the historically simple and straightforward asks of 7% of gross ad revenue. This 

is partially a response to a new licencing model proposed by the CRTC based on overall 

ownership group requirements rather than individual licences for specific markets. However, 

Brian Anthony of the DGC describes the complex submission as a paradigmatic shift that was 

also designed to demonstrate a willingness to work with the broadcasters as opposed to in 

opposition to them (B. Anthony, personal communication, November 13, 2009). Interviews with 

the WGC and ACTRA support this perspective, confirming the new strategy was also a reflection 

of the C‘TCげs fiヴﾏ aﾐd Ileaヴ ヴeケuest foヴ a ﾐe┘ set of ヴeIoﾏﾏeﾐdatioﾐs fヴoﾏ the stakeholdeヴs 
that had Ioﾏe ﾐo┘ to He kﾐo┘ﾐ as the さIヴeati┗e Ioﾏﾏuﾐit┞ざ(K. L. Ashton, personal 

communication, December 1, 2009; J. Deer, personal communication, December 12, 2009). The 

recommendations include retaining existing expenditure requirements for specialty services, 

reinstating a Canadian programming expenditure requirement for the conventional services, 

creating a minimum expenditure specifically for drama for all groups, eliminating the priority 

programming structure and returning to a focus on drama, a 75% quota for underserved 

pヴogヴaﾏﾏiﾐg fヴoﾏ the iﾐdepeﾐdeﾐt pヴoduItioﾐ seItoヴ, aﾐd a さsIheduliﾐg safet┞ ﾐetざ foヴ 
dramatic programming on conventional broadcasters schedules (ACTRA, 2009, p. 4).  

 

The strategic shift to a joint submission format that articulated a common set of policy 

recommendations, with each filing reflecting the particular interests and concerns of the 

respective memberships also produced a shift in the way that the unions were scheduled in the 

public hearings. For this hearing, the CRTC wanted to spread the unions out over the period of 

the hearing so the unions had an opportunity to hear and respond to the submissions of the 

other stakeholders. Comments by the Vice-Chair of Broadcasting Michel Arpin indicated that 

the partnership strategy and the tone of the proposal were well received during the hearings.  
 

If ┞ouげヴe a ┘ヴiteヴ, ┞ou ha┗e a ┗isioﾐ…if ┞ouげヴe a diヴeItoヴ, ┞ou ha┗e aﾐotheヴ ┗isioﾐ…Beiﾐg paヴt 
of a consensus means you have set aside some of your own concerns. As a commission, we 

ﾐeed to heaヴ those diffeヴeﾐt poiﾐts of ┗ie┘. Fヴoﾏ ﾏ┞ o┘ﾐ e┝peヴieﾐIe aﾐd ┘hat Iげ┗e heaヴd 
from other CRTC Commissioners, they like better to hear the different parties than the 

groups (M. Arpin, personal communication, February 19, 2010). 

 

While the paradigmatic shift was well received by the CRTC, the comprehensive nature of the 

proposal is arguably a reflection of the advanced regulatory expertise of legal counsel Peter 

Grant rather than the policy capacity of any of the unions per se. Although the written 

submissions reflect a general consensus on the key aspects of the complicated regulatory 

proposals, the clarity of the message was considerably clouded during the public hearings when 

the unions were asked specific questions on the aspects of the policy framework they felt were 

most important, reflected the following exchange between CRTC Commissioner Cugini and 

ACTRA: 

 
COMMISSIONER CUGINI: Just a point of clarification, in your exchange with the Chairman 

earlier regarding your proposal in terms of drama in primetime did you confirm with the 

Chair that your request includes two hours a week of drama or is it just a CPE [Canadian 

programming expenditure]? 
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Because I thought I heard you say two hours, Mr. Waddell. 

 

M‘. WADDELL: Itげs Hoth. Itげs Hoth CPE aﾐd t┘o houヴs iﾐ ヴeal pヴiﾏetiﾏe. 
 

COMMISSIONER CUGINI: Then explain to me why on page 6 of your oral presentation it 

says: 

 

さIt does ﾐot pヴopose Iosts peヴ houヴs oヴ a ﾐuﾏHeヴ of houヴs. LiIeﾐsees Iaﾐ opt foヴ a fe┘ 
more expensive programs or additioﾐal less e┝peﾐsi┗e pヴogヴaﾏs. It also doesﾐげt iﾏpose 
ﾐe┘ ヴeケuiヴeﾏeﾐts foヴ e┝hiHitiﾐg dヴaﾏa oﾐ seヴ┗iIes ┘heヴe it does ﾐot ﾏake seﾐse.ざ 

 

---Pause. 

 

M“. DEE‘: Itげs ﾐot aﾐ ultiﾏate ﾐuﾏHeヴ of houヴs. I ﾏeaﾐ at the eﾐd of the da┞ itげs just t┘o 
per week but, I ﾏeaﾐ, ┘hetheヴ thatげs – you know I am doing some quick math on the 

spot here – times 52 times a year or, I mean, they could produce 3000 – sorry, 3,000 

hours of dramatic programming with their expenditure requirements or they could do 

just enough to meet that t┘o houヴs a ┘eek…. 
 

COMMISSIONER CUGINI: Right, but you can see why I am confused because you just said 

it doesﾐげt – ┞ouヴ sIヴipt sa┞s it doesﾐげt iﾏpose a ﾐuﾏHeヴ of houヴs Hut ﾐo┘ ┞ou aヴe sa┞iﾐg 
t┘o houヴs… (CRTC, 2009, para 11468-11474). 

 

The timing of the shift in tone and strategy happened to coincide with another important 

development that shaped the power relations the broadcasting policy network. The long 

standing and powerful broadcasters lobby group, the Canadian Association of Broadcasters, 

was in the process of dissolving. Throughout the 1980s and 1990s the CAB had included cable 

and satellite service providers (as broadcast licensed undertakings) in its membership. While 

this Hヴoad ﾏeﾏHeヴship Hase ﾏade the CAB a さpo┘eヴhouse ヴepヴeseﾐtiﾐg e┗eヴ┞oﾐe who was 

aﾐ┞oﾐe iﾐ HヴoadIastiﾐg,ざ Ioﾏpetiﾐg iﾐteヴests ┘ithiﾐ the ﾏeﾏHeヴship ┘ould sooﾐ lead to 
serious internal dissonance on key policy issues (Careless, 2010). The CAB had started to 

fracture from within as a result of the fee-for-carriage issue that saw conventional broadcasters 

demand payment from the cable and satellite distributors for the right to carry over-the-air 

television signals (Canadian Press, 2010). The public nature of the dispute through a series of tv 

attaIk ads oﾐ the t┘o sides of the issue さdestヴo┞ed ┘hate┗eヴ little Ioﾐseﾐsus ┘as left iﾐ the 
CABざ (Careless, 2010) The broadcasters, for the first time in recent history in a major policy 

hearing on conventional television, and certainly in stark contrast to their approach to the 1999 

Television Policy, did not present a united position or consensus on regulatory reform. With a 

well researched and submission from the unions and the CFTPA that included a comprehensive 

set of ヴeIoﾏﾏeﾐdatioﾐs fヴoﾏ Caﾐadaげs leadiﾐg e┝peヴt oﾐ HヴoadIastiﾐg ヴegulatioﾐ, aﾐd ﾐo 
unified equivalent from the broadcasters,

38
 the Commission was of the view they had 

considerable discretion as to how to determine the best way to proceed with policy reform 

(Arpin, 2010). 

                                                
38

 For an overview of the diversity of issues and recommendations presented by the broadcaster ownership 

groups, see CRTC 2010-167. 
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Aligning labour interests and national interests – the 2010 Broadcasting Regulatory Policy 

On March 22, 2010, the CRTC issued its Broadcasting Regulatory Policy for a group-based 

approach to the licensing of private television services (CRTC, 2010a). The new policy is a 

significant development in Canadian broadcasting regulation for two reasons. First, it signals a 

marked policy shift away from the deregulatory approach of the 1999 Television Policy toward 

a (return to a) strong regulatory emphasis on support for content creation, and in particular, 

Canadian dramatic programming. Second, in contrast to the degree to which the unions 

considered the 1999 Television PoliI┞ deIisioﾐ to He a さdefeat,ざ the ヲヰヱヰ BヴoadIastiﾐg 
‘egulatoヴ┞ PoliI┞ ヴepヴeseﾐts a poliI┞ ┗iItoヴ┞ foヴ the uﾐioﾐs, ヴefleIted H┞ the C‘TCげs ヴatioﾐale 
foヴ the shift as ┘ell as the paヴtial adoptioﾐ of poliI┞ iﾐstヴuﾏeﾐts that ヴefleIt the uﾐioﾐsげ poliI┞ 
proposals. 

 

The ヲヰヱヰ BヴoadIastiﾐg PoliI┞ ヴefleIts a Ioﾐtiﾐuatioﾐ of the C‘TCげs ヴelatioﾐship ┘ith 
broadcasters as its primary clients, and takes into account the changing landscape of the 

broadcasting industry in terms of ownership consolidation, digital broadcasting and new 

distribution platforms as competition to conventional broadcasting models. Its response to the 

changing industrial landscape is to provide broadcasters with regulatory flexibility through a 

group-based approach to licensing. The CRTC argues group licencing will allow broadcasters, 

さgヴeateヴ fle┝iHilit┞ iﾐ the alloIatioﾐ of ヴesouヴIes aﾏoﾐgst theiヴ ┗aヴious tele┗isioﾐ platfoヴﾏsざ 

(CRTC, 2010a, para. 26). However, the Commission is clear in its determinations around the 

overall vitality of the broadcasting system as being necessarily tied to the health of the 

Ioﾏﾏuﾐities that pヴoduIe the Ioﾐteﾐt. The┞ also diヴeItl┞ liﾐk the uﾐioﾐsげ politiIizatioﾐ of the 
decline in Canadian drama as a key policy problem driving the regulatory review process: 

 
The Canadian broadcasting system will succeed or fail to the degree that Canadian 

creative talent, producers, broadcasters and distributors provide a quality Canadian 

television experience for the viewer. At the heart of this experience is the ability of the 

system to continually create attractive new Canadian programs...a shift in regulatory 

focus from program exhibition to program creation will help to ensure the continued 

presence of Canadian programming options for Canadians, however the broadcasting 

system may evolve (CRTC, 2010a, para. 7, 9). 

 

The Commission notes that various stakeholders, particularly representatives of the 

creative sector, have made a correlation between the removal of conventional television 

spending requirements in the Commission's 1999 Television Policy and a decline in the 

number of Canadian drama productions as well as a sharp rise in the proportion of 

expenditures devoted to non-Canadian programming... Accordingly, the Commission 

examined how a single, group-based CPE requirement could be applied with flexibility to 

allocate expenditures across all platforms of integrated corporate undertakings (CRTC, 

2010a, para. 35). 

 

The 2010 Broadcasting Policy uses two major policy instruments within the new licencing 

approach that had long been proposed by the unions: expenditure requirements for 

conventional broadcasters and a regulatory focus on Canadian dramatic programming. The 
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2010 Broadcasting Regulatory policy introduces a Canadian programming expenditure (CPE) 

requirement on all television services owned by CTV, Rogers and Canwest. It maintains existing 

expenditure requirements for the specialty services, and imposes a new CPE on the 

conventional television stations. Meeting a long standing request of the unions, the CPEs will be 

calculated as a peヴIeﾐtage of pヴe┗ious ┞eaヴげs ヴe┗eﾐues. 39 The 2010 Policy also replaces priority 

pヴogヴaﾏﾏiﾐg ┘ith ヴegulatoヴ┞ ヴeケuiヴeﾏeﾐts Hased oﾐ さpヴogヴaﾏs of ﾐatioﾐal iﾐteヴest.ざ This 
includes a clear focus on dramatic programming, a clear commitment to showcasing Canadian 

Iultuヴal ┘oヴkeヴs, aﾐd a Ileaヴ suIIess foヴ the uﾐioﾐs iﾐ ふヴeぶaligﾐiﾐg theiヴ ﾏeﾏHeヴshipげs laHouヴ 
market and industrial development interests with the broader cultural objectives of the 

Broadcasting Act. 

 
The Commission notes that over 40% of all viewing to English-language television in 

Canada is to drama programs; drama is thus the genre of programming that Canadians 

choose to watch more than all others. Drama programs and documentary programs 

are expensive and difficult to produce, yet are central vehicles for communicating 

Canadian stories and values. In addition, the Commission considers that programs that 

celebrate Canadian creative talent in English Canada, such as The Geminis, The Junos, 

The Giller Prize, The National Aboriginal Achievement Awards, The East Coast Music 

Awards, and The Aboriginal Peoples Choice Music Awards, promote Canadian culture 

and are also of national interest...The Commission has therefore determined that the 

new designation of programs of national interest will consist of programs from 

program categories 7 Drama and comedy and 2(b) Long-form documentary, as well as 

specific Canadian award shows that celebrate Canadian creative talent (CRTC, 2010a, 

para. 70-71). 

 

The Commission outlines that expenditure requirements for programs of national interest will 

be imposed as conditions of licence expenditure at the next licence renewal. This represents a 

significant improvement to the priority programming framework that allowed broadcasters to 

                                                
39

 The CRTC will calculate the group, specialty and conventional CPE expenditures as follows: 

 

It is the Commission's preliminary view that the base spending level for each designated group, as an 

aggregate, should be a minimum of 30% of the group's gross revenues. The Commission considers 

that this is an appropriate level given the record of the groups' actual spending on Canadian 

programming in the years 2007, 2008 and 2009, and given the Commission's intention not to impose, 

at this time, additional obligations on the groups beyond their recent historical expenditures. 

 

In order to establish the appropriate CPE for the conventional television services controlled by a 

designated group, the Commission will calculate the dollar amount of the CPE obligations for 

qualifying 6 Category A and Category B specialty services. This amount will be subtracted from the 

dollar amount of the group's 30% CPE obligation. The difference will be the dollar amount of the CPE 

obligation for the conventional television services controlled by the group.  

 

The difference established in the above paragraph, calculated as a percentage of the average of the 

previous three years' gross revenues for the conventional television services, will constitute the CPE 

for the designated group's conventional television services and will be imposed as a condition of 

licence on those services. (Canadian Radio-television and Telecommunications Commission, 2010, 

para 50-52). 
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fill their schedules with low cost programming other than drama. Yet it also represents a partial 

win in terms of what the unions were asking from the CRTC, insofar as the policy replaces 

existing exhibition requirements with expenditure requirements. As the unions had clearly 

articulated in all their submissions, and indeed mirroring the Canadian content framework 

historically, expenditure requirements must work in concert with exhibition requirements in 

order to create shelf space for Canadian programming and support a production industry 

capable of creating high quality Canadian content. The policy further allows licensees to 

attribute their national interest expenditures on any conventional or specialty service within 

the group. Furthermore, the Commission lowered the Canadian content requirements from 

60% to 55% overall, while maintaining a 50% requirement during the evening broadcasting 

period from 6:00pm to midnight. However, with no requirements for scheduling throughout 

the year, the policy allows conventional broadcaster to continue to shoulder Canadian drama in 

low viewing periods while keeping prime viewing slots for foreign drama, and in the process, 

perpetuating the notion that Canadian dramatic programming is both unpopular and 

unprofitable. The unions greeted the 2010 Broadcasting Regulatory Policy with a mixed 

ヴespoﾐse as ヴefleIted iﾐ a Pヴesideﾐtげs Message H┞ ACT‘A Natioﾐal Pヴesideﾐt Feヴﾐe Do┘ﾐe┞: 

CRTC TV Policy: the new score 

Cancon: 2; Broadcasters: 3 

MaヴIh ヲン, ヲヰヱヰ: I a┘aited ┞esteヴda┞げs ﾐe┘ C‘TC TV poliI┞ ┘ith Hated Hヴeath. Teﾐ years 

of action was coming down to one decision that would re-write the rules and hopefully 

bring Canadian TV drama back from death-watch. I was feeling optimistic, but equally 

prepared to launch into a victory dance or a stomp. Turns out I needed to do a bit of 

Hoth. As I ヴead thヴough the doIuﾏeﾐts oﾐliﾐe I ┘as tiIkiﾐg off ouヴ けasksげ oﾐe H┞ oﾐe – 

the CRTC was following our plan almost to a T. Canadian programming expenditures? 

Check. 

A special spending requirement for Canadian drama and comedy? Check. A rule to make 

sure said dramas and comedies appear in our primetime schedules? Hello? Anyone? 

Sadly the CRTC took a pass on this one. Instead of guaranteeing Canadians that they 

would get two hours of scripted programming in prime time each week (a measly two 

out of 18 hours) the regulator gave broadcasters free licence to ship their dramas and 

comedies to their affiliated niche specialty channels. 

Winning two out of three of our asks is definitely a step forward and a testament to the 

efforts of so many of you who helped get our message to the Commission. As recently as 

a year ago, the CRTC Chair Konrad von Finckenstein had suggested that we give up on 

ouヴ idea of ﾏakiﾐg HヴoadIasteヴs speﾐd a peヴIeﾐtage of theiヴ pヴioヴ ┞eaヴげs gヴoss ヴe┗eﾐues 
on scripted programming. But you know what? He listened. He admitted to us last fall 

that the C‘TCげs ヱΓΓΓ TV poliI┞ ┘as a failuヴe, aﾐd he ﾏade soﾏe Hig steps to aHaﾐdoﾐ 
that disastrous policy – thanks, I am sure, to our efforts and those of our partners in this 

fight – the WGC, DGC and CFTPA. 

The missing piece of the new policy, however, is a big concern. By not telling the 

broadcasters that they have to air a specific amount of scripted Canadian programming 
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in prime time on their conventional stations, the CRTC has once again left us けhopiﾐgげ it 
┘ill happeﾐ. But ┘eげ┗e seeﾐ tiﾏe aﾐd tiﾏe agaiﾐ, ┘heﾐ HヴoadIasteヴs aヴeﾐげt told to do 
something – the┞ doﾐげt. 

Luckily, we will have a last kick at the can. The CRTC will look at each corporate 

broadcasting group when their licences are renewed in the spring of 2011 and will issue 

specific details and requirements for each. Weげll He theヴe iﾐ full foヴIe pヴessiﾐg foヴ 
requirements to make broadcasters make room for our stories in prime time and to stop 

feeding us that steady diet of made-in-the-U.S. programming. 

“o ヴatheヴ thaﾐ daﾐIe oヴ stoﾏp, Iげﾏ lookiﾐg at the ﾐe┘ TV poliI┞ ﾏeヴel┞ as さthe flooヴざ 
and when we get to licence renewals, we will push – hard. 

In solidarity, 

Ferne Downey (Downey, 2010) 

Analysis and conclusion 

A labour-based analysis of what the unions successfully politicized as the けCrisis in Canadian 

Dramaげ allows us to clearly see how policy outcomes are not the product of a linear causal 

chain, but rather a part of an iterative loop involving the power relations within networks; 

actor interactions, strategies, and resources; and the role of ideas and discourse. The output of 

the policy review process – the 1999 Television Policy – reflected the broader political 

environment that emphasized deregulation and market-based policy rationales. The power 

structures within the policy network favoured the broadcasters; this was reinforced by the 

coordinated advocacy strategy of the CAB that spoke to the CRTC decision-makers with a clear, 

consistent message. The ヱΓΓΓ Tele┗isioﾐ poliI┞ ヴefleIts the CABげs suIIess iﾐ aligﾐiﾐg theiヴ 
ﾏeﾏHeヴげs iﾐteヴests ┘ith puHliI poliI┞ oHjeIti┗es.  

 

The 1999 Television policy had a major impact on Canadian English-language television 

production labour markets, producing a sharp decline in the amount of good work that is also a 

key source of employment for many Canadian cultural workers. The labour market shifts, 

produced by the new policy regime, shaped the policy advocacy strategies of the unions. By 

pooling resources, coordinating messages and drawing on the respective strengths of each of 

their organizations through the formation of the CCAU, the unions were able to succeed in 

putting the decline of drama on the political agenda as a major policy issue for the CRTC. The 

coalition strategy allowed the CCAU to hire leading experts and publish comprehensive reports 

that unequivocally linked the 1999 Television policy with a decline in dramatic production. A 

IヴitiIal faItoヴ iﾐ the CCAUげ“ suIIess ┘as theiヴ aHilit┞ to gaiﾐ politiIal tヴaction by shifting the 

discursive framing of the regulatory approach. Through clearly and consistently connecting a 

decline in Canadian drama with the cultural development objectives of the Broadcasting Act, 

the CCAU was able to realign public policy objectives with the labour markets interests of their 

members. This realignment was possible in large part due to the degree to which cultural 

development objectives in the Broadcasting Act are highly institutionalized ideas in 
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broadcasting policy networks tied to the long policy history of the Canadian content policy 

framework.  

 

Lookiﾐg at the tヴajeItoヴ┞ of the uﾐioﾐsげ poliI┞ ad┗oIaI┞ o┗eヴ a teﾐ ┞eaヴ peヴiod allo┘s us to 
examine how broader political economic changes and changes within the policy network 

impacted the uﾐioﾐsげ ad┗oIaI┞ stヴategies aﾐd the poliI┞ outIoﾏe. A leadeヴship Ihaﾐge at the 
CRTC intensified the pace of the policy environment. This was exacerbated by the 2008 

financial crisis and a decline in broadcaster advertising revenues. These two factors interacted 

to expand the range of policy issues on the agenda, placing considerable strain on the relatively 

limited policy resources of the unions. Eventually, the consensus based model of the CCAU was 

unable to effectively respond to the rapid pace of the policy environment at the CRTC in a 

timely fashion. Declining investment in local programming required the CEP to divert its policy 

resources from the issue of dramatic programming in the independent production sector, 

where a small percentage of their members work, to advocacy on local news programming, 

where a much larger percentage of their media members are concentrated. Without 

meaningful support from the national office, NABET 700-CEP felt it was best to concentrate 

their limited policy resources to influencing policy at the provincial level through FilmOntario, 

as will be discussed in detail in the following chapter. 

 

The dissolution of the CAB also played a critical role on this policy file. As Michel Arpin notes, 

despite some inconsistencies in the presentation of the complex set of recommendations the 

production community put forth in the 2009 policy review, the unions and the CFTPA 

presented a much more unified position than the broadcasters. Arpin, himself a former CAB 

Chair, openly noted that the HヴoadIasteヴs pヴeseﾐtatioﾐ of さfaヴ fヴoﾏ Ioﾐseﾐsualざ positioﾐs 
weakened their impact on the policy process and put the power firmly in the hands of the 

CRTC to determine what is best for the Canadian broadcasting system as a whole (M. Arpin, 

personal communication, February 19, 2010). The C‘TCげs deIisioﾐ to ヴeiﾐtヴoduIe e┝peﾐdituヴe 
requirements as a percentage of revenue shows the CRTC again considers that investing in 

Canadian drama and, by extension, key creative talent, is an essential element of the overall 

health of the broadcasting system.  

 

The C‘TC ﾐo┘ ヴegulaヴl┞ ヴefeヴeﾐIes the さIヴeati┗e Ioﾏﾏuﾐit┞ざ iﾐ poliI┞ Ioﾐsultatioﾐ pヴoIesses 
as well as policy rationales, yet who is included in this community has important implications 

for the representation and articulation of interests in policy processes and the ways in which 

Iultuヴal poliI┞ is uﾐdeヴstood as a foヴﾏ of laHouヴ ﾏaヴket ヴegulatioﾐ. The C‘TCげs さIヴeati┗e 
Ioﾏﾏuﾐit┞ざ ヴefeヴs to ACT‘A, the WGC, the DGC aﾐd the CFTPA as iﾏpoヴtaﾐt stakeholdeヴs iﾐ 
the broadcasting policy network. This means that the labour market interests of actors, writers, 

directors and producers are represented in policy processes. The diverse nature of the DGC 

membership means the interests of their members in the art department, assistant directors, 

locations, accounting, production office, and editorial departments also have a voice at the 

policy level. By advocating specifically for dramatic series production, the unions are cultivating 

investment in what are relatively good jobs in a highly precarious employment landscape. The 

political advocacy of the DGC, ACTRA and WGC in particular play a very important role in 

protecting the labour market interests of all film and television workers in Canada, not just 
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those of their members. A strong Canadian English-language television production sector 

benefits all workers in the film and television industry by providing an alternative source of 

employment to the foreign service sector, which can be quite volatile.  

  

Significantly, the interests of technicians through IATSE and CEP locals in the independent 

pヴoduItioﾐ seItoヴ aヴe ﾐot ヴepヴeseﾐted at the poliI┞ le┗el, ﾐoヴ Ioﾐsideヴed as paヴt of the C‘TCげs 
さIヴeati┗e Ioﾏﾏuﾐit┞ざ. This is pヴoHleﾏatiI foヴ t┘o ﾏaiﾐ ヴeasoﾐs. Fiヴst, the o┗eヴall health of the 

independent production sector remains tied to the Canadian broadcasting regulatory 

framework. U.S. foreign service production is attracted to Canada in part because of the deep 

and highly skilled pool of labour as a whole. Second, it is precisely because the Canadian 

English-language television production sector represents an alternative source of employment 

to the volatile foreign service sector that technicians unions should be strong advocates for a 

robust Canadian production industry. While IATSE ma┞ Ioﾐsideヴ the CCAUげs e┝Ilusi┗e foIus oﾐ 
Caﾐadiaﾐ pヴoduItioﾐ to He ﾏ┞opiI, the saﾏe Iaﾐ He said of the IAT“Eげs deIisioﾐ ﾐot to eﾐgage 
in policy advocacy for the Canadian television production industry. The technicians, and IATSE 

technicians in particular, represent the largest group of cultural workers in the Canadian film 

aﾐd tele┗isioﾐ pヴoduItioﾐ seItoヴ. IAT“Eげs oヴgaﾐizatioﾐal foIus oﾐ iﾐdustヴial aﾐd eIoﾐoﾏiI 
models, with a dismissive attitude toward the cultural nationalism arguments offered by the 

WGC, ACTRA and DGC reflects a lack of understanding about the relationship between the 

cultural development objectives of the Broadcasting Act and the labour market interests of 

cultural workers. This is not to argue that their labour colleagues are necessarily courting the 

IAT“E to joiﾐ theﾏ as poliI┞ ad┗oIates. IAT“Eげs laIk of Iultuヴal poliI┞ e┝peヴtise aﾐd oppositioﾐal 
stance to that of their labour colleagues is fully reflected in their position on foreign ownership 

of the Canadian broadcasting sector: 

 
During the [2011 federal] election, the Conservative Party floated the idea of loosening the 

restrictions on foreign ownership in the telecommunications sector and by inference, in the 

broadcasting sector. The prevailing wisdom for some is that foreign ownership of 

broadcasters means less money will be spent on Canadian programming. Other unions and 

guilds which operate in the entertainment industry have for years argued that foreign 

ownership of broadcasters will have a detrimental impact on Canadian culture as it will 

ヴesult iﾐ fe┘eヴ さCaﾐadiaﾐ stoヴies Heiﾐg told H┞ Caﾐadiaﾐsざ. This aヴguﾏeﾐt Ioﾏpletel┞ 
ignores the existence of Canadian Content (CanCon) requirements, which are imposed by 

the CRTC. Foreign ownership in the telecommunication and broadcast sectors will become a 

major public policy debate during the upcoming term of the Conservative Majority 

government. The IATSE will take an active role in researching the issues and expressing a 

view that is supportive of our members even if that position runs contrary to the self-

proclaimed voices of Canadian Culture. Our members deserve nothing less (IATSE, 2011b, p. 

10). 
10 O f 

IATSEげs position is particularly puzzling and troubling given that outside of Toronto, Vancouver 

and Montreal, IATSE is the only technicians union representing cultural workers, including those 

on Canadian English-language television productions. Furthermore, there have been recent and 

concerted efforts by IATSE locals in major labour markets, and particularly in Toronto, to get a 
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larger share of the work in the Canadian production sector (J. Lewis, personal communication, 

December 3, 2009). 

 

In chapter two, I argued that the discourses of creativity as embedded in the creative economy 

have provided political space for cultural workers to advance their interests as the policy level. 

However, as I note, this can be problematic, as the creative economy is conceptually focused on 

economic development as its primary goal, often at the expense of a broader conceptualization 

of the value of cultural production in relation to social and cultural development objectives. The 

1999 Television Policy is an excellent example of the ways in which the capital accumulation 

interests of broadcasters, through the market logic of regulatory flexibility, became conflated 

with the public interests objectives of the Broadcasting Act. However, when we apply a labour-

based analysis to this policy file, we can see how the unions were able to subvert the discourses 

of the creative economy through the political space that the creative economy provides cultural 

workers. 

 

My research shows the unions, through invoking cultural discourses to protect their industrial 

interests, play a critical role in protecting the public service objectives of the Broadcasting Act. 

The Canadian content policy framework positions cultural workers as the objects of policy 

through defining Canadian content as that which is made by Canadians in key creative 

positions. A labour-based analysis contributes to an understanding of Canadian cultural policy 

as labour market regulation by arguing that unions, as policy actors, are much more than 

cultural nationalists who function as defenders of public service broadcasting model, or self-

interested interveners who push an industrial development approach to cultural policy. They 

are, in a sense, both. The unions need to protect and cultivate Canadian English-language 

tele┗isioﾐ pヴoduItioﾐ laHouヴ ﾏaヴkets aﾐd theiヴ ﾏeﾏHeヴsげ iﾐteヴests iﾐ the faIe of stヴoﾐg ﾏaヴket 
disincentives to produce original domestic dramatic programming. Unions are, by necessity, 

major stakeholders in broadcasting policy networks who will necessarily defend the public 

interest objectives of the Broadcasting Act that provides the legislative foundation for the 

Canadian content policy framework. If left to the market, Canadian drama would not exist in 

any meaningful way. If there is no work, Canadian English-language television production 

labour markets will lose critical capacity. Clearly, cultural and industrial objectives are not only 

related, but mutually constitutive, and cultural workers are both objects and agents of cultural 

policy. 
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Chapter 5: (Dis)counting Canucks: unions, industry associations and provincial film and 

television tax credits in Ontario and Nova Scotia 

What kind of job you have – director, actor, writer, production designer, grip – shapes whether 

you make a living by working on Canadian content, U.S. foreign service production, or both. As 

a cultural worker, where you live also shapes your career in film and television production. 

Keeping with historical trends, in 2010, 66% of all English-language independent film and 

television production was filmed in Ontario and British Columbia. By contrast, the total 

production volume for Alberta, Nova Scotia and Manitoba was worth a combined total of only 

6% (Canadian Media Production Association, 2010). Film and television labour markets across 

Caﾐada aヴe IoﾐIeﾐtヴated iﾐ the pヴo┗iﾐIesげ uヴHaﾐ Ieﾐtヴes. The Eﾐglish-language film and 

television production sector in Canada is dominated by Toronto and Vancouver as the two 

major production centres, supported by much smaller regional production centres, such as 

Winnipeg, Calgary and Halifax, across the rest of the country. It is in these urban centres where 

most cultural workers live and spend much of their working lives (Conference Board of Canada, 

2010). In view of that, my analysis now turns to an examination of the ways in which cultural 

policy for the film and television industry interacts with cultural workers at the local level. 

The cultural policy that has the most impact on local film and television production markets is 

the provincial film and television tax credit regime.40 Studying provincial tax credits also 

contributes to developing a larger body of scholarship on the increasingly important role of 

cultural policy at the sub-national level, and in particular, to the ascendency of the creative 

economy as a regional economic development strategy. A labour-based analysis of the film and 

television tax credits, as a prominent policy feature of the creative economy at the provincial 

level, allows for an understanding of the impact of the tax credits that drills down on the actual 

conditions of work in the film and television industry. It brings into sharp focus how the 

discourse of creativity limits the range of issues that are considered as policy problems. A 

labour-based analysis of the tax credit regime also reveals the challenges the unions face in 

advancing their members interests at the policy level; and how those challenges are produced, 

in large part, by the hypermobility of capital and intense intra- and international competition 

that the tax credit regime produces. 

As introduced in chapter three, the film and television tax credit regime plays a critical role in 

determining where a production will be filmed. Tax credits are particularly relevant useful for 

the purposes of a labour-based analysis of cultural policy because, as in the case of Canadian 

content regulations, cultural workers are the objects of the policy instrument. Tax credits 

subsidize the wages of cultural workers, and in doing so, stimulate their employment in 

substantial numbers. This is what I refer to as (dis)counting. The (dis)counting of cultural 

                                                
40 Provincial film and television production tax credits offer significantly higher indirect subsidies than the federal 

tax credit. The federal tax credit is also calculated as a proportion of labour costs after the provincial tax credits 

have been calculated, significantly diminishing their ┗alue. This is kﾐo┘ﾐ as さthe gヴiﾐdざ iﾐ the iﾐdustヴ┞. 
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workers in the tax credit regime speaks directly to the logic of the creative economy by 

privileging business interests through substantial public subsidy of domestic and foreign private 

sector production companies. In doing so, the go┗eヴﾐﾏeﾐt is peヴIei┗ed to He Iヴeatiﾐg, さIleaﾐ, 
knowledge intensive jobs and bringing additional benefits to the economy in the form of 

multiplier effects, audio-visual trade and spin-off Heﾐefits iﾐ teヴﾏs of touヴisﾏ aﾐd iﾏageざ 
(Christopherson & Rightor, 2010, p. 336).  

The scholarship of economic geographers, in particular, has made a significant contribution to 

our understanding of the dynamics between capital and labour in the film and television 

production industry, highlighting the ways in which the tax credits encourage hypermobility of 

capital, and how this serves to position labour markets, union locals, and workers in direct 

competition with each other for work (Christopherson, 2005, 2006; Coe, 2001; Gasher, 2002; 

Randle & Culkin, 2005; Scott & Pope, 2007). The existing literature generally focuses on the U.S. 

さヴuﾐa┘a┞ pヴoduItioﾐざ pheﾐoﾏeﾐoﾐ, aﾐd Ioﾐseケueﾐtl┞, disIussioﾐs of the Caﾐadiaﾐ e┝peヴieﾐIe 
focus primarily on the Vancouver film and television productioﾐ seItoヴ, as Caﾐadaげs laヴgest 
foreign service production centre. In order to develop a richer understanding of the complex 

relationship that tax credits share with labour markets in the Canadian context, we also need to 

examine the role that tax credits play in the Canadian television production sector and how that 

differs from the role they play in the foreign service sector; the links between federal 

broadcasting regulations and the provincial tax credit regime; and how the implementation of 

tax credits shapes work differently between major and regional production sectors that service 

both Canadian and foreign service production.  

This chapter will build on the existing scholarship, using a labour-based analysis to examine how 

the design and implementation of the tax credit regime shapes the quantity and the quality of 

work available to cultural workers in Halifax and Toronto. After analyzing the ways in which the 

tax credits function as a form of labour market regulation at the provincial and local level, I then 

focus on the ways in which unions engage in policy advocacy on the tax credit file. My analysis 

evaluates the associational and discursive strategies the unions use to advance their interests 

within policy networks, how their strategies are related to the power relations between 

industry stakeholder groups and other members of the policy community; and the degree to 

┘hiIh these stヴategies allo┘ uﾐioﾐs to ad┗aﾐIe theiヴ ﾏeﾏHeヴsげ iﾐteヴests at the poliI┞ le┗el. 

The chapter opens with an explanation of what film and television production tax credits are 

and how they work. I then examine the development of the tax credit regime across Canada, 

and explain the different roles that tax credits play in the foreign service and domestic 

production sectors. Research clearly shows that tax credits have made a positive impact on the 

quantity of work available to unionized cultural workers in Toronto and Halifax. For an industry 

as unpredictable as film and television production, production volume is critical in mitigating 

the precarity that cultural workers face by providing constant opportunities for work, even if 

that work continues to be based on short-term freelance contracts with no employment or 

income security. This is a large reason why the unions are strong supporters of the tax credit 

regime. However, the tax credit regime also creates unintended consequences for cultural 

workers. Based on in-depth interviews with union leaders in Toronto and Halifax, I explain three 
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key ways in which the implementation of the provincial tax credit regime in Canada has 

negatively impacted the quality of work in the independent film and television production 

sector.  

First, while the tax credits have had a positive impact on total production volume, provincial 

residency requirements inhibit worker mobility between labour markets. Due to the 

comparatively small size of the Halifax film and television production labour market, inhibiting 

worker mobility between provinces poses problems for the long-term development of the 

production community in the Atlantic region in particular. Second, the regional bonuses that 

offer independent producers an additional discount on labour for shooting outside major urban 

centres create dangerous conditions of forced commuting for workers who already work 

excessive hours. Third, the competition produced by the provincial tax credit regime further 

intensifies precarity for cultural workers by exerting downward pressure on labour power and 

collective bargaining, and exacerbating pressures for cultural workers to self-exploit.  

Having established that the (dis)counting of cultural labour in the tax credit regime is both 

important and problematic for Canadian film and television workers and their unions, I proceed 

to examine the role that the unions play in the ongoing development of the tax credits in 

Ontario and Nova Scotia. Unions are relatively new political players in provincial film and 

television policy networks, with their activities as policy actors largely tied to the increasing 

importance of the provincial tax credits in shaping the quantity and quality of work in local 

labour markets. The unions in Halifax and Toronto engage in policy advocacy primarily through 

industry associations, FilmOntario and the Nova Scotia Motion Picture Industry Association 

(NSMPIA). In foregrounding the interests of cultural workers in my analysis, I focus on the role 

that unions played in the formation and political strategies of FilmOntario and the NSMPIA. My 

research reveals that the unions played a critical leadership role in the formation of both of the 

industry associations. As with the tax credits, the industry association strategy is both 

important and problematic for the unions as policy actors.  

In both case studies the unions decided to adopt the discourses of the creative economy 

through aligning the interests of cultural workers with those of the producers. In both cases, 

the foヴﾏatioﾐ of the iﾐdustヴ┞ assoIiatioﾐs ヴepヴeseﾐts laHouヴげs iﾐteﾐtioﾐ, aloﾐg ┘ith theiヴ 
industry association partners, to gain direct access and develop a dialog with key policy 

decision-makers. The size of the production industry, and the resources the unions brought to 

Film Ontario, were key factors in the success that FilmOntario has had in their goal to establish 

themselves as a key policy stakeholder group that actively participates and influences the 

policymaking process. The much smaller size of the production community in Nova Scotia, and 

the concentration of industry power in the Film Nova Scotia office, created a chilling effect on 

the political will of the producers to boldly disrupt existing power relations within policy 

networks. This resulted in NSMPIA being a largely ineffective industry association as policy 

advocates. Comparing the two cases shows that union participation in these industry 

associations is not a particularly effective advocacy strategy. Adopting the discourses of the 

creative economy largely works to silence the labour specific issues at the policy level, and does 
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little to further the standing of unions as key stakeholders in provincial film and television policy 

networks 

Counting Canucks, Part Two: Film and television production tax credit 

Acknowledging the nature of film and television production as a labour-intensive industry, 

Canada was an international pioneer in developing labour tax credits. Tax credits provide 

independent producers with indirect subsidies on the labour-related production costs for the 

domestic and foreign service production sector. In broad terms, film and television production 

tax credits allow a production company to write off a specified percentage of the salaries and 

wages spent on a particular production. That figure is applied against the corporate tax payable 

and the balance is paid to the production company. As film and television production is largely 

expenditure driven with few taxes owing as a result of the production process, the tax credit 

refunds provide a substantial indirect subsidy to the production industry.  

 

Tax credits are designed as an industrial development tool. In the context of the creative 

economy, provincial film and television tax credits are justified in terms of their job creation 

capacity, as well as the economic impact they have on a region. Public investments of over 

$100,000,000 per year (in the case of Ontario) are rationalized using economic multiplier 

models that calculate the effect of the tax credits to be two to three times the amount of the 

public investment (Davis & Kaye, 2010; Intervistas Consulting, 2005; Nordicity Group, in 

association with Duopoly Inc., 2004). The Ontario Media Development Corporation claims that 

さ$ヱ.ヲヶ Hillioﾐ iﾐ pヴoduItioﾐ aIti┗it┞ aIIouﾐted foヴ alﾏost ンヰ,ヰヰヰ full-time direct and spin-off 

joHs, aﾐd that さe┗eヴ┞ ﾏillioﾐ dollaヴs of filﾏ aﾐd TV pヴoduItioﾐ iﾐ Oﾐtaヴio geﾐeヴates 23 full-time 

direct and spin-off joHsざ (OMDC, 2012). As I noted in chapter three, the ability of the tax credits 

to stimulate long-term economic development and investment is coming under increasing 

scrutiny by policymakers. In their detailed analysis of the claims made with regard to the tax 

credits as economic development and job creation instruments, Christopherson and Rightor 

argue, 
 

Detailed information about production company expenditures during the shooting 

phase is critical to a credible examination of the impact of subsidies on the economies 

of states offering tax incentives. This should include specifics on the people employed 

and the products or services purchased, where those people or producers or services 

originated, how much time individual cast or crew members worked, how much they 

were paid, and where they reside (and spend their paychecks or pay taxes other than 

the state tax on that income). 

 

Even as subsidy programs have proliferated, this vital information is rarely, if ever, made 

publicly available. As a consequence, there is scant analysis of the economic impact of 

subsidies based on real numbers. Thus, assertions of the efficacy of subsidy programs as 

an economic development tool remain speculation (Christopherson & Rightor, 2010, p. 

349). 
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Important for our purposes here is the degree to which industry stakeholders promote the use 

of tax credits as an industrial development strategy. As I discuss in detail below, tax credits are 

a determining factor in attracting foreign service production, and critical elements in the 

financing strategies of Canadian content producers. At the political level, this has resulted in 

independent producers and unions (along with other industry stakeholders, such as post-

production facilities, studio operators, and equipment suppliers) collectively advocating for a 

competitive tax credit program in jurisdictions across Canada. The unions are strong supporters 

of the tax credits because, similar to the Canadian content policy framework, the tax credit 

regime directly ties the development of the film and television production industry to the 

employment of on and off screen cultural workers. Before we move to a discussion of the ways 

in which the tax credits function as labour market regulation for unionized cultural workers in 

Toronto and Halifax, it is first important to understand their history and key characteristics. 

Federal labour tax credits 

The federal government introduced the Canadian Film or Video Production Tax Credit (CPTC) in 

1995 to replace the film and television industry tax shelter program, the Capital Cost Allowance. 

The CPTC is the largest single federal government program devoted to stimulating the 

production of Canadian films and television programs. The latest program evaluation reports 

that in 2005-2006 the CPTC provided approximately $185M in financial support to Canadian 

production companies (Office of the Chief Audit and Evaluation Executive, 2008, p. 33). The 

objective of the CPTC is to encourage Canadian programming and to develop an active 

independent production sector by providing a 25% tax credit on qualified labour expenditures 

up to 15% of total cost of production (Office of the Chief Audit and Evaluation Executive, 2008). 

Jointly administered by Revenue Canada and the Canadian Audio-Visual Certification Office 

(CAVCO), the CPTC is only available to productions that meet a minimum number of Canadian 

content points. In determining eligibility for the CPTC, CAVCO uses the points system that was 

originally developed as part of the administration of the Capital Cost Allowance in 1974, and 

which was also adopted by the CRTC as part of its Canadian content regulations in 1983 as 

discussed in chapter four. In order to qualify for the CPTC, productions must meet six out of the 

possible ten points, three of which must include the director, screenwriter and one of the two 

lead performers. Additionally, at least 75% of the remuneration for all production costs and 

services must be paid to Canadians,41 and at least 75% of all costs for processing, post-

production and final preparation of the production must be incurred for services provided in 

Canada. The CPTC works within the broader Canadian content policy framework described in 

chapter four by supporting under-represented program categories such as drama, variety and 

Ihildヴeﾐげs pヴogヴaﾏﾏiﾐg. AIIoヴdiﾐgl┞, Ieヴtaiﾐ geﾐヴes suIh as ﾐe┘s, gaﾏe sho┘s, spoヴts e┗ents, 

                                                
41

 The term "Canadian" is defined as a person who is, at all relevant times, a Canadian citizen as defined in the 

Citizenship Act, a permanent resident within the meaning assigned by the Immigration and Refugee Protection Act 

(2001), or a corporation that is Canadian-controlled, as determined for the purposes of sections 26 to 28 of the 

Investment Canada Act (Canadian Audio-Visual Certification Office, 2009). 
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and reality television are not eligible to apply for support under the CPTC (Canadian Audio-

Visual Certification Office, 2009).42 

 

In 1997, the federal government introduced the Film or Video Production Services Tax Credit 

(PSTC), the first Canadian cultural policy measure specifically targeting foreign service (read: 

U.S.) production sector. The PSTC is designed to attract foreign location shooting to Canada and 

to encourage the use of Canadian labour on these productions by offering a tax credit equal to 

sixteen percent of the salary and wages paid to Canadian residents, with no cap on the amount 

that can be claimed (Office of the Chief Audit and Evaluation Executive, 2008, p. 27). The PSTC 

does not use the points system, but, in keeping with the general policy support for the 

independent production sector, it does list the same genre exclusions as the CPTC. 

Provincial labour tax credits 

In 1995, Nova Scotia was the first province to roll out a labour tax program in the English-

language film and television production sector (Nordicity Group, in association with Duopoly 

Inc., 2004).43 Since that time, all other nine provinces have rolled out tax credit programs that 

target labour expenditures as a means to promote their regions as competitive film and 

tele┗isioﾐ pヴoduItioﾐ Ieﾐtヴes. Theヴe ha┗e Heeﾐ peヴiods of a けta┝ Iヴedit ヴaIeげ Het┘eeﾐ the 
provinces, most notably in 2004, 2007 and 2009 where provinces raise tax credit limits in order 

to gain or maintain a competitive advantage with other jurisdictions.  

 

True comparisons between tax credit programs are difficult. Some provinces have a ceiling on 

the total dollar amount that can be claimed. Some provinces, such as Manitoba and Nova 

Scotia, run frequent filming bonus programs, Ontario offers a first time filming bonus, BC offers 

a training incentive, and Saskatchewan offers a key creative positions bonus. Many provinces 

also operate complementary digital media, animation, and visual effects tax credit incentives 

(PricewaterhouseCoopers, 2011). Only Ontario, British Columbia, and Quebec, with Toronto, 

Vancouver, aﾐd Moﾐtヴeal as Caﾐadaげs ﾏajoヴ pヴoduItioﾐ Ieﾐtヴes, ha┗e stヴuItuヴed theiヴ ta┝ 

credits programs to mirror the federal framework by offering separate programs for Canadian 

content and foreign service productions. This reflects the intense competition between these 

production centres for work; when Ontario developed its tax credit programs to reflect the 

federal programs, BC followed suit shortly thereafter (Esau, 2007). The intense competition 

between the rest of the provinces for the proportionally small remainder of the production 

volume is reflected by tax credit programs that do not distinguish between Canadian and 

foreign service production. Overall, the general baselines and regional production bonuses are 

                                                
42

 CAVCO lists the following genres as ineligible for the tax credit program: さnews, current events or public affairs 

programming, or a programme that includes weather or market reports; talk show; production in respect of a 

game, questionnaire or contest (other than a production directed primarily at minors); sports event or activity; 

gala presentation or an awards show; production that solicits funds; reality television; pornography; advertising; 

production produced primarily for industrial, corporate or institutional purposes; production, other than a 

documentary, all or substantially all of which consists of stock footageざ (CAVCO, 2009). 
43

 Quebec introduced a provincial film and video tax credit in 1991 (Nordicity Group 2004), which served as the 

template for the CPTC (source). 
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understood in the industry as having the most impact on a regioﾐげs Ioﾏpetiti┗eﾐess iﾐ the filﾏ 
and television production sector. General baselines for provincial film and video tax credit 

incentives, as of April 2012, are listed in Table 5.1. 

 

Table 5.1 – Provincial film and television production tax credits in Canada, as of April 2012 

 

PROVINCE TAX CREDIT REGIONAL BONUS 

Alberta 20-29% all spend44  

British Columbia 35% labour - Canadian content 

 

33% labour - foreign service 

12.5% outside Vancouver 

6% distant location 

6% outside Vancouver 

6% distant location 

Manitoba 30% all spend  

Newfoundland and Labrador 40% labour  

New Brunswick 25-30% of eligible expenditures  

Nova Scotia 50% labour  

 

10% outside Halifax 

Nunavut 17-30% all spend  

Ontario 35% labour - Canadian content 

25% all spend – foreign service 

10% outside GTA 

No regional bonus 

Quebec Canadian content45 

35%-45% labour 

10-20% outside Montreal 

Saskatchewan 45% labour 5% outside Saskatoon or 

Regina 

Yukon 25% all spend  

 

Tax credits and Canadian content 

Tax credits play different roles in the Canadian content and foreign service production sectors. 

They are a crucial part of the financing structure for Canadian content productions, worth 27% 

of total financing in 2009/10 (Canadian Media Production Association, 2010). This is particularly 

relevant in light of the fact that Canadian broadcasters pay some of the lowest licence fees 

across Western industrialized countries. In the U.S. and the UK, broadcaster licence fees for 

programming range between 70-80% of production budgets. By comparison, the portion of 

broadcaster licence fees paid to Canadian independent producers as a percentage of total 

production financing dropped from 34% in 2008/09 to 30% in 2009/10 (Canadian Media 

                                                
44

 The Alberta Multimedia Development Fund operates as a non-recoupable grant. 
45

 QueHeIげs ta┝ Iヴedits use the SODEC points system which is similar in substance and structure to the Canadian 

content points system used by CAVCO and the CRTC. For details, see 

http://www.sodec.gouv.qc.ca/fr/programme/route/cinema. 
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Production Association, 2010, p. 44).46 Tax credits therefore play a critical role in supporting 

Canadian cultural workers by defining Canadian content through the employment of Canadian 

cultural workers, and by financing their payroll.  

Tax credits and foreign service production 

As noted in chapter three, tax credits play a critical role in attracting foreign service work to a 

region, with U.S. studios dedicating entire departments to tax credit analysis. The Canadian tax 

Iヴedit ヴegiﾏeげs suIIess iﾐ attヴaItiﾐg U.S. studio work was a central feature in the international 

deHate o┗eヴ ヴuﾐa┘a┞ pヴoduItioﾐ iﾐ the late ヱΓΓヰs aﾐd eaヴl┞ ヲヰヰヰげs. The 1999 Monitor Report 

on U.S. Runaway Film and Television commissioned by the Screen Actors Guild and the 

Directors Guild of America charged the Canadian film and television production sector with 

siphoning jobs that belong in the U.S. (Monitor, 1999). U.S. laHouヴげs Iaﾏpaigﾐ oﾐ ヴuﾐa┘a┞ 
production encouraged a wave of state incentives across the U.S. designed to stimulate local 

production levels (Department of Canadian Heritage, 2005; Monitor, 1999). As the number of 

U.S. jurisdictions offering film and television tax credit programs increased, tax credit けracesげ 
intensified producing ever more generous incentives to attract work into specific regions. This 

occurred at the same time that the Canadian dollar appreciated considerably. Figure 5.1 

reflects the impact of the tax credit system, which was fully implemented across Canada by 

2000, as well as the degree to which the foreign service production sector is vulnerable to shifts 

in international exchange rates and competition from other international jurisdictions.  

 

Figure 5.1 - Total volume of foreign service production in Canada, 1994-2010 

    
Source: (Canadian Film and Television Production Association, 2005, 2007; Canadian Media Production 

Association, 2010;) 

                                                
46

 The remainder of financing is sourced from a mix of Canadian Television Fund monies, broadcaster equity 

investments, funding from independent production funds, as well as contributions from Canadian and foreign 

distributors (Canadian Media Production Association, 2010). 
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It is important to note that the foreign service production sector in Canada also benefits from 

changes to the international tax credit regime. With over forty American states, in addition to 

countries in Europe, Australia, the Caribbean, Asia Pacific, the Middle East and Central America 

using film and television production tax incentives to compete with each other to attract highly 

mobile capital, the value of these policy instruments as tools of economic development is 

increasingly under scrutiny (Entertainment Partners, 2011; Huffstutter & Verrier, 2009). As the 

global economic decline sees local, regional and federal governments closely examining their 

bottom lines, an increasing number of states across the U.S. are scaling back or outright 

cancelling their film and television production tax incentives (Huffstutter & Verrier, 2009; 

Weiner, 2009). During the early periods of retrenchment across the U.S., particularly at a time 

when the Canadian dollar was trading above par, provincial governments reinforced their 

commitment to the film and television production tax credit regime. In the spring of 2009 

Quebec announced they were expanding their production services tax credits for foreign 

production from a labour tax credit to a tax credit on total production spend – a move that was 

matched by Ontario ten days later. Ontario also eliminated the sunset clause on the tax credits 

iﾐ ヲヰヰΓ seﾐdiﾐg a ﾏessage of さpヴediItaHilit┞ aﾐd staHilit┞ざ to doﾏestiI aﾐd iﾐteヴﾐatioﾐal 
producers (Ontario Ministry of Finance, 2010). Worth noting is that British Columbia, as the 

third major production centre in Canada, has as of 2012 not followed suit with an けall spendげ 
credit. Many in the BC industry argue this places the province at a marked competitive 

disadvantage with the Ontario and Quebec. Since Ontario surpassed British Columbia in terms 

of total production volume for the first time in 2011 (OMDC 2011a), evidence suggests these 

arguments may have considerable merit. 

 

It is worth noting, however, that the long-term viability of the provincial tax credit regime is 

also under question particularly in the smaller regional production centres. New Brunswick 

cancelled their film and television production tax credit program in March 2011, although 

replaced it with the New Brunswick Multimedia Initiative in November of that same year 

(Government of New Brunswick, 2012). In the March 2012 provincial budget, the government 

of Saskatchewan announced that it was cutting the Saskatchewan Film Employment Tax credit 

program. The program will no longer be accepting applications after July 1, 2012, with all 

funding to be wound down by December 2014.47 Both the New Brunswick and Saskatchewan 

government justified their decisions as fiscally responsible, and expressed strong reservations 

around the ability of the tax credits to promote long-term economic investment in the province 

(The Canadian Press, 2012). Ontario, however, remains firmly committed to the tax credit 

regime. In February 2012, the Ontario provinical government announced a full review of the 

$2.3 billion earmarked for tax credits to Ontario business, based on the the recommendations 

in a sweeping report for the Ontario government by former TD Bank chief economist Don 

Drummond. Liberal Finance Minister Dwight Duncan declared amnesty only for the production 

iﾐdustヴ┞, ┘heﾐ he aﾐﾐouﾐIed さthe oﾐl┞ oﾐes that ┘e ┘oﾐげt touIh aヴe the filﾏ ta┝ Iヴeditsざ 
(Benzie, 2012). 

                                                
47

 The Directors Guild of Canada, ACTRA National and IATSE Local 295, Saskatchewan Motion Picture Technicians, 

swiftly responded with letter writing campaigns and petitions in response to this announcement. 
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The geography of work  

As shown in Figure 5.2 below, the overall volume of work, and the distribution of work in the 

Canadian television and foreign service production sectors, varies considerably between major 

and regional labour markets. Theヴe aヴe a ﾐuﾏHeヴ of faItoヴs that shape a pヴoduItioﾐsげ deIisioﾐ 
to shoot in a particular production centre, including location specific requirements, cast 

preferences, and studio availability. Regional tax credits, and the labour pool on which they are 

based, are the key determinants. If producers want to make use of the tax credits, there needs 

to be an available pool of skilled labour that would qualify for the tax credits. The size and 

experience of the labour pool thus has an interactive relationship with the tax credit regime, 

due to the impact that tax credits have on the quantity and quality of work available in a local 

labour market.  

 

The size and experience of the labour pool both reflect historic production levels and shape the 

competitiveness of a region in attracting future work. As a result of a relatively high and 

consistent volume of work that exposes crews to a wide range of projects, Toronto and 

Vancouver have a large pool of highly skilled, experienced crew with advanced creative and 

technical abilities. In comparison, regional production centres such as Halifax have much lower 

production levels, with considerable fluctuations in the distribution of work over the year. Film 

and television production workers in regional production centres therefore have less exposure 

to different types of projects and a much more precarious relationship to film and television 

labour markets. This produces a labour pool that is much smaller with a depth and breadth of 

experience and skill that is comparatively shallower than that of their colleagues in major 

production centres. I now turn to a labour-based analysis of the impact of tax credits in Ontario 

and Nova Scotia. The research clearly shows that tax credits play an important role not only in 

attracting work to a production centre, but shaping the quality of that work. The quality of work 

has important implications for the size and depth of the labour pool in a production centre, and 

thus, its competitive profile.  
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Figure 5.2 – Canadian independent television and foreign service production by province, 2009/1048 

 

Source: (Canadian Media Production Association, 2010) 

Tax credits in Ontario 

Ontario is, historically, the second largest English language production centre in Canada and the 

largest centre for television production in Canada (OMDC, 2010b). Canadian television series 

production is the leading economic and employment driver. In 2010, keeping with historical 

trends, Canadian television production accounted for 104 of the 162 projects shot in Ontario, 

and contributed $467 million of the total $964 million in total production expenditures (OMDC, 

2010b). Ontario is also a regular destination for foreign service producers. In 2010, there were 

20 feature films, 16 television series and 12 television movies, mini-series, pilots and specials 

shot on location in the province. While the foreign service sector only accounted only 48 of the 

total 230 projects shot in Ontario during 2010, the total production expenditures for the foreign 

service sector accounted for approximately one third of the total production volume, at $318.2 

of $964 million (OMDC, 2011b). 

Ontario offers two main tax credit programs for the film and television production sector that 

target domestic production and foreign service production respectively. The Ontario Film and 

Television Tax Credit (OFTTC) was introduced in the May 1996 budget and implemented in fall 

of 1997 (OMDC, 2011c). Currently, the OFTTC allows independent producers to claim 35% of 

eligible labour expenditures incurred during production. The production must be 

さpヴedoﾏiﾐaﾐtl┞ shot aﾐd posted iﾐ Oﾐtaヴio,ざ ┘ith at least Αヵ% of the total fiﾐal pヴoduItioﾐ 

                                                
48

 The CMPA 2010 Profile report actually lists the foreign service production volume for Alberta, Saskatchewan and 

PEI as さN/A – Data ﾐot a┗ailaHle oヴ suppヴessed foヴ Ioﾐfideﾐtialit┞ざ (Canadian Media Production Association, 2010, 

p. 82). However, foreign service production is not historically a major contributor to production levels in these 

provinces. Of these provinces, Alberta has traditionally had the highest levels, peaking at $57 million in 2000, 

followed closely with $54 million in 2007/08. This likely reflects one, perhaps two major U.S. feature films that shot 

in Alberta for location specific reasons.  
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costs spent in the province. Producers are eligible to claim an additional 10% if they meet the 

eligiHilit┞ ヴeケuiヴeﾏeﾐts foヴ the さヴegioﾐal Hoﾐusざ Hased oﾐ the ﾐuﾏHeヴ of da┞s a pヴoduItioﾐ 
films outside the GTA, bringing the total possible value of the labour tax credit to 45%.49  

The importance of Canadian content production to film and television production industry in 

Ontario is reflected in the tax credit structure of the OFTTC. Working closely within the 

Canadian content regulatory framework of the CRTC, productions must meet six out of possible 

ten Canadian content points and must have an agreement to be broadcast in Ontario between 

7:00 and 11:00pm (prime time). The OFTTC is also aligned with the federal Canadian content 

tax credit and the CRTC Canadian content regulatory emphasis on drama, documentary, variety 

aﾐd Ihildヴeﾐげs pヴogヴaﾏﾏiﾐg, e┝Iludiﾐg さﾐe┘s oヴ Iuヴヴeﾐt affaiヴs, talk sho┘s, gaﾏe sho┘s, spoヴts 
shows, awards shows, fundraising sho┘s, ヴealit┞ tele┗isioﾐざ as eligiHle geﾐヴes. Iﾐ ヲヰヱヰ-2011, 

the OMDC issued 275 OFTTC tax credit certificates worth a combined total of $111,851,131 

(OMDC, 2011f). 

Specifically targeting the foreign service production sector, the Ontario Production Services Tax 

Credit (OPSTC) was announced in November 1997 and implemented in June 1998. The OPSTC 

was introduced as an 11 % labour tax credit, with increases to 18% in 2004, 25% in 2007 and 

the change from a labour tax credit to a 25% けall spendげ credit in 2009. Currently, the OPSTC 

allows producers to claim a tax credit worth 25% of all eligible Ontario production expenditures, 

with no limit on the amount that can be claimed. In 2010-2011, the OMDC issued 95 OPSTC tax 

credits certificates worth a combined total of $99,886,394 (OMDC, 2011f). 

Tax credits in Nova Scotia 

According to data on total production expenditures from the Canadian Media Production 

Association, Nova Scotia jockeys with Alberta and at times Saskatchewan and Manitoba for the 

title of largest regional production centre, or fourth largest production centre in Canada. Film 

Nova Scotia reports $112 million in total production volume for 2010/2011, $81 million in 

domestic production and $31 million in guest production (Film Nova Scotia, 2011b). This 

includes six feature films, 14 documentaries, 10 dramatic television series, 12 lifestyle series, 

one animation series and one new media production (Film Nova Scotia, 2011c). 

The Nova Scotia Film Industry Tax Credit (FITC) was implemented on January 1, 1995 as a 30% 

tax credit on eligible labour with 15% cap on total production costs. The labour tax credit was 

increased to 32.5% in June 1998 with a cap of 16.25% of total production costs. In April 2000, 

the credit was revised again, with the base credit reduced to 30% with a 15% cap, but the 

regional bonus of 5% was introduced for productions that filmed outside of the Halifax region. 

The labour tax credit was increased again in late 2004 to 35% with a 17.5% cap, and again in 

2007 to its current rate of 50% with a 25% cap. On December 6, 2010 the provincial 

government announced the removal of the cap on the total amount that may be claimed (Film 

                                                
49

 The Greater Toronto Area is defined for the purposes of the OFFTC as of the City of Toronto and the regional 

municipalities of Halton, Peel, York and Durham. For details on the regional bonus eligibility requirements, see 

Ontario Media Development Corporation, 2011d. 
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Nova Scotia, 2010). Both domestic and foreign service production are eligible to apply for the 

FITC. Between April 1, 2010 and March 31, 2011, Film Nova Scotia finalized 48 tax credits worth 

a combined total of $11,392,153. Of this, $7.8 million was for domestic productions, and $3.6 

million for foreign service productions (Film Nova Scotia, 2011b, p. 8). 

Tax credits as labour market regulation 

Provincial tax credit initiatives are commonly credited by industry professionals as being the 

most important policy instrument in developing smaller regional production centres. ACTRA 

notes that until the introduction of provincial labour tax credits, it was facing the prospect of 

closing five of its regional offices (S. Waddell, personal communication, February 21, 2008). 

Between 1995 when the Nova Scotia Film Industry Tax Credit (FITC) was introduced and 2004, 

total production expenditures in the province rose from $32 million to $113 million (Nordicity 

Group, in association with Duopoly Inc., 2004). During this period the average compounded 

annual growth rate was 17% for the film and television production industry, although recent 

years have seen a considerable fluctuation in production levels as competition from other 

regional production centres offering tax incentives has intensified (Canmac Economics Limited, 

2008; Nordicity Group, in association with Duopoly Inc., 2004).  

 

Figure 5.3 Total volume of film and television production in Nova Scotia, 1995-2011 

 

Sources: Canmac Economics Limited, 2008; Film Nova Scotia, 2011b; Nordicity Group, in association with Duopoly 

Inc., 2004 

Ontario, and Toronto as a major production centre in particular, also experienced a significant 

increase in both domestic and foreign service production after the introduction of the tax 

credits. As Figure 5.4 below shows, production volume more than doubled in five years, from 

$496 million in 1995 to a peak of $1265 million in 2011. Similar to Nova Scotia, fluctuating 

pヴoduItioﾐ le┗els siﾐIe ヲヰヰヰ iﾐ paヴt, Ihaﾐges to the Ioﾏpetiti┗eﾐess of Oﾐtaヴioげs ta┝ Iヴedits 
through the introduction of tax credits in other provincial, continental and international labour 
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markets.50 As my analysis of the FilmOntario case study shows, it also reflects other important 

factor that influenced local production levels, including a rising Canadian dollar, the SARS 

outbreak, the 2007 global financial crisis, and the impact of the 1999 Television Policy. The 

shaヴp uptiIk iﾐ pヴoduItioﾐ iﾐ ヲヰヰΓ is diヴeItl┞ tied to Oﾐtaヴioげs ﾏo┗e fヴoﾏ a laHouヴ ta┝ Iヴedit to 
an けall spendげ tax credit. 

Figure 5.4 Total volume film and television production in Ontario, in Ontario, 1991-2011 

 

Source: (OMDC, 2011d) 

 

A preliminary analysis of the data would seem to indicate that the introduction of tax credits 

has had an overall beneficial impact on the Canadian film and television production industry 

through increasing the volume of work available in film and television labour markets across 

Canada. As noted, production volume is a very important factor for workers who experience 

chronic income and employment insecurity. A closer look at the implementation of the tax 

credits, as part of a highly competitive national and international tax credit regime, reveals that 

the quality of work and quantity of work cannot be conflated.  

Worker mobility between provinces – borders as barriers 

Provincial film and television production tax credits work on the basis of provincial residency. 

For a production to claim a tax credit for labour costs associated with a particular cast or crew 

member, that individual must provide proof of provincial residency in the year that principal 

photography commences. Provincial residency requirements, therefore, mean that film and 

television workers are no longer able to move freely between labour markets. This restricts film 

                                                
50

Competition for work largely takes place between similar labour market structures; major production centres, 

namely Toronto, Vancouver and Montreal, are in competition with each other for work, while regional production 

centres, such as Halifax, Winnipeg, Saskatoon, Regina and Calgary, are each other primary competitors (Nordicity 

Group, 2004; Pricewaterhousecoopers, 2006). There is also some evidence that regional production centres 

provide considerable competition to major production centres in attracting lower budget Canadian productions (D. 

Hardy, personal communication, January 9, 2008).  
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and television workers in emerging production centres, such as New Brunswick or 

Newfoundland, from freely accessing work and developing their professional expertise on 

projects in larger regional production centres, such as Halifax. In an industry that is highly 

mobile, and particularly in the case of regional labour markets where production volume 

fluctuates considerably from one year to the next, restrictions on interprovincial mobility pose 

IoﾐsideヴaHle additioﾐal Ihalleﾐges to aﾐ iﾐdustヴ┞ pヴofessioﾐalげs aHilit┞ to ﾏake a li┗iﾐg iﾐ the 
film and television production sector.  

Provincial residency requirements also undermine the union membership benefits of 

reciprocity between union locals across Canada that are designed to facilitate the movement of 

members between labour markets. This issue particularly impacts film and television workers in 

the Atlantic Canada. IATSE 849, ACTRA and the DGC, while based in Halifax, exercise jurisdiction 

for their memberships across the Atlantic region, and IATSE Local 667 exercises jurisdiction 

across all of Eastern Canada. Low and unpredictable volume of work across Atlantic Canada 

mean that unions need to organize members in a regional framework as a matter of 

oヴgaﾐizatioﾐal suヴ┗i┗al; theヴe siﾏpl┞ isﾐげt eﾐough of a ﾏeﾏHeヴship Hase oヴ ヴe┗eﾐue geﾐeヴated 
in Newfoundland, for example, to run a union local for workers in that province. The provincial 

Haヴヴieヴs to ┘oヴk posed H┞ the ta┝ Iヴedit s┞steﾏ iﾐhiHits the uﾐioﾐsげ appヴoaIh of a Hヴoadl┞ 
conceptualized regional labour market development strategy. As union leaders report, the tax 

credit regime also poses problems to developing and maintaining solidarity between members 

of a union local who have unequal access to work opportunities.  

This is not to say that there is no mobility between labour markets. It is not uncommon for key 

cast, creative and technical personnel to be brought from major production centres into 

regional production centres because production volume exceeds local labour market capacity 

or specialized expertise is not locally available. However, the salaries paid to extra-provincial 

workers are ineligible under tax credit programs in Ontario and Nova Scotia. This creates 

pressure on extra-pヴo┗iﾐIial Caﾐadiaﾐ ┘oヴkeヴs to aIIept IoﾐtヴaIts as けloIalsげ as a Iost-saving 

measure for the production company. For example, an IATSE 873 special effects technician in 

Toronto reports that he, along with some other Toronto-Hased Iヴe┘, ┘as さiﾐ┗itedざ to tヴa┗el to 
Halifax for location specific filming on a U.S. feature film. The (well known and powerful) 

Canadian producer informed him, however, that if he wanted to work on this portion of the 

sho┘ that he ┘ould ha┗e to tヴa┗el as a けloIal.げ This ﾏeaﾐs that the teIhﾐiIiaﾐ ┘as ヴespoﾐsiHle 
for paying for his flights, finding his own accommodation and going without the per diem that 

would normally be offered to a union member shooting away from home. As there was not 

much production shooting in Toronto at the time, the technician felt that some work was better 

than no work, and did not report this issue to his Toronto union representatives. The producer 

was able to permit this techniciaﾐ to ┘oヴk uﾐdeヴ IAT“E ΒヴΓげ“ juヴisdiItioﾐ Hased oﾐ the 
aヴguﾏeﾐt that he had a skill set that ┘as ﾐot a┗ailaHle iﾐ loIal ΒヴΓげs ﾏeﾏHeヴship (personal 

communication, May 20, 2009). While the technician was afforded the protection of the Halifax 

local collective agreement, he was not afforded the provisions of his Toronto collective 

agreement that would have compensated him for the expenses incurred with working away 

from home. While this is only one example, interviews with union leaders confirm that this is 

not an isolated incident. This highlights the ways in which the competition produced by the tax 
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credit framework intensifies the tendency for workers to self-exploit, and undermines the 

power of collective agreements even within a single union. As union leaders point out, the 

willingness of a worker to agree to such conditions and violate their own collective agree is 

linked to their personal reputation and bargaining power with producers, as well as production 

volume in their home labour markets. A-list key creative positions are much less likely to work 

as a けloIalげ thaﾐ a ヴaﾐk aﾐd file teIhﾐiIiaﾐ. “iﾏilaヴl┞, if pヴoduItioﾐ ┗oluﾏe is high at hoﾏe, 
workers are much less likely to self-exploit while working in distant locations. 

Worker mobility within provinces – forced commuting 

A political motivation to attempt to move film and television production outside of urban 

centres and distribute the (short-term) economic benefits of film and television production 

more equally throughout a province has led to the implementation of the けヴegioﾐal Hoﾐusesげ iﾐ 
provincial tax credit structures. A production is eligible to claim an additional percentage, from 

5% in Saskatchewan and Manitoba to up to 18.5% in British Columbia, if the production is shot 

outside of a specified major urban centre. Arguments are also made that encouraging 

productions to film throughout a province will help feed the cultural industries workforce 

through exposing more people to the film and television production sector. However, there is 

little evidence that these policy rationales are having their intended effects. As Nordicity 

Gヴoupげs aﾐal┞sis of the iﾏpaIt aﾐd long-term strategy of the Nova Scotia FITC structures noted, 

Although a significant number of productions do shoot outside of Halifax/Dartmouth, 

it is unclear how much of the production expenditures actually stay in the region. 

Outside of accommodations, and food and beverage expenses, it is likely that most 

purchases of equipment and services flow back to the businesses in 

Halifax/Dartmouth (Nordicity Group, in association with Duopoly Inc., 2004, p. 30). 

Furthermore, because the cast and crew largely come from the urban production centres, 

their incomes expenditures also flow back to ┘heヴe the┞ li┗e. The Toヴoﾐto Filﾏ Boaヴdげs ヲヰヰΑ 
Strategic Plan speaks to the impact that the regional bonus has both on cultural workers and 

long-term industry development: 

…foヴIed Ioﾏﾏutiﾐg fle┘ iﾐ the faIe of Oﾐtaヴioげs health, safet┞ aﾐd environmental 

policies by dragging workers away from their home base in Toronto where most screen 

aヴts ┘oヴkeヴs li┗e. The ヴesult iﾐ Oﾐtaヴio has Heeﾐ staヴtliﾐg: iﾐ ヲヰヰヱ, Βヴ% of all Oﾐtaヴioげs 
screen arts productions were shot in Toronto. By 2005, that was reduced to 49%... 

Instead of supporting Toronto as a world-class centre of excellence, policies have begun 

to tear it down (Toronto Film Board, 2007, p. 25). 

None of the labour organizations representing workers in either Ontario or Nova Scotia have 

reported a noteworthy increase of interest in membership from outside urban regions since the 

implementation of regional bonuses. The evidence, in fact, presents contrary findings. Not only 

do regional bonuses appear to be weak in redistributing economic and employment 

opportunities benefits outside major production centres; they have directly negatively 
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impacted working conditions and labour markets for workers within established production 

centres.  

The geographic areas that qualify under regional bonuses include locations that are not always 

far enough away from production centres to require overnight accommodation under the 

provisions of a collective agreement. Union locals in Ontario and the Atlantic region report that 

regional boﾐuses ha┗e had the ﾐet effeIt of e┝eヴtiﾐg pヴessuヴe to e┝teﾐd the uﾐioﾐ けzoﾐeげ 
beyond which producers must pay travel time for workers going to and from set, and extending 

what is an already very long and intense work day for film and television production 

professionals. For example, Hamilton, ON is approximately a 70 km drive down a major highway 

from Toronto, and a popular location for film and television production. Due to its relative 

proximity to Toronto, filming in Hamilton allows producers to access the regional bonus while 

still filming in an urban setting that offers a range of locations at a significant discount to the 

cost of filming in Toronto. Brian Topp, Executive Director for ACTRA Toronto, articulates the 

dangers that this creates for Toronto based film and television workers in describing a situation 

that oﾐe of ACT‘Aげs ﾏeﾏHeヴs, aﾐd the uﾐioﾐized tヴaﾐspoヴt dヴi┗eヴ, faIed oﾐ a show that was 

shooting in Hamilton: 

There is an eminent member of our union who tells the story that he was picked up by his 

driver at 5:00 in the morning (sic) and was driving down (highway) 427, chatting with his 

driver and he suddenly realized they were driving at 120 kilometers per hour and his 

dヴi┗eヴ ┘as asleep…“o he staヴted to siﾐg…aﾐd the dヴi┗eヴ gヴaduall┞ ┘oke up aﾐd shook his 

head just before they hit the QEW [to head out of Toronto] (B. Topp, personal 

communication, July 23, 2009). 

Regional bonuses also include locations that are far enough outside the studio zone to qualify 

as shooting けon location.げ Union contracts generally dictate that the producer is responsible for 

providing accommodation, transportation to and from location, and per diems for crews on 

location. Although the additional tax credit allowance is intended to absorb the additional 

production costs associated with filming in distant locations, union leaders widely report that 

producers use competition between labour markets as a bargaining chip to leverage 

concessions on specific projects, building the regional bonus credits into their bottom line. A 

business agent working in the Atlantic Region gives an example whereby producers are 

demanding considerable variances from the standard contract for a Canadian television series 

that is taking advantage of the FITC regional bonus by filming approximately one hundred 

kilometers from Halifax. Producers are demanding concessions that equate to asking workers to 

shoot けon locationげ without many of the usual contract provisions, including per diems for 

meals, incidentals or travel allowances to return back to Halifax on the weekends. The business 

agent was concerned that, as the show was also さshoppedざ to shoot iﾐ Haﾏiltoﾐ, Oﾐtaヴio aﾐd iﾐ 
Winnipeg, Manitoba, denying the contract variances could have resulted in the relocation of 

the dramatic series should it be renewed for a second season (T. Storey, personal 

communication, September 20, 2010). 
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PヴoduIeヴsげ use of the ヴegioﾐal Hoﾐus also e┝aIeヴHates e┝istiﾐg iﾐeケualities iﾐ ┘ages aﾐd 
working conditions between production centres and within local labour markets. Canadian 

productions tend to have budgets that are smaller than those in the foreign service production 

sector, and thus make greater use of the regional bonus to maximize the value of the tax credits 

as a financing tool. Collective agreements are negotiated with a tiered rate structure based on 

budget size, with smaller budget shows paying considerably lower rates than top tier 

productions. In Ontario, only the Canadian content tax credit program offers a regional bonus.51 

Thus, the negative impact that the regional bonuses have on working conditions 

disproportionately affects workers who already offer their labour at a considerable discount 

compared to their colleagues working on larger U.S. productions.  

Labour power in labour markets 

Workers are thus directly absorbing health, safety and financial costs that arise as a direct result 

of the Canadian provincial film and television tax credit regime. Film and television workers are 

tired and frustrated by, on the one hand, being asked to travel farther distances and extend an 

already exhausting work day, while on the other hand, having work opportunities foreclosed by 

pヴo┗iﾐIial juヴisdiItioﾐal issues. Wheﾐ ┘oヴk けoﾐ loIatioﾐげ is seIuヴed, the pヴessuヴe to ┘oヴk as a 
けloIalげ ﾏeaﾐs ┘oヴkeヴs foヴego the provisions in their collective agreements that help to defray 

personal expenses associated with shooting on location. Although the regional competition 

produced by the tax credit regime exerts downward pressure in labour power, and intensifies 

the tendency for workers to self-exploit, it is also important to account for various forms of 

labour resistance that occur as a direct result of competition frameworks. A labour-based 

analysis, that foregrounds the issues, interests, and activities of cultural workers and their 

unions, requires us to consider the ways in which labour actively resists deteriorating labour 

market conditions and collective bargaining power. 

In an attempt address the health and safety issues associated with long work days and 

commutes that the regional Hoﾐuses pヴoﾏote, soﾏe loIals ha┗e Iヴeated けﾐeaヴH┞ loIatioﾐげ 
clauses in their collective agreements. Such clauses are designed as financial disincentives for 

pヴoduIeヴs to sIhedule filﾏiﾐg outside of the desigﾐated studio けzoﾐeげ ┘ithout o┗eヴﾐight 
accommodation, and include provisions for travel time to and from location to be subject to all 

premiums, penalties, turnaround and overtime payments, double the amount of time allowed 

for travel during rush hour periods paid at the prevailing rate (i.e. in overtime or turnaround if 

necessary), and mandatory hotel accommodations when the work day exceeds a 14 hours (D. 

Hardy, personal communication, July 7, 2009). Union leaders report that the competition 

between production centres produced by the tax credit regime has, in cases, enhanced inter-

district communication between locals as national offices and local memberships work 

collectively to resist the downward pressure on wages and benefits; as in the case of the IATSE 

Canadian office entering into talks with the CMPA to negotiate its first national agreement, as 

                                                
51

 Major U.S. feature film and television series also shoot outside the GTA, although this is not a product of the 

regional bonus, but generally for location driven reasons. Due to the sizeable resources of many U.S. shows, unions 

are also less likely to concede key contract provisions for shooting けon locationげ or けoutside the zoneげ, with workers 

being paid full travel time, accommodation, per diem and so forth.  
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discussed in chapter three. Interviews also indicate that competition produced by the tax 

credits has enhanced coordination and collaboration between unions within local labour 

markets in the process of developing strategies to secure work. We can see examples of this 

through the case studies of the formation of FilmOntario and the Nova Scotia Motion Picture 

Industry Association (NSMPIA). These case studies also allow us to see how and why the 

implementation of the tax credit regime has had a positive impact on the political capacity of 

unions at the provincial level.  

Unions as policy actors 

In order to understand the strategies and motivations of the unions as policy actors within 

provincial cultural policy networks, we must first gain a basic understanding of who the main 

policy and industry stakeholders are, where decision making authority lies, and how 

information and access to decision-makers is brokered within the policy networks. In both 

Ontario and Nova Scotia, provincial development agencies for the film and television industry 

play several important roles in both industry development and policy development. In addition 

to offering a range of funding mechanisms for content development, training, production, and 

marketing, both the Ontario Media Development Corporation and Film Nova Scotia aggressively 

market their provinces as filming destinations. As the provincial development agencies are 

often the first point of contact for out-of-province producers, the provincial development 

agencies act as international ambassadors for their local industry. The OMDC and Film Nova 

Scotia connect extra-provincial Canadian and international producers and studios with local 

producers and production managers to budget the costs of filming their project in the province. 

The Ontario Media Development Corporation (OMDC) and Film Nova Scotia also play an 

important role in organizing policy networks, deciding whose voices and interests are consulted 

and represented in policy development and design, and functioning as interlocutors between 

the production industry and the provincial finance ministries who exercise jurisdiction over the 

tax credits. While neither the OMDC nor Film Nova Scotia have any policymaking capacity, they 

play a significant role in terms of industry research and in making policy recommendations on 

the provincial tax credit programs to the provincial finance ministries.  

A labour-based analysis of the formation of Film Ontario and the Nova Scotia Motion Picture 

Industry Association (NSMPIA) reveals that the purpose of the industry associations is, first and 

foremost, an attempt by industry stakeholders to gain direct access to policy decision-makers 

rather than having their key messages filtered through a provincial government agency. In both 

Ontario and Nova Scotia, unions and producers both quickly came to understand the 

iﾏpoヴtaﾐIe of the ta┝ Iヴedits iﾐ shapiﾐg theiヴ ヴegioﾐげs Ioﾏpetiti┗e pヴofile. Coﾐseケueﾐtl┞, 
industry stakeholders in both provinces wanted to present their issues and policy 

recommendations directly to the decision-makers. The strategy they used to do this was to 

speak with one united voice that represented the interests of the industry as a whole. 

Comparing FilmOntario to the NSMPIA reveals the degree to which the size of the local 

production industry plays a major role in the ability of the unions to advance their issues at the 

policy level. FilmOntario has been extremely successful at gaining access to policy decision-
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makers and having their policy recommendations on the tax credit file addressed. This is, in 

large part, due to the resources that the unions bring to the table, which is a function of the size 

of the local production industry. As I will discuss below, it is also closely linked to the 

concentration of the broadcasters in Toronto that give the independent producers direct access 

to industry decision-makers. This, in turn, mitigates the role the OMDC plays as industrial 

gatekeeper for local producers. These two factors combined to give the stakeholders in 

FilmOntario both the political will and the resources to actively reorganize the power 

relationships between industry stakeholder groups, the OMDC and policymakers. In contrast, 

the small size of the production sector in Nova Scotia is a major factor in the failure of the 

NSMPIA at the policy level. The unions in Nova Scotia have few resources to contribute to the 

organization. The local producers rely heavily on Film Nova Scotia to connect them with out-of-

province producers to secure projects. The industrial gatekeeper role of Film Nova Scotia 

interacts with the concentration of political power in the office of the Film Nova Scotia CEO to 

severely curtail the political will of the producers to be seen to be circumventing existing power 

relations within the policy network.  

Aside from the factors related to the size of the regional production sector that affect the 

strength of the industry associations at the political level, my analysis also reveals that neither 

FilmOntario nor the N“MPIA ha┗e Heeﾐ paヴtiIulaヴl┞ useful politiIal foヴﾏatioﾐs foヴ laHouヴげs 
ability to advance their specific interests at the policy level. This is a consequence of three 

factors. First is the prevalence of creative economy discourses within the policy environment 

that rationalize public subsidy of the private sector film and television production industry by 

foregrounding business interests. Second is the uﾐioﾐsげ deIisioﾐ to foヴﾏ aﾐ associational 

alliance with the producers, who, as employers, do not always share the same interests as 

┘oヴkeヴs. Thiヴd, aﾐd Ilosel┞ ヴelated to the seIoﾐd, ┘as the uﾐioﾐsげ deIisioﾐ to disIuヴsi┗el┞ aligﾐ 
their interests with those of the business community, thereby reinforcing the creative economy 

logic that privileges capital over labour and masks the dark side of working in the creative 

economy. The net result of this is that unions continue to be considered secondary 

stakeholders in policy networks, and, as a consequence, cultural labour problems are not 

understood as cultural policy problems in these provincial cultural policy networks.  

Speaking with one voice – FilmOntario 

The Ontario Film Development Corporation is an agency of the Ministry of Tourism and Culture. 

The OMDCげs ﾏissioﾐ is さto pヴoﾏote iﾐﾐo┗atioﾐ, iﾐ┗estﾏeﾐt aﾐd employment in Ontario's book 

publishing, film and television, magazine publishing, music and interactive digital media 

iﾐdustヴiesざ (OMDC, 2011e). Specific to the film and television production sector, the OMDC 

conducts industry research and data collection; operates a film commission that markets 

Ontario and offers scouting assistance to promote Ontario as a filming destination; runs the 

Digital Location Library, an extensive online library of filming locations across the province; and 

offers a range of funding programs for content development, marketing, and industry 

development initiatives. One of the key functions the OMDC plays is in promoting, 

administering, processing, and assessing eligibility for the OFTTC and the OPSTC (OMDC, 

2011e).  
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The degree to which the market logic of the creative economy drives the mandate of the OMDC 

is suIIiﾐItl┞ ヴefleIted iﾐ the OMDCげ“ tag liﾐe, さIultuヴe is ouヴ Husiﾐessざ (Ontario Media 

Development Corporation [OMDC], 2010a). The OMDC identifies business development as their 

primary focus, where job growth and employment are positive by-products of a successful 

business development strategy. Growth is tied almost exclusively to the degree to which 

content producers are able to leverage investment, rather than a focus on the development of 

labour market size, skill, expertise, and retention per se. For example, the OMDC describes one 

of its pヴiﾏaヴ┞ fuﾐItioﾐs as, さhelp[iﾐg] Ontario to be recognized as a leading global jurisdiction to 

iﾐ┗est iﾐ, Iヴeate, pヴoduIe aﾐd eﾐjo┞ oヴigiﾐal Iultuヴal ﾏedia pヴoduItざ H┞ さIoﾐtヴiHutiﾐg to the 
continued expansion of a business environment in Ontario that is advantageous to the growth 

of the cultural media industry and to the growth of new employment, investment and 

pヴoduItioﾐ oppoヴtuﾐities iﾐ Oﾐtaヴioざ (Ontario Media Development Corporation [OMDC], 

2010a). A narrowly defined business development mandate influences the way that that policy 

is conceptualized, implemented, and evaluated. For the film and television production 

industries in Ontario, it has led to a policy consultation, development, and evaluation model 

that marginalizes the role of unions as key industry stakeholders. Karen Thorne-Stone, 

President and CEO of the OMDC, describes the unions as secondary stakeholders:  

Because our focus is on companies and growth of companies, our relationship with the 

unions tends to be on the ground, operational, about specific projects, whereas the 

bigger input into program directions and so on tends to be with the company 

ヴepヴeseﾐtati┗es, HeIause ┘eげヴe askiﾐg theﾏ, さso, ┘hatげs goiﾐg oﾐ out theヴe, ┘hat aヴe 
the trends, what are you experiencing, and how are our programs working and not 

┘oヴkiﾐg aﾐd ┘hat kiﾐd of adaptatioﾐs do ┞ou ﾐeed...ざ (K. Thorne-Stone, personal 

communication, November 6, 2009) 

The OMDC engages in formal policy consultation processes with stakeholders in the film and 

television industry through the Screen-based Advisory Committee. The Ioﾏﾏitteeげs oHjeIti┗e 
is, 

to ensure a strong working partnership between the film, television and interactive 

digital media industries and the Ontario Media Development Corporation, and to 

enhance the competitive position and success of the screen-based sector in the 

domestic and international marketplace by ensuring that industry priorities, issues and 

recommendations are reflected to the OMDC, its Chair and Board of Directors, and to 

the Ontario Government (J. Brown, personal communication, July 4, 2011). 

The Screen-based Advisory Committee membership list is not publicly available, and so it is 

diffiIult to pヴopeヴl┞ e┗aluate ┘hose, さpヴioヴities, issues aﾐd ヴeIoﾏﾏeﾐdatioﾐsざ aヴe Heiﾐg takeﾐ 
into account by the OMDC. The OMDC confirmed that the Screen-based Advisory Committee 

iﾐIludes, さindependent producers of film, television and interactive digital media content in the 

province, as well as trade organizations like FilmOntario, the Canadian Media Production 

Association, the Documentary Oヴgaﾐizatioﾐ of Caﾐada aﾐd IﾐteヴaIti┗e Oﾐtaヴioざ ふJ. Bヴo┘ﾐ, 
personal communication, July 4, 2011). Union representatives do at times sit on the 

Committee, although they are invited for their particular expertise in the film industry, not as 



Ph.D. Thesis – A. Coles; McMaster University – Political Science. 

130 

 

union representatives per se. E┗ideﾐIe sho┘s iﾐdustヴ┞ dissatisfaItioﾐ ┘ith the OMDCげs 
marketing and advocacy efforts for the film and television production sector was a major 

impetus in the formation of FilmOntario. As Susan Murdoch, founding board member and co-

chair of FilmOntario from 2005-2011 reported to the Directors Guild of Canada Ontario District 

Council membership in 2007: 

 …┘e felt the OMDC ┘as ﾐot teヴヴiHl┞ effeIti┗e iﾐ dealiﾐg ┘ith sIヴeeﾐ-based industries. 

We wanted it reorganized, renewed, with more stakeholder involvement. We asked for 

more funds so it could do better marketing, research and lobbying on behalf of the 

pヴo┗iﾐIial iﾐdustヴ┞… (DGC Ontario, 2007, p. 16). 

Significantly, the formation of FilmOntario is also tied to the iﾏpaIt that the C‘TCげs ヱΓΓΓ 
Television Policy had Canadian television production in Ontario. As figure 5.2 above indicates, 

Ontario has the largest share of the domestic production market in Canada. As the second 

largest production centre in Canada, and the largest centre for Canadian dramatic television 

series, Ontario is also home to the largest concentration of unionized film and television 

workers in Canada. Local union and guild offices representing Ontario cultural workers in the 

film and television production sector include IATSE Local 873 Toronto Motion Picture Studio 

Technicians with 2030 members; the International Cinematographers Guild IATSE Local 667 

with 634 members in Ontario; IATSE Local 411 Production Coordinators, Craftservice Providers 

and Honeywagon Operators with 242 members; ACTRA Toronto with 15,000 members; NABET 

700-CEP Toronto Film Technicians 2000 members; and the Directors Guild of Canada Ontario 

District Council with 1500 members. Sue Murdoch explains how changes in the regulatory 

framework interacted with other key factors to draw independent producers and all the unions 

together under one advocacy umbrella: 

…iﾐ ヱΓΓΓ the C‘TC ヴe┗eヴsed a pヴe┗ious ヴeケuiヴeﾏeﾐt that had al┘a┞s deﾏaﾐded that ouヴ 
broadcasters not only have a minimum on-air Canadian content quota, but also a 

minimum spending requirement. This spending requirement was taken away entirely. 

The CRTC also expanded the definition of what qualified as Canadian content. And post-

9/11, a lot of American production decided to stay home. There was also the beginning 

of a steady rise in the Canadian dollar. Finally, in 2003 Toronto was hit with SARS. Thus a 

perfect storm of events ended our-ten-year economic growth.  

Around this time a group of industry stakeholders here in Toronto got together to ask 

┘hetheヴ the Hooﾏ ┘as goiﾐg to Ioﾐtiﾐue, aﾐd, if it ┘asﾐげt, ┘hat Iould He doﾐe to affeIt 
it. Ho┘ Iould ┘e estaHlish a ﾏoヴe staHle iﾐdustヴ┞ that ┘asﾐげt suHjeIt to the ┘hiﾏs of 
American service business or the schizophrenic nature of the Canadian regulatory 

system? That group, including representatives of all the guilds and unions (a first), 

eventually became FilmOntario. Compared to other industries, such as the auto 

industry, we are tiny economically, and so the only way to influence policy, especially at 

a government level, is to speak with as large and united a voice as possible. Previously, 

the lack of consensus within our industry allowed the government to use that as an 

excuse to do nothing (S. Murdoch, FilmOntario Co-Chair, quoted in DGC Ontario, 2007). 
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Prior to 2001, union locals in Ontario did no coherent policy advocacy for the film and television 

production sector (R. Perotto, personal communication, September 19, 2009; M. Wolch, 

personal communication, July 28, 2009). The 1990s had been a period of considerable growth 

for the Ontario film and television production sector. Robust labour markets meant that each of 

the unions largely focused on their own specific membership issues. Independently, the district 

branches or union locals had little policy experience; this was largely left to the national offices. 

Unions did not work with each other, or other stakeholders, toward a long-term industry 

development strategy. As Murdoch describes above, by 2001, changing conditions in the 

domestic industry and the foreign service sector brought all the unions together with other 

industry stakeholders in a new political formation known as FilmOntario.  

FilﾏOﾐtaヴio is laHouヴげs Iヴeatioﾐ. Iﾐ ヲヰヰヱ, Bヴiaﾐ Topp, ACT‘A Toヴoﾐtoげs ﾐe┘ E┝eIuti┗e Director, 

met with DGC-ODC E┝eIuti┗e DiヴeItoヴ MaヴIus Haﾐdﾏaﾐ to disIuss MaヴIusげ pヴoposals foヴ a 
coordinated political strategy to address dropping production levels as a consequence of the 

impact of the 1999 Television Policy, increasing competition from other Canadian and U.S. 

juヴisdiItioﾐs, aﾐd the ヴisiﾐg ┗alue of the Caﾐadiaﾐ dollaヴ. Topp e┝plaiﾐs さit ┘as the siﾏultaﾐeous 
assault oﾐ all of ouヴ ﾏeﾏHeヴsげ ┘oヴk oppoヴtuﾐities at the saﾏe tiﾏe that Hヴought us togetheヴざ 
(B. Topp, personal communication, July 23, 2009). Topp and Handman approached other labour 

leaders and a few key Canadian and foreign service producers to participate in an informal 

supper club to find common interests and a point from which a common set of 

recommendations could be put forth to policy decision-makers. Topp explains that bringing 

unions together with specific independent film and television production companies, rather 

thaﾐ a paヴtﾐeヴship ┘ith the pヴoduIeヴげs assoIiatioﾐ ふCFTPAぶ, ┘as a ke┞ ヴeasoﾐ ┘h┞ FilﾏOﾐtaヴio 
gained access to political leaders within a year of its formation. 

 
We wanted to work directly with the companies because the magic words in doing 

puHliI poliI┞ ┘oヴk aヴe けﾏ┞ Ioﾏpaﾐ┞げ…the ﾏagiI of that paヴtﾐeヴship is the Ioﾏpaﾐies 
themselves. What causes you to get respect in meetings in government-laﾐd isﾐげt け┘ell, 
ouヴ tヴade assoIiatioﾐs aヴe ┘oヴkiﾐg togetheヴ.げ The ﾏagiI is a uﾐioﾐ leadeヴ aﾐd a pヴoduIeヴ 
who are across the table in collective bargaining having agreed on something. Then you 

Iaﾐ sho┘ ┞ou ヴeall┞ ha┗e a Ioﾐseﾐsus…A common representation that included workers 

in the industry was a novelty. It was something new. It got us meetings we were 

otherwise not going to get (B. Topp, personal communication, July 23, 2009). 

 

The first FilmOntario Board of Directors was formed in July 2002, consisting of union leaders 

from ACTRA Toronto, DGC Ontario, NABET 700, IATSE 873, IATSE 667, three leading producers 

and two key industry suppliers (FilmOntario, n.d.). The voice of labour is built into the very 

governance of the organization, with one of the two co-chairs held by a union representative. 

FilﾏOﾐtaヴio desIヴiHes itself as, さa pヴi┗atel┞ fuﾐded, pヴi┗ate seItoヴ Ioﾐsoヴtiuﾏ ンヰ,ヰヰヰ stヴoﾐg, of 
companies, financial services, producers, unions, guilds and organizations within the Ontario 

screen-Hased seItoヴ ふfilﾏ & tele┗isioﾐ aﾐd iﾐteヴaIti┗e ﾏediaぶざ foIussed oﾐ さﾏaヴketiﾐg Oﾐtaヴio 
as a screen-based content creator and production jurisdiction, and working with all levels of 

government so that policies and prograﾏs eﾐsuヴe ouヴ iﾐteヴﾐatioﾐal Ioﾏpetiti┗eﾐessざ 
(FilmOntario, 2011). Theiヴ opeヴatiﾐg pヴiﾐIiple is to さpiIk a fe┘ iﾏpoヴtaﾐt thiﾐgs to do, aﾐd do 
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theﾏ ┘ell uﾐtil the┞ aヴe doﾐeざ (FilmOntario, 2008). Their initial focus was to improve the way 

Ontario was marketed as a film destination, and to improve the competitiveness of the 

provincial film and television production tax credits. 

 

FilmOntario quickly established itself as an industry stakeholder that considered itself an 

equal partner to the OMDC in promoting Ontario as a world class filming destination. 

FilﾏOﾐtaヴioげs ﾏaヴketiﾐg stヴateg┞ iﾐIluded paヴtﾐeヴiﾐg ┘ith the OMDC aﾐd the Toヴoﾐto Filﾏ 
Board to develop a coordinated marketing strategy that included a common brand 

message - さYou Beloﾐg Heヴe,ざ aﾐd opeﾐiﾐg the さToヴoﾐto Oﾐtaヴio Filﾏ OffiIeざ iﾐ Los 
Aﾐgeles. FilﾏOﾐtaヴioげs ヲヰヰン Coopeヴatioﾐ Agヴeeﾏeﾐt ┘ith the OMDC iﾐdiIates the iﾐitial 
commitment by FilmOntario included $140,000 a year for each of the next two years; 

$100,000 toward the operations of the LA marketing office and $40,000 towards the joint 

de┗elopﾏeﾐt of Iooヴdiﾐated ﾏaヴketiﾐg ﾏateヴials foヴ use H┞ the LA offiIe aﾐd the OMDCげs 
general film and television marketing efforts (FilmOntario, 2003a). FilmOntario was able to 

do this as a consequence of the considerable resources they brought to the table – 

resources which came in large part from union contributions (R. Haney, personal 

communication, 16 September 2009; R. Perotto, personal communication, September 19, 

2009; M. Wolch, personal communication, July 28, 2009). 

 

Addressing the sharp decline in production through policy advocacy was the other main focus 

of FilmOntario from the outset, and their strategy focussed largely on improving the 

competitiveness of the provincial film and television production tax credits. The industry 

association concentrated its energy on presenting its case directly to policy decision-makers. As 

major aspect of this strategy involved the hiring of a full time Managing Director, Sarah Ker-

Hornell, to develop and maintain relationships with all three political parties and key 

bureaucrats in key ministries. In July 2003, FilmOntario board members met with provincial 

representatives from the Premieヴげs OffiIe, the Miﾐisteヴ of EIoﾐoﾏiI De┗elopﾏeﾐt, the Miﾐisteヴ 
of FiﾐaﾐIe aﾐd otheヴ MPPs to pヴeseﾐt theiヴ さ“A‘“ ヴespoﾐse foヴ the filﾏ aﾐd tele┗isioﾐ iﾐdustヴ┞ 
iﾐ Oﾐtaヴioざ (FilmOntario, 2003b). The presentation establishes the clear economic arguments 

that IhaヴaIteヴize FilﾏOﾐtaヴioげs ﾏessagiﾐg stヴateg┞, ﾐotiﾐg that the filﾏ aﾐd tele┗isioﾐ 
production is a $1 billion industry in Ontario that directly employs over 35,000 people. Noting 

they have the support of the OMDC and the City of Toronto, FilmOntario proposed a temporary 

(2–3 year) increase from 11% to 16% in the Production Services Tax Credit to mitigate the 

massive decline in Ontario film and television production.  

 

FilﾏOﾐtaヴioげs ad┗oIaI┞ aﾐd stヴateg┞ aﾐd disIuヴsi┗e fヴaﾏiﾐg succeeded placing the film and 

television industry on the election platforms of all three political parties in the 2003 campaign 

period, including a promise by Ontario Liberals to increase the Ontario Film and Television Tax 

credit from 20% to 33% on the preﾏise that, さthousaﾐds of joHs ┘ill He Iヴeated. Huﾐdヴeds of 
ﾏillioﾐs of dollaヴs ┘ill pouヴ iﾐto ouヴ eIoﾐoﾏ┞ざ diヴeItl┞ ヴefleIts the ke┞ ﾏessagiﾐg of 
FilmOntario (Liberal Party of Ontario, 2003; FilmOntario, 2008). After the newly elected Liberal 

provincial budget in spring 2004 failed to deliver on the tax credit increase, FilmOntario 

persistently pressured the government to deliver on their election promise: 
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In the summer and fall of 2004, we asked for meetings with the Ministers and officials at 

Finance and Culture, and basically laid siege to them – showing up with increasingly 

large groups of company CEOs, producers and union leaders to spell out the increasingly 

disastrous uncompetitiveness of our tax credits, and the consequent bleeding of 

domestic and foreign production out of Ontario and to other jurisdictions. To be fair to 

Pヴeﾏieヴ MIGuiﾐt┞げs Go┗eヴﾐﾏeﾐt, the┞ al┘a┞s ﾏade theﾏsel┗es a┗ailaHle foヴ these 
meetings, and clearly were listening to us carefully (FilmOntario, 2008). 

 

To complement the back channel advocacy work by the private sector stakeholders in 

FilmOntario, the unions mobilized their memberships in a mass rally of hundreds of cultural 

┘oヴkeヴs at Queeﾐげs Paヴk oﾐ DeIeﾏHeヴ ヱ, ヲヰヰヴ. The deﾏoﾐstヴatioﾐ iﾐ┗ol┗ed a Ioﾐ┗oy of movie 

tヴuIks aﾐd tヴaileヴs IiヴIliﾐg Queeﾐげs Paヴk IiヴIle aﾐd iﾐIluded speeIhes H┞ pヴoﾏiﾐeﾐt Caﾐadiaﾐ 
actors Wayne Robson and Luba Goy from the Royal Canadian Air Farce, and Canadian actress 

and long-time activist Shirley Douglas. Brian Topp emphasizes the importance of this action by 

the laHouヴ Ioﾏﾏuﾐit┞ iﾐ fuヴtheヴiﾐg FilﾏOﾐtaヴioげs politiIal ageﾐda. 

If ┞ou do ┞ouヴ ┘oヴk iﾐ puHliI poliI┞, iﾐ aﾐ effeIti┗e ┘a┞, plus ┞ou do this, itげs aHout 
ﾏakiﾐg it ヴeal, itげs aHout gettiﾐg to Queeﾐげs Paヴk ┘ith huﾐdヴeds of real people who are 

affeIted heヴe. Itげs a good IoﾏHiﾐatioﾐ. It ┘asﾐげt goiﾐg to ┘iﾐ this aヴguﾏeﾐt, Hut it got 
their attention (B. Topp, personal communication, July 23, 2009). 

On December 21st, 2004, Ontario Finance Minister Greg Sorbara announced an increase in the 

OFTTC from 20% to 30%, and an increase in the OPSTC from 11% to 18% (McDonald, 2004).  

FilmOntario has continued to be largely successful in pushing their policy recommendations 

forward; most recently the organization takes Iヴedit foヴ pushiﾐg Oﾐtaヴio to ﾏatIh QueHeIげs 
2009 move to an けall spendげ Iヴedit ┘ithiﾐ teﾐ da┞s of the QueHeI aﾐﾐouﾐIeﾏeﾐt. FilﾏOﾐtaヴioげs 
messaging continues to be clear, consistent and built on a business model that clearly aligns its 

interests with the logic of the creative economy that supports public investment in the private 

filﾏ aﾐd tele┗isioﾐ seItoヴ. Bヴiaﾐ Toppげs ケuote, as FilﾏOﾐtaヴio Io-chair, on the press release 

announcing the move to an けall spendげ credit reads: 

Oﾐtaヴioげs filﾏ aﾐd television industry warmly thanks the McGuinty government for 

stepping up to the plate to save and create thousands of jobs. We are delighted by this 

bold move. It will ensure Ontario continues to attract productions that generate billions 

of dollars in economic activity, protecting our infrastructure and creating jobs 

throughout the industry (Government of Ontario, 2009). 

FilﾏOﾐtaヴioげs assoIiatioﾐal stヴateg┞ that pヴeseﾐts a uﾐited poliI┞ ﾏessage fヴoﾏ pヴoduIeヴs, 
unions, and industry suppliers, and discursive strategy that rationalizes public investment in the 

production industry by using the creative economy discourses to support its arguments, has 

produced considerable achievements in terms of their ability to leverage direct access to policy 

makers and political leaders. Their annual reports indicate a sustained engagement with all 

three provincial political parties, ministerial bureaucracies, as well as engagement on policy 

issues at local (Toronto) and federal levels. Their annual meetings regularly include keynotes 
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from high ranking provincial politicians, including Finance Ministers and Premier Dalton 

McGuinty. Through FilmOntario, the industry established an ongoing a dialogue with political 

decision-makers. FilmOntario thus repヴeseﾐts laHouヴげs eﾐtヴaﾐIe iﾐto the iﾐﾐeヴ IiヴIle of 
provincial film and television policy networks. FilmOntario gave the unions a seat at the policy 

table, and all union leaders interviewed commented that they consider FilmOntario to be a 

successful advocacy group in advancing the interests of the industry at the political level. 

Iﾏpoヴtaﾐtl┞, iﾐdustヴ┞ iﾐteヴests aヴe uﾐdeヴstood iﾐ teヴﾏs of ﾏaiﾐtaiﾐiﾐg Oﾐtaヴioげs Ioﾏpetiti┗e 
pヴofile, ┘ith けsuIIessげ ﾏeasuヴed iﾐ teヴﾏs of the ケuaﾐtit┞ of ┘oヴk foヴ uﾐioﾐ ﾏeﾏHeヴs.  

FilmOntario is not only important to labour; labour is important to FilmOntario. Independent 

film and television producers run small companies with bare bones infrastructure and are 

geﾐeヴall┞ uﾐdeヴIapitalized. LaHouヴ is a ﾏajoヴ suppoヴteヴ of FilﾏOﾐtaヴioげs aItivities, bringing 

considerable financial and institutional resources to the organization, mobilizing their members 

to bring broad public attention to industry issues, and conferring legitimacy on the message by 

showing deep consensus between industry and labour. This is directly tied to the size of the 

production community in Toronto. Large memberships and high production volume (compared 

to the regional production centres) provide the unions in Toronto a solid financial base. A solid 

financial base gives unions the resources to hire executive staff with policy expertise, enough 

support staff so that executive staff are able to devote time and energy to policy work, and 

dedicated funds for policy advocacy in their budgets. With the support of the unions, 

FilmOntario has succeeded, through targeted messaging and consensus, to speak clearly and 

consistently with one voice to government and position its recommendations as representative 

of the iﾐdustヴ┞げs iﾐteヴests. Ho┘e┗eヴ, a Ioﾐseﾐsus ageﾐda Ioﾏes at a pヴiIe for labour. 

While paヴtiIipatioﾐ iﾐ FilﾏOﾐtaヴio has iﾏpヴo┗ed the uﾐioﾐsげ aIIess to decision-makers, this has 

not resulted in a better articulation of the labour-specific issues that arise from the design and 

implementation of the tax credits. FilmOntario works on a consensus model, whereby the 

organization only addresses issue on which all board members can agree. The consensus 

agenda of FilmOntario means that contentious issues – such as the impact of the regional 

bonus in the OFTTC – do not become part of FilﾏOﾐtaヴioげs ad┗oIaI┞ platfoヴﾏs. The ヴegioﾐal 
bonus is a pressing health and safety issue for the unions in FilmOntario. It is also a critical 

fiﾐaﾐIiﾐg tool foヴ Caﾐadiaﾐ pヴoduIeヴs oﾐ FilﾏOﾐtaヴioげs Hoaヴd. The Hoaヴd has, to date, been 

unable to come to an internal agreement on which position is more important to the long-term 

development of the production industry as a whole. Consequently, the organization has not 

advocated for the elimination of the regional bonus in the OFTTC that targets Canadian content 

production, as they did for the OPSTC for foreign service productions in 2004. Although labour 

is free to engage in political advocacy outside of the FilmOntario umbrella, they are generally 

reluctant to muddy the messaging or send confusing signals to policymakers about the strength 

or cohesiveness of FilmOntario.  

Fuヴtheヴﾏoヴe, the uﾐioﾐsげ deIisioﾐ to aligﾐ theiヴ iﾐteヴests ┘ith those of the Husiﾐess Ioﾏﾏuﾐit┞ 
has only re-iﾐsIヴiHed the uﾐioﾐsげ positioﾐs as seIoﾐdaヴ┞ stakeholdeヴs ┘ithiﾐ poliI┞ ﾐet┘orks. As 

the unions do little provincial policy advocacy outside of the industry association, the consensus 

Hased ﾐatuヴe of FilﾏOﾐtaヴioげs ﾏessagiﾐg oHsIuヴes the speIifiI ヴole that uﾐioﾐs pla┞ as a laヴge 
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paヴt of the oヴgaﾐizatioﾐげs go┗eヴﾐaﾐIe stヴuItuヴe. This is reflected in comments by OMDC 

President and CEO Karen Thorne Stone: 

At the provincial le┗el Iげﾏ peヴsoﾐall┞ ﾐot a┘aヴe of aﾐ┞ uﾐioﾐ-specific activity driving policy 

thiﾐkiﾐg…I doﾐげt ヴeall┞ see aﾐ┞oﾐe steppiﾐg HaIk aﾐd lookiﾐg at the Hig poliI┞ piItuヴe…I doﾐげt 
think the unions are playing a specific, targeted, organized role as a group or individually. 

Fiヴst of all, the┞ should ha┗e a stヴateg┞ aﾐd Iげﾏ ﾐot at all Ioﾐ┗iﾐIed the┞ do. The stヴateg┞ 
should be based on broad and well articulated economic realities… I thiﾐk the┞ should get 
into the game, I think they could add real value, but in order for them to be credible in that 

e┝eヴIise it Iaﾐげt just He aHout さﾏe ﾏe ﾏeざ aﾐd ﾏoヴe foヴ ﾏeﾏHeヴs etc.. It needs to be an 

economic context and an assessment of where they fit in that puzzle (personal 

communication, November 6, 2009). 

Prior to FilmOntario, the OMDC was the channel through which the Ontario film and television 

production industry spoke with government. The OMDC does not have any direct policymaking 

capacit┞. As the ta┝ Iヴedit ヴegiﾏe e┝paﾐded, aﾐd otheヴ faItoヴs eヴoded Oﾐtaヴioげs pヴoduItioﾐ 
levels, the importance of provincial cultural policy to the competitive profile of the Ontario 

production industry came into sharper focus for industry stakeholders. The industry wanted to 

speak clearly, and directly, with those who had the capacity to actually effect change at the 

policy level. The size of the Ontario production sector played a major role in the formation of 

FilmOntario. While the OMDC plays an important role in marketing Ontario, including the 

attractiveness of its tax credits, the industry stakeholders involved in the formation of 

FilmOntario had little to lose by attempting to restructure the policy network. Rather than 

defer to the OMDC, FilmOntario established themselves as industry partners who worked in 

close association with the provincial development agency, as active members of the policy 

making process. For the Canadian production companies involved in FilmOntario, 

circumventing the existing information and consultation pathways through the OMDC was a 

low-risk proposition. Due to the concentration of broadcasters in the Toronto region, these 

independent producers had regular access to broadcasters in pitching ideas and developing 

projects. As the unions were (are) not invited to consult regularly with the OMDC, they had only 

to gain from their efforts to directly access political decision-makers. FilmOntarioげs success in 

gaining rapid and direct access to key policy makers stands in contrast to the Nova Scotia 

Motion Picture Industry Association (NSMPIA), whose inability to exercise influence in the 

provincial cultural policy networks is as much a product of the size of the local industry, and the 

resources of the unions in Nova Scotia, as is the success of FilmOntario in Ontario. 

Speaking through one voice, but not their own – the Nova Scotia Motion Picture Industry 

Association 

Established in 1990, Film Nova Scotia is a Provincial crown corporation whose mandate is to, 

さto gヴo┘ No┗a “Iotiaげs filﾏ iﾐdustry with our partners by stimulating investment and 

eﾏplo┞ﾏeﾐt aﾐd H┞ pヴoﾏotiﾐg No┗a “Iotiaげs pヴoduIeヴs, pヴoduItioﾐs, loIatioﾐs, skills aﾐd 
Iヴeati┗it┞ iﾐ gloHal ﾏaヴketsざ (Film Nova Scotia, 2008). The reporting structure of Film Nova 

Scotia reflects perhaps an even more express focus on the economic aspects of the film and 
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television production industry than the OMDC, in so far as Film Nova Scotia reports directly to 

the Minister of Economic and Rural Development and Tourism, whereas the OMDC is an agency 

of the Ministry of Culture, Tourism and Heritage. Film Nova Scotia offers a range of industry 

support programs including loans, equity investments, training and professional development 

funds, sponsorship programs, as well as marketing, export and distribution assistance programs 

(Film Nova Scotia, 2008). Similar to the OMDC, Film Nova Scotia also runs a Locations and 

Maヴketiﾐg depaヴtﾏeﾐt that さpヴoﾏotes the pヴo┗iﾐIe as a filﾏ loIatioﾐ iﾐ the gloHal marketplace 

aﾐd pヴo┗ides iﾐitial pヴoduItioﾐ suppoヴt to pヴoduIeヴs ┘ho aヴe guests iﾐ the pヴo┗iﾐIeざ (Film Nova 

Scotia, 2008). Part of this function includes connecting out of province producers who are 

considering Nova Scotia as a filming destination with local producer who develop preliminary 

budgets based on local filming costs, and serve as local line producers who oversee all aspects 

of principal photography. The Finance Department administers the Nova Scotia Film Industry 

Tax Credit and oversees the financial administration of Film Nova Scotia. 

The justification for the tax credits in Nova Scotia is entirely embedded in the discourses of the 

creative economy, reflected in 2005 a press release by Film Nova Scotia that announced an 

increase to the tax credit baseline from 30% to 35%, a 5% increase to the regional bonus, a ten 

year commitment to the tax credit program through 2015, and a $600,000 increase in funding 

foヴ Filﾏ No┗a “Iotia. Iﾐ pヴaisiﾐg the go┗eヴﾐﾏeﾐtげs Ioﾏﾏitﾏeﾐts to the iﾐdustヴ┞ that さhas 
generated more than $100 million of production activity in each of the last six years and 

Ioﾐsisteﾐtl┞ eﾏplo┞s aHout ヲ,ヰヰヰ No┗a “Iotiaﾐsざ Filﾏ No┗a “Iotia ふtheﾐ the No┗a “Iotia Filﾏ 
Development Corporation) President and CEO Ann MacKenzie says, 

The film business is a labour-intensive, environmentally friendly, global industry that 

puts the pヴo┗iﾐIe oﾐ the ﾏap like ﾐo otheヴ seItoヴ Iaﾐ…With the eﾐhaﾐIeﾏeﾐts 
announced today, the film corporation can increase local production and prepare a 

marketing campaign to go head-to-head with other jurisdictions in attracting even more 

guest-production activity (Nova Scotia Film Development Corporation, 2005). 

The size of the film and television production sector is an important element to this case study. 

The film and television production industry in Halifax is a small village of closely related industry 

stakeholders, where unions and producers alike have very small operations with few resources, 

and where making a living primarily in the industry is a challenging career path for many 

cultural workers. Film Nova Scotia is widely regarded in the production community as an 

industry and policy gatekeeper. Power within the agency is highly concentrated in the office of 

Ann MacKenzie who has been President and CEO of Film Nova Scotia since 1999. In a 2011 

presentation to the Standing Committee on Economic Development, MacKenzie summarizes 

the sigﾐifiIaﾐIe of the ta┝ Iヴedits aﾐd the laHouヴ pool iﾐ shapiﾐg a ヴegioﾐげs attヴaItiveness, and 

the gatekeeper role that her office plays in terms of connecting out-of-province producers with 

local producers. 

 
In a typical studio presentation, we might go into a boardroom, there might be six or 

seven and it's always lawyers and accountants and a couple of development people 

around the table, so that will give you an idea of what they're interested in - money is 

what they're definitely interested in. But we pitch the whole package because the 
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money is no good if they come to an area and you don't have the crews that can deliver 

or you don't have a strong enough acting talent base that you can fill in the other roles, 

because they're only going to want to bring in their leads - it's going to be prohibitively 

expensive if they have to bring all of their actors in. 

 

Typically when we're presenting we first set them up, we tell them here's where Nova 

Scotia is - just in case, you can't assume anything - and here's where we place in the 

national industry. We're the fourth largest and because we're the fourth largest, we 

have five or six crews, and we have the infrastructure, the equipment rentals, and 

whatnot. We have the diverse locations, we have the financial incentives - we have us. 

We take away their headaches, we put ourselves out there. 

 

Film Nova Scotia is one-stop shopping. We're their point of contact from the very 

beginning and if we can sell them on what's there, they'll actually then send us a script. 

We'll have our in-house marketing department break down that script, they will build 

them a Web site of potential sites. If they like that, we'll actually fly them in - the 

director, the producer, anyone who makes the decisions. While they're here we scout 

them around the province, we introduce them to the business agents, we introduce 

them to potential producer partners, because we just bring the businesses in and then 

everybody else has to actually do the work and deliver. We sell all of that. 

… 

People like thiﾐgs to He ┗alidated…so ┘e al┘a┞s Hヴiﾐg pヴoduItioﾐ ﾏaﾐageヴ/liﾐe 
producer resumés with us - I'll say 10 of them - so they can say, oh my God, Jumping the 

Broom was shot there, I didn't know that, I know so and so, I'm going to ask him how 

that went (MacKenzie, 2011). 

 

Ann MacKenzie is also the policy gatekeeper for the Nova Scotia film and television production 

industry. Film Nova Scotia consults with industry stakeholders through the Film Advisory 

Committee (FAC) that ﾏeets ﾏoﾐthl┞ to disIuss iﾐdustヴ┞ ヴelated issues aﾐd さlegislatioﾐ, 
policies, guidelines, aﾐd aIti┗ities that iﾏpaIt the iﾐdustヴ┞ざ (Film Nova Scotia, 2011a, p. 13). 

While the FAC includes seats for Representatives from IATSE 849, the DGC-ARC and ACTRA 

Maritimes, Film Nova Scotia is clear that its focus is on producers as their primary clients, as the 

さIoﾐduitsざ foヴ Husiﾐess aﾐd eIoﾐoﾏiI de┗elopﾏeﾐt (A. Mackenzie, personal communication, 

June 1, 2009). Members of the production community report that the CEO is the only interface 

between political decision making bodies and industry stakeholders. A senior bureaucrat for the 

Ministry of Economic Development confirms that all information, research, statistics and policy 

feedback on the film and television industry his department receives on the film and television 

production industry comes from the President of Film Nova Scotia. Furthermore, the President 

and CEO of Film Nova Scotia reports directly to the Minister of Economic Development, 

bypassing Deputy Ministers or Senior level bureaucrats (C. Bryant, personal communication, 

May 28, 2009). When the Minister receives a letter from a stakeholder from the film and 

television production sector, the written response is sent first to the President of Film Nova 

Scotia for comments before the letter is signed by the Minister (C. Bryant, personal 

communication, May 28, 2009). This means that all communications between industry 

stakeholders and the policy decision-makers are necessarily filtered through the office of the 

CEO of Film Nova Scotia. Industry stakeholders, including the unions, found this concentration 
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of power to be deeply problematic. As in Ontario, the industry wanted to be able to speak 

directly to policy decision-makers about the policy issues that affected their livelihoods. As the 

tax credit regime developed across Canada, this became the issue that mobilized first the 

unions, and then the unions and producers, to actively engage in policy advocacy outside of 

Film Nova SIotiaげs Filﾏ Ad┗isoヴ┞ Coﾏﾏittee. 

After Nova Scotia introduced the Film Industry Tax Credit (FITC) in 1995, the film and television 

production industry experienced a spike in production levels. This allowed the industry to 

develop considerable capacity through a healthy domestic sector as a result of multiple 

television series engaging the full range of Canadian cast and crew, as well as several major U.S. 

foreign features allowed local workers the opportunity to command top tier rates and gain 

experience and expertise through working on large, complex productions. By 2001, competition 

from other regions as a result of the tax credit regime combined with the effects of the 1999 

Television Policy to produce a significant decline in both the quality and quantity of work 

available to union members. As recalled by Gary Vermier, former Branch Representative for 

ACT‘A Maヴitiﾏes aﾐd Iuヴヴeﾐt Busiﾐess Ageﾐt foヴ IAT“E LoIal ΒヴΓ, さH┞ ヲヰヰヱ, fi┗e oヴ si┝ ﾐatioﾐal 
dヴaﾏatiI seヴies has d┘iﾐdled do┘ﾐ to Le┝┝ aﾐd Tヴaileヴ Paヴk Bo┞sざ (G. Vermier, personal 

communication, June 3, 2009).  

Vermier recalls that the unions, and particularly ACTRA and IATSE Local 849, led the charge on 

an industry-┘ide politiIal Iaﾏpaigﾐ to ヴaise the FITC aﾐd ﾏaiﾐtaiﾐ Halifa┝げs Ioﾏpetiti┗e pヴofile 
compared to other Canadian jurisdictions in 2005 and again in 2007. However, union policy 

advocacy that attempted to circumvent existing power relationships in the policy network was 

Iooll┞ ヴeIei┗ed H┞ Filﾏ No┗a “Iotia. Veヴﾏieヴ ヴepoヴts that he got his さkﾐuIkles slappedざ iﾐ ヲヰヰΑ 
by Film Nova Scotia CEO Ann McKenzie for not going through proper channels – her office - and 

for advocating for a higher tax credit than what Film Nova Scotia was recommending (G. 

Vermier, personal communication, June 3, 2009). This series of events produced two outcomes. 

One, the government announced it was increasing the tax credit from 35% to 50%, where it 

currently stands. Second, the reprimand from the provincial development agency for 

IiヴIuﾏ┗eﾐtiﾐg the Filﾏ No┗a “Iotia offiIe iﾐ its poliI┞ ad┗oIaI┞ ヴeiﾐfoヴIed the iﾐdustヴ┞げs 
resolve to develop direct links to decision-makers, resulting in the formation of the NSMPIA. 

The NSMPIA was launched as a group of producers, union representatives and industry support 

service providers during the Atlantic Film Festival on September 12, 2007 (Knox, 2007). NSMPIA 

board member Rob Riselli of PS Production Services explains the industry felt it was important 

to さloHH┞ the go┗eヴﾐﾏeﾐt oﾐ ┘hate┗eヴ the Iuヴヴeﾐt ageﾐda ﾏight He, ┘hetheヴ itげs the ta┝ Iヴedit 
or location permits or whatever the filmmakers feel ﾐeeds to He addヴessedざ as the ke┞ ヴeasoﾐ 
foヴ de┗elopiﾐg aﾐ ad┗oIaI┞ stヴateg┞ outside of Filﾏ No┗a “Iotiaげs Film Advisory Committee 

consultation framework (Knox, 2007, emphasis added). As NSMPIA Board member and IATSE 

667 Operations Manager Nadine Dunsmore commented, the industry no longer felt it was 

appropriate or satisfactory to only have the government lobbying itself on behalf of the 

industry (N. Dunsmore, personal communication, March 11, 2009). MaIKeﾐzieげs ヴeケuest foヴ a 
seat on the NSMPIA board was unanimously refused by other board members. The mission of 

the NSMPIA is: 
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To promote and preserve the common interest of those engaged in the Nova Scotia 

motion picture industry consisting of the production of films, television programs, 

commercials, interactive, digital and computer productions, and other works in 

audiovisual media. 

 

To provide leadership and foster cooperation throughout the industry by providing a 

forum for discussion, decision-making, and policy development in the interest of all 

members of the industry. 

 

To gather and disseminate information relevant to the industry and to promote public 

awareness of the benefits and value of the industry in Nova Scotia. 

 

To foster a favourable image of the industry in Nova Scotia and to help create a 

favourable economic and artistic climate by communicating with government, 

corporations and other organizations and agencies. 

 

To promote appropriate legislation affecting the industry. 

 

To stimulate the development of educational opportunities in the industry 

(Nova Scotia Motion Picture Industry Association [NSMPIA], 2009) 

The NSMPIA built on the relationships between key industry stakeholders that developed 

thヴough paヴtiIipatioﾐ oﾐ Filﾏ No┗a “Iotiaげs Filﾏ Ad┗isoヴ┞ Coﾏﾏittee. Similar to Film Ontario, 

the unions played a central role in the formation of the NSMPIA. It was the union 

representatives who worked actively to bring other members of the production community, 

and the producers in particular, on board. The producers had a non-functioning industry 

association at the time, and the unions felt the industry would be much better served by an 

industry-wide organization. The formation of the NSMPIA also has connections to FilmOntario. 

In early 2007, Tim Storey had joined the DGC Atlantic Regional Council as its Business Agent and 

was a strong advocate for developing an independent industry association who could speak 

directly to the decision-makers. As a former Business Agent for IATSE Local 411 in Toronto, 

Storey had participated in FilmOntario and seen firsthand the accomplishment that 

organization had made in a relatively short period of time. IATSE 667, whose jurisdiction 

includes all of Canada east of Manitoba, was also an enthusiastic supporter of the NSMPIA due 

to their active participation in FilmOntario.  

While the unions did much of the mobilizing and organizing around the formation of the 

NSMPIA, defining the governance structure of the NSMPIA resulted in an imbalance of power 

that favoured the producers. The NSMPIA Board has thirteen directors, three of which are 

allocated to union representatives, held by the DGC Atlantic Regional Council, IATSE 849 and 

ACTRA Maritimes. In contrast, there are six seats allocated to producer representatives, and the 

chair must be held by a producer. There are three additional Board seats for corporate 

members who do not represent unions, and an individual board seat, which is currently held by 

Nadine Dunsmore, Operations Manager for IATSE 667. Two union representatives recall the 
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conditions under which the unions agreed to a governance structure which gives producers the 

balance of power: 

We ┘eヴe ﾏoヴe oヴ less さIoeヴIedざ iﾐto it. This was a collaborative effort between the 

unions/producers, however [a particular producer] had a very strong voice on this and 

referred to a similar org in Alberta that his brother helmed that had the same 

conditions. He was also insistent that labour only have 3 seats on the board, even 

though there are 4 labour orgs in Atlantic....his reasoning behind this was what if 

NABET starts working in Atlantic Can....then we would want 5 spots (personal 

communication, April 13, 2012). 

It was a trade-off whereby the Producers Association would fold into the NSMPIA, so 

long as a Producer would be the chair of the NSMPIA. The idea at the time was for 

there to be one voice for the industry, as opposed to a potentially dissenting voice 

from the rump ProduIeヴげs AssoIiatioﾐ ふpersonal communication, April 13, 2012). 

The dominance of the producers on the board of the NSMPIA is a contributing factor to their 

relative ineffectiveness as a political advocacy association. This is not because the Nova Scotia 

producers are bad at political advocacy per se. It is deeply tied to the size of the Nova Scotia 

production industry and the enduring role that Film Nova Scotia plays as policy and industry 

gatekeeper. There is a minimal base of local production that is developed and produced from 

within the province. The film and television production industry in Nova Scotia largely relies on 

attracting out-of-province producers to come to Nova Scotia to film their Canadian content or 

foreign service productions. The industrial gatekeeper role of Film Nova Scotia interacted with 

their role as policy gatekeepers in shaping the vision and strategy of the NSMPIA as an industry 

assoIiatioﾐ. With pヴoduIeヴs Heiﾐg the pヴiﾏaヴ┞ けIlieﾐtsげ of Filﾏ No┗a “Iotia, aﾐd the CEO pla┞iﾐg 
broker in connecting extra-provincial decision-makers with local producers, the producers 

within the NSMPIA appear reluctant to engage in political activities that could cause them to 

fall out of favour with the industrial gatekeeper. 

The lack of political will by the producers is further complicated by the serious lack of resources 

the NSMPIA has to do its work. While the unions may be enthusiastic supporters, the size of the 

local production industry, and the multi-provincial jurisdictions of the unions in Atlantic Canada 

leave the unions with few surplus resources. In comparison to over 20,000 unionized film and 

television workers in Ontario the total combined union membership for the film and television 

sector in Atlantic Canada is just over 1200. ACTRA Maritimes has 585 members, the DGC 

Atlantic Regional Council has 145 members, IATSE 849 has 420 members and IATSE Local 667 

represents 57 members in Atlantic Canada. Unions are regional representatives of the relatively 

sﾏall pool of filﾏ aﾐd tele┗isioﾐ Iultuヴal ┘oヴkeヴs oﾐ Caﾐadaげs east Ioast, ┘heヴeH┞ ACT‘A 
Maritimes, the DGC Atlantic Regional Council, and IATSE 849 Motion Picture Studio Production 

Technicians Atlantic Canada exercise jurisdiction in Nova Scotia, PEI, New Brunswick and 

Newfoundland/Labrador. Representing a small group of workers, across a large geographic 

area, with fluctuating production levels that are an important source of revenues, requires film 

and television unions in the Atlantic region to operate on skeletal budget and staff resources. 

The DGC-ARC office currently consists of one full time business agent and one full time 
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administrative assistant representing members in four provinces; ACTRA Maritimes has one full 

time Branch Representative, one assistant steward and one administrative assistant. IATSE 

Local 849 is by comparison a large operation, with a full time business agent, an office 

administrator, a financial administrator and two call stewards who share member services and 

administrative support duties. 

With skeletal budgets and staff structures, and jurisdictions that span the entire Atlantic region, 

the labour leaders in NSMPIA have insufficient time and financial resources required to devote 

to advocacy work as independent organizations. The same applies for other producer and 

industry supplier board members, who similarly run small operations scaled to the relative size 

of the production sector in Nova Scotia. Thus, while an industry association allows 

organizational members to pool their resources, the unions in Nova Scotia have much shallower 

pockets, less policy expertise, and less time to spend on the NSMPIA than those in Ontario who 

bring considerable sums of money, and politically experienced union representatives, to the 

FilmOntario Board of Directors.52 The industry association does not have the resources required 

to hire a staff member with sufficient time and expertise to focus on the strategy, messaging 

and networking required to gain access to decision-makers and other political pressure points, 

such as bureaucrats in multiple ministries and relationship with all three provincial political 

parties. This means that, despite the representative natuヴe of the N“MPIAげs ﾏeﾏHeヴship, the 
organization remains, at its core, a volunteer organization with a board of industry stakeholders 

who have overextended schedules, and insufficient funds, to develop the NSMPIA into a key 

political player. 

Formal advocacy efforts have been sporadic. Their first noteworthy policy intervention came 

two years after their formation, when in August 2009 the NSMPIA met with federal Liberal 

culture critic Pablo Rodriguez to discuss issues the need for stronger federal cultural policy to 

encourage production in the regions (Nova Scotia Motion Picture Industry Association 

[NSMPIA], 2009). As a follow up on that file, in September 2009 the NSMPIA filed a policy brief 

in association with other industry associations in regional production centres calling for greater 

support for the regions through the federally funded Canada Media Fund.  

The shift to an けall spendげ tax credit in Ontario and Quebec in 2009 challenged the 

competitiveness of the FITC, prompting the NSMPIA to formally engage in political advocacy on 

the tax credit file. In January 2010 the NSMPIA sent out formal requests to meet with the Nova 

Scotia Premier, the Minister of Economic and Rural Development and the Minister of Finance. 

In February 2010 two producers, an equipment supplier and Richard Hadley from ACTRA met 

┘ith Miﾐisteヴ of EIoﾐoﾏiI aﾐd ‘uヴal De┗elopﾏeﾐt aﾐd Touヴisﾏ, PeヴI┞ Paヴis. N“MPIAげs ke┞ 
talking points for the meeting reflect a similar strategy to that of FilmOntario, emphasizing a 

consensus between labour and employers in their policy recommendations, and framing the 

                                                
52

 While actual membership dues the unions pay to FilmOntario are confidential, it was suggested to the 

researcher that each of the major unions contribute upwards of $30,000 annually to the industry association. By 

Ioﾏpaヴisoﾐ, IolleIti┗e IoﾐtヴiHutioﾐs the No┗a “Iotia uﾐioﾐsげ ﾏake to the N“MPIA aヴe less thaﾐ oﾐe teﾐth of that 
amount. 
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film and television production industry as vital economic and employment driver for the 

creative economy:  
 

Explanation of NSMPIA: We are a very unique organization, with management and labour 

working together; 

 

Spelled out the number of full-time-equivalent jobs our sector brought to the province - 3600 

average per year last 10 yrs; 

 

Explained the money - NEW money to province: 22 million in tax credits last year – ergo 80 

million or more levered in; 

 

Supported the role of Film NS in the province - Itげs doiﾐg gヴeat ┘oヴk oﾐ issues like equity 

financing and tax credits and as a broker; 

 

Reinforced the idea that the industry has brought workers here. Used the examples of people 

who moved here from Toronto and elsewhere – married, bought houses, set up businesses etc.; 

 

As an industry we employ NSCC and NSCAD students – keeping and supporting talent in the 

province; 

 

Illustrated the mix of indigenous and guest productions that use the province for filming; 

 

Presented all the other film-related sectors - Commercials, Corporate Videos, Digital media 

productions, Animation House, Gaming studios, etc., that depend on our infrastructure, 

including crew and suppliers (NSMPIA, 2010a) 

NSMPIA records also indicate that board members met with the Premier Dexter in March of 

that year to advance their argument to remove the cap on the total amount that could be 

claimed under the tax credit. At the time, the tax credit allowed producers to claim 50% of the 

total labour costs incurred during production, or 25% of total production costs, whichever was 

less. With Ontario and Quebec moving to a 25% credit on all eligible production costs in June 

2009, the production cap in Nova Scotia put the province at a competitive disadvantage. The 

NSMPIA, in acknowledging the power that Film Nova Scotia holds in the policy network, also 

emphasized the need to remove the production cap through the board members who also sat 

oﾐ Filﾏ No┗a “Iotiaげs Film Advisory Committee. Aligning messages between the NSMPIA and 

Film Nova Scotia was effective. In September 2010, the NSMPIA was invited by the Ministry of 

Economic Development to discuss the competitiveness of the FITC in a meeting with Film Nova 

Scotia and the Digital Animation of Nova Scotia. The animators association had been advocating 

foヴ Ihaﾐges to the FITCげs ヴesideﾐI┞ ヴules that ヴeケuiヴed ┘oヴkeヴs to ha┗e Heeﾐ ヴesideﾐts, foヴ ta┝ 
purposes, the year prior the production commenced. This, the animators argued, was inhibiting 

the growth of the animation sector in Nova Scotia by excluding workers who had just recently 

moved to the province. In December 2010, the Nova Scotia government announced it was 

removing the cap and announcing a change in the residency requirements for labour-related 

production costs. Revised regulations state that film and television workers have to provide 

evidence of residency in Nova Scotia for the production period, not the year prior.  
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As with FilmOntario, the advocacy of the NSMPIA also fails to articulate labour issues associated 

with the design of the tax credits. Wheヴeas FilﾏOﾐtaヴioげs sileﾐIe oﾐ this issue has doﾐe little to 
ad┗aﾐIe speIifiI uﾐioﾐ iﾐteヴests, the N“MPIAげs ad┗oIaI┞ reinforced the value of, in particular, 

the ヴegioﾐal Hoﾐus thヴough the N“MPIAげs aﾐd aIti┗el┞ ┘oヴked against the uﾐioﾐsげ iﾐteヴests. 
The NSMPIA felt securing support for the tax credits from MLAs from across Nova Scotia was 

necessary to ensure broad based support for the FITC and thus emphasized the economic 

impact of the film industry throughout the province in their advocacy work: 

MOVIE BIZ CREATES BIG BUZZ FOR NOVA SCOTIA LOCATIONS 

 

After a busy 2009, communities throughout province roll out welcome mat for more 

lucrative film production 

 

HALIFAX, NS - Nova Scotia film production focused its lens on a wider area of locations 

throughout the province in 2009 and the impact has businesses in those areas longing 

for more. 

 

From the tip of Sandy Point, Shelburne County, to the colourful Valley towns and out to 

Shubenacadie, producers of such projects as the TV series Meet Phil Fitz, the German-

Canadian mini-series Moby Dick and the indie film Halo brought a rosier bottom-line for 

many businesses in these communities.  

 

"2009 saw a definite increase in the number of locations the film industry reached," says 

Bill Niven, executive director53 of the Nova Scotia Motion Picture Industry Association. 

"It kept our skilled film making workforce employed and ultimately left a positive impact 

on the communities in which we set up locations. The motion picture industry is part of 

the ﾐe┘ けkﾐo┘ledge-Hasedげ eIoﾐoﾏ┞ aﾐd is eﾐjo┞iﾐg a sustaiﾐed le┗el of gヴo┘th iﾐ No┗a 
“Iotia.ざ he added. 
 

While several projects were shot in Halifax, Niven says, producers brought their talented 

crews to other locations outside the city like never before. Between April and October, 

for example, film production could be seen in Shubenacadie, New Minas, Kentville, Port 

Williams, Lunenburg, Shelburne, Clyde Riveヴ aﾐd “aﾐd┞ Poiﾐt to ﾐaﾏe a fe┘… (NSMPIA, 

2010b). 

This reveals how the precariousness of the employment model combines with the marked 

impact that the tax credit regime has on local labour markets to cause unions to engage in 

political advocacy that only obscures, but ignores, the impact that the policy design has on the 

health aﾐd safet┞ of theiヴ ﾏeﾏHeヴs. O┗eヴall, the N“MPIAげs laIk of ヴesouヴIes, the ┗oluﾐteeヴ 
ﾐatuヴe of the oヴgaﾐizatioﾐ, the Hoaヴdげs doﾏiﾐatioﾐ H┞ pヴoduIeヴs, and the lack of political will by 

the pヴoduIeヴs to けヴoIk the Hoatげ at the politiIal le┗el has pヴoduIed a laヴgel┞ iﾐeffeIti┗e iﾐdustヴ┞ 
association. The NSMPIA has failed to develop and maintain working relationships with all three 

political parties or key senior bureaucrats, particularly in the finance department responsible 

for the tax credits. The 2010 mobilization around the tax credit regime was the last time that 

                                                
53

 This is a typo in the original. Bill Niven is the Chair of the NSMPIA, not the executive director. 
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the NSMPIA came together as a functioning industry association to engage in formal advocacy. 

In the words of a union representative and founding member of the NSMPIA,  

The producers only turn up when there is a real problem. When the tax credit is in 

jeopardy for instance. There is occasional talk the rest of the time but anything that 

gets done, gets done by the unions. The chair has not called a meeting for at least 18 

months. 

  

Basically NSMPIA is dead in the water till the next crisis comes around. (personal 

communication, December 6, 2011). 

Clearly, neither FilmOntario nor NSMPIA are effective vehicles for advancing labour specific 

interests at the policy level. There is, though, an interesting consequence to the relative 

inefficacy of NSMPIA. Recall that FilﾏOﾐtaヴioげs suIIess iﾐ gaiﾐiﾐg diヴeIt aIIess to poliI┞ﾏakeヴs 
as an industry association has discouraged the unions from engaging in policy advocacy outside 

of the oヴgaﾐizatioﾐ. B┞ Ioﾐtヴast, N“MPIAげs Ioﾏpaヴati┗e laIk of ┗isioﾐ oヴ stヴateg┞ as aﾐ iﾐdustヴ┞ 
association creates conditions under which the unions do not have to worry about sending 

contradicting messages to the policy community in their own, independent policy efforts.  

On July 20, 2010 ACTRA, IATSE 667, IATSE 849 and the DGC-ARC sent a letter to the provincial 

ministers of Finance, Economic and Development and Tourism, and Labour requesting a 

meeting to discuss mobility issues associated with the provincial tax credit regime (Screen 

Industry Unions of Atlantic Canada, 2010). The letter indicates the unions wanted to open a 

dialogue on their proposal for interprovincial deeming within Atlantic Canada.54 The uﾐioﾐsげ 
proposal includes graduated deeming under the tax credit regime for cultural workers within 

the AtlaﾐtiI ヴegioﾐ. Uﾐdeヴ the uﾐioﾐsげ pヴoposal iﾐ No┗a “Iotia, residents would qualify for the 

full tax credit; workers from other Atlantic provinces who were brought in for the project would 

be eligible for a discounted tax credit rate; and workers outside the Atlantic region would 

remain ineligible (G. Vermier, personal communication, June 3, 2009). The idea is to develop a 

deeper labour pool that services Halifax as the production centre of Atlantic Canada, while 

discouraging the practice of importing workers from outside the Atlantic region, or outside the 

country. Reciprocity with other Atlantic provinces would facilitate the movement of 

experienced Nova Scotians within the region, providing Nova Scotia film and television workers 

with increased work opportunities to mitigate the employment precarity, and allowing them to 

maintain their ties with the industry over the long-term. The proposal builds on programs in 

other jurisdictions, particularly the deeming program in Saskatchewan that allows out-of-

province workers to qualify under the tax credits if they mentor a Saskatchewan resident, 

                                                
54

 For example, Newfoundland and Labrador offer a deeming provision in their film and television tax credit, 

┘hiIh さallo┘s the ヴesideﾐI┞ ヴeケuiヴeﾏeﾐt to He ┘ai┗ed ┘heﾐ a ケualified ヴesideﾐt peヴsoﾐ is ﾐot a┗ailaHle; aﾐd the 
non-resident person ser┗es as a ﾏeﾐtoヴ of a ヴesideﾐt of the pヴo┗iﾐIe.ざ (Newfoundland and Labrador Film 

Development Corporation, n.d.) 
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provided there is no qualified local resident available for the project (Saskatchewan Film and 

Video Corporation, 2012). The pヴoposal is dヴi┗eﾐ H┞ the uﾐioﾐsげ iﾐteヴests iﾐ the long-term 

sustainability of the industry, and the overall labour market development of the region.  

The unions decided to go directly to the ministerial level with their proposal after it was entirely 

rejected for consideration by the CEO of Film Nova Scotia on the grounds that it would use 

taxpayer dollars to subsidize employment of out of province workers. Without the 

endorsement of Film Nova Scotia, the deeming issue is failing to gather any political traction at 

the political level. The response from the Minister of Labour and Workforce Development 

simply states that the FITC is outside her jurisdiction, even though the issue is clearly focused 

on the long-term labour market development of the local screen-based industries (More, 2010). 

The Minister of Finance referred the matter to Economic Development. Echoing Film Nova 

Scotia arguments, the Minister of Economic Development clearly indicated that the deeming 

pヴogヴaﾏ is off the politiIal ageﾐda uﾐdeヴ the ヴatioﾐale that, さoﾐe of the ﾏeasuヴes of suIIess of 
the program is the personal tax revenue generated for the province by the Nova Scotian tax 

payers. Should we pay out tax credit monies on non-Nova Scotia residents then we would forgo 

this IヴuIial ﾏeasuヴe of suIIessざ (Paris, 2010). The unions have not pursued this issue any 

further to date.  

Analysis and conclusion 

Tax credits have become an integral part of the financing structure for producers of domestic 

Canadian film and television content, and, until a new policy instrument is created to replace 

them, will remain an essential tool in attracting Hollywood dollars to Canadian production 

centres. It is, however, essential that policy makers begin to expand their understanding of how 

policy frameworks for the film and television sector in Canada operate not only as economic 

drivers, but also fundamentally as labour market regulation. While volume of production is 

vitally important in a career where an eight month contract is at the long end of the spectrum, 

completely overlooking the impacts that policy frameworks have on qualitative aspects of work 

in the film and television production risks obscuring other important factors that shape an 

iﾐdi┗idualげs pヴofessioﾐal e┝peヴieﾐIes, ┘hiIh also has iﾏpliIatioﾐs foヴ the long-term viability of 

both major and regional film and television labour markets across Canada. 

Tax credits subsidize labour costs. As film and television production is a labour intensive 

undertaking, tax credits have been highly successful policy instruments. However, the driving 

rationale behind the provincial tax credits is primarily to provide economic incentives for 

producers to bring business to a particular jurisdiction. Discourses of the creative economy 

present the volume of total production expenditures, or the number of projects brought into a 

region, or an estimate of the number of jobs created in a reporting period, as accurately 

reflecting the vitality of a local production centre. By comparison, the marginalization of unions 

as industry stakeholders in provincial development agencies policy consultation processes 

means that the question of the quality of those jobs goes largely unaddressed. The quality of 

those jobs is necessarily tied to the provincial policy framework, which is in itself affected by 

changes in other jurisdictions. This all contributes to the competition that the tax credit regime 
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produces; a competition framework which, at its core, runs off the (dis)counting of the labour 

involved in the film and television production process.  

A labour-based analysis of tax credits allows us to examine how the unintended consequences 

of the tax credit regime impacts the long-term viability of film and television production labour 

markets in Canada. Intense competition between production centres, restricted worker 

mobility between labour markets, and increasingly distant work locations within labour markets 

fundamentally undermines basic public policy objectives of stimulating and sustaining 

internationally competitive and regionally vibrant creative economies. Unions representing 

workers whose labour costs are at the centre of the tax credit regime are keenly aware of the 

negative impacts the implementation of the tax credits has on the daily lived experiences of 

workers in both regional and major production centres in Canada. They are also keenly aware 

of the iﾏpoヴtaﾐIe of ta┝ Iヴedits to a ヴegioﾐsげ Ioﾏpetiti┗e pヴofile, aﾐd ha┗e thus pla┞ed aﾐ 
active role in the political advocacy related to their ongoing development. 

 

Film and television unions in Ontario and Nova Scotia are key players in the creation of 

provincial film and television production industry associations. The objective of both 

FilmOntario and the NSMPIA is to gain direct access to policy decision-makers in order to 

directly influence policy outcomes. The political capacity of these two organizations is markedly 

different, shaped by the size of the local production sector, which in turn affects the resources 

of the member organizations and the organizational structure of the industry associations. The 

case studies offer insight as to why union participation in these industry associations is 

something of a paradox for unions as policy actors. The decision to work within the creative 

economy discourses, and align union interests with those of the producers is pragmatic. The 

decision reflects a political awareness of the policy environment and a strategic decision on 

how best to frame their interests in a way that would have their recommendations accepted as 

policy changes. While the associational and discursive strategies of the unions are logical, they 

need to be understood as coming with a price for the unions as policy actors, and for their 

members in their day to day professional lives. The concept of (dis)counting cultural workers is 

a useful concept to understand this paradox. 

 

As with Canadian content regulations, film and television production tax credits are based on 

the employment of cultural workers. There is, however, a fundamental difference in the 

rationale behind the policy design. Canadian content regulations are deeply tied to the cultural 

objectives of the Broadcasting Act, whereby a story is defined as Canadian as long as the key 

creative inputs were made by Canadian cultural workers. In contrast, the provincial tax credit 

regime is almost exclusively tied to the economic development discourses of the creative 

economy, where public investment in the private film and television production sector is 

justified, in part, by counting the number of jobs that the tax credits generate for cultural 

workers. The design of the tax credits implicitly frames the wages of cultural workers as barriers 

to globally competitive local production industry. The objective of the tax credits is focuses on 

servicing the interests of highly mobile capital, and thus, privileges the interests of independent 

producers over those of cultural workers in the policy process. This complicates their ability to 

act independently as unions in policy networks. More importantly, as I mention in chapter two, 
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this maヴgiﾐalizes the uﾐioﾐsげ aHilit┞ to aヴtiIulate Iultuヴal labour problems tied to the design and 

implementation of tax credits as cultural policy problems.  

Framing the labour costs of unionized film and television professionals as being inherently 

prohibitive to a competitive production sector compounds the disconnect between policy 

decision-makers aﾐd uﾐioﾐs as ke┞ iﾐdustヴ┞ stakeholdeヴs. The uﾐioﾐsげ liﾏited politiIal IapaIit┞ 
as independent organizations, and decision to engage in policy advocacy largely through 

Hヴoadl┞ Hased iﾐdustヴ┞ assoIiatioﾐs, fails to ヴe┗eal laHouヴげs pヴoaIti┗e ﾏaヴketiﾐg aﾐd Haヴgaiﾐiﾐg 
ヴole iﾐ shapiﾐg a ヴegioﾐげs Ioﾏpetiti┗e pヴofile, as ┘ell as the iﾏpoヴtaﾐt ヴole the┞ pla┞ iﾐ poliI┞ 
advocacy. Unions are critical labour market institutions. Discounting or marginalizing their input 

in policy consultation and development means that policy decision-makers are failing to 

connect with the complex dynamics of the film and television production industry. It also 

means that the policy discourses around work in the creative economy remain, as Banks and 

Hesﾏoﾐdhalgh aヴgue, さヴeleﾐtlessl┞ upHeat,ざ ┘heヴe the health, safet┞ aﾐd fiﾐaﾐIial Iosts 
produced by the policy regime remain hidden from public discussion and debate, at best a 

matter for collective bargaining. This bargaining is increasingly unequal as a result of the 

additional leverage that the tax credit regime gives independent producers through 

encouraging the hypermobility of capital while restricting the mobility of cultural workers. 

Topp argues that the making a business case for government support of the film industry 

speaks directly the degree to which the domestic production sector is a chronically 

undercapitalized industry. The domestic industry is undercapitalized, Topp argues, because we 

doﾐげt ha┗e suffiIieﾐt aIIess to ouヴ o┘ﾐ sIヴeeﾐs ┘hiIh aヴe doﾏiﾐated H┞ AﾏeヴiIaﾐ pヴoduIt. 
Lack of access to our screens means the content being produced does not have adequate 

access to the market, and thus is uninviting for private investment. The significanIe of Toppげs 
comments points to the deeply interactive nature of industrial and cultural development 

objectives in cultural policy. In order for the industrial development of the domestic production 

sector to reach a point where the capitalization of Canadian production companies is sufficient 

so as not to require and indirect state subsidy, we need a much stronger regulatory framework 

that is driven primarily by the cultural development objectives of the Broadcasting Act that 

create access to Canadian stories on Canadian television screens. This allows us to imagine a 

more holistic approach to assigning value to the film and television industry as a matter of 

policy. The creative economy is the dominant policy discourse in which the unions are 

attempting to influence the policy environment, but it is not the only way that the value of 

cultural labour can be understood in political terms. As chapter four shows, unions have the 

power to shift policy discourses and shape political agendas, as unions. The next chapter 

ヴetuヴﾐs to Muヴヴa┞ aﾐd Gollﾏitzeヴげs ふヲヰヰΒ, 2011) concept of a creative ecology, as introduced in 

chapter two, as a way forward.  
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Chapter Six: Making cultural labour count through a cultural ecology 

 

The aim of my research is to identify and understand the interactive relationship between 

cultural policy, cultural industries labour markets, and unions representing cultural workers. 

Unions are important labour market actors whose role in the cultural industries is generally 

under-theorized. Producing cultural goods and services is labour intensive. Unions are 

responsible for organizing, accrediting, training, and reproducing the pool of creative, technical, 

logistical, administrative and manual labour that drives the film and television production 

industry. Unions provide independent producers with direct access to the full range of qualified 

labour required for the production process. Union social benefits allow workers a better chance 

of maintaining their ties to labour markets and the industry over the long-term. Unions 

aggressively market their memberships, and labour markets as a whole, in a highly mobile, 

globally competitive, vertically integrated media complex dominated by a few multinational (or, 

in the case of Canadian media, national) media enterprises. Unions also engage in collective 

bargaining in an attempt to secure fair wages and working conditions for their members. As my 

research shows, policy advocacy is distinctive aspect of union business. Policy advocacy is a 

distinctive aspect of union business because cultural workers are the primary objects of major 

Canadian cultural policies. My research here examines Canadian content regulations and the 

tax credit system as two examples of the ways in which Canadian cultural workers are at the 

centre of policy design, although not always at the centre of the policy process. 

 

The uﾐioﾐsげ poliI┞ ad┗oIaI┞ aIti┗ities ﾐeed to He uﾐdeヴstood iﾐ the Hヴoadeヴ Ioﾐte┝t of the 
creative economy, as the prevailing logic that guides policy decision-making during my case 

studies. There is deep tension between unions and the creative economy as an economic 

development model. Discourses of creativity within the context of the creative economy 

emphasize the economic and employment generating capacity of the arts and cultural 

industries in order to justify substantial financial commitments from federal and provincial 

governments. State support is critical for stimulating production volume, and consequently, 

labour markets and union memberships in both the Canadian television and foreign service 

production sectors. However, the creative economy presents a paradox for unions, as it 

simultaneously venerates the productive labour of cultural workers, while dismissing the 

material conditions of their work. As an economic development strategy, the creative economy 

instrumentalizes cultural workers, and the production of cultural goods and services, in the 

service of capital. As a result, policy-makers and gatekeepers regard unions as secondary 

stakeholders in policy networks, which only further obscures the connection between cultural 

policy and the material conditions of work and labour relations in the film and television 

production sector. The degree to which the unions engage with, or challenge, the logic of the 

creative economy in their advocacy strategies has a significant impact on the degree to which 

cultural labour problems are understood as cultural policy problems. 

 

Although the discourses of the creative economy fail to recognize what Banks and 

Hesmondhalgh ふヲヰヰΓぶ ヴefeヴ to as the さdaヴk sideざ of ┘oヴkiﾐg iﾐ the Iultuヴal iﾐdustヴies, it is 
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unlikely that the unions are looking for an openly critical debate on the viability of an economic 

development strategy built on short-term employment with minimal long-term capital 

investment benefits, and requiring substantial state investment in an era of fiscal restraint. We 

must understand that for unions to call the creative economy fundamentally into question 

would be to work against the labour market interests of their members. What is required is a 

model that builds on the benefits that the creative economy offers to workers in the arts and 

cultural sector, while providing a means by which they are necessarily understood as industry 

stakeholders equal to the producers and broadcasters. 

 

This chapter opens with a brief review of how the application of a labour-based analysis to my 

case studies reveals the connections between cultural workers and cultural policy. I then return 

to Murray and Gollmitzeヴげs ﾏodel of a Iヴeati┗e eIolog┞, iﾐtヴoduIed iﾐ Ihapteヴ t┘o, as aﾐ 
alternative to the creative economy. I offer that that their model of a creative ecology, to which 

I make a few minor modifications toward a cultural ecology, serves as a theoretical lens by 

which we can begin to more broadly conceptualize how life and employment for cultural 

workers is deeply connected to the policy environment. A cultural ecology also serves as a 

schematic map for the unions to chart a horizontally and vertically coordinated policy advocacy 

strategy that engages with multiple policy issues at all layers of the state.  

Revealing relationships: toward a labour-based analysis of (cultural) policy 

A labour-based analysis foregrounds the interests of cultural workers as the point of entry for 

understanding the relationship between cultural labour and Canadian cultural policy. This 

requires researchers to look for cultural workers in policy networks. Cultural workers are often 

represented by organizations in policy networks – in my cases, unions. My research uses a 

labour-based analysis of cultural policy to explain: why unions are, or are not, involved in policy 

advocacy; the factors that shape the degree to which policy advocacy is a key aspect of union 

business; which policy issues are the most pressing for the community; in which policy 

jurisdictions the unions are active; and the range, and changing nature of, advocacy strategies. 

Maヴsh aﾐd “ﾏithげs ふヲヰヰヰぶ theoヴ┞ of dialeItiI poliI┞ ﾐet┘oヴks iﾐfoヴﾏs ﾏ┞ laHour-based analysis, 

calling for scholars to interrogate the ways in which policy advocacy is embedded within a 

contested set of power relations within policy networks, examine the interactions between 

unions and other policy actors, and how network structures, and ideas, shape policy network 

dynamics. This requires, in-depth interviews with union leaders about their their engagement in 

policy processes, and in-depth interviews with key policy decision-makers about the role that 

cultural workers play in policy networks. My analysis would be enriched by the input of 

independent producers, who sit across from the unions at the bargaining table, and often sit 

beside them at the policy stable. I encourage scholars to take up additional research in this 

vein.  

 

The first part of my analysis examines how cultural policy functions as a primary form of labour 

market regulation for cultural workers. Due to their status as self-employed freelancers, 

cultural workers are largely excluded from key aspects of Canadian labour law and the social 

safety net. Consequently, we need to broaden the scope of analysis in understanding the 
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nature of working in the cultural industries, to ask questions about how other policy areas – in 

my case, cultural policy – shape the quantity and quality of work in the film and television 

production sector. Cultural workers are the main objects of the Canadian content policy 

framework and the film and television production tax credit regime, two of the most important 

cultural policies for the film and television production sector. My study shows these two 

policies interact with the precarious nature of work, and the collective bargaining regime, to 

have a significant impact on the quality and quantity of work for workers in the Canadian 

independent production sector.  

Is more work better work? Connecting quantity with quality 

The precarious employment model in the independent production sector means that 

production volume is a critically important element in sustaining workforces. This has led 

unions, to a large degree, to focus their political advocacy efforts on securing a high quantity of 

work. Both the CRTCげs 1999 Television Policy and the provincial film and television tax credit 

regime impact the quantity of work in the production industry. In Canadian television, the 

regulatory framework compensates for the market failure of Canadian dramatic programming, 

and the tax credits support the financing of Canadian drama. In the foreign service sector, tax 

Iヴedits defiﾐe a ヴegioﾐげs competitive profile and, by extension, its ability to attract highly mobile 

production. Changes to the types of genres supported by Canadian content regulations in the 

1999 Television Policy resulted in a sharp decline in Canadian dramatic programming. The 

introduction of tax credits in Ontario and Nova Scotia increased production volume in those 

provinces.  

 

These case studies also connect Canadian content regulations and tax credits with the quality of 

work available to film and television production professionals. Series production is as close as 

┘oヴkeヴs get to a けヴegulaヴげ joH iﾐ highl┞ pヴeIaヴious laHouヴ ﾏaヴkets. Caﾐadiaﾐ dヴaﾏatiI tele┗isioﾐ 
series often provide a better approximation of work-life balance, with shooting schedules based 

on a regular five day work week, and employment for up to eight months at a time with the 

possibility of renewal. The benefits in terms of the quality of that work are significantly 

diminished, however, if working on dramatic television series includes a daily long commute on 

top of excessive hours because they are shot well outside of urban centres, or if the crew must 

personally absorb the additional costs of filming on location. The degree to which policy shapes 

the quality of work, and the strength of collective agreements, thus has long-term implications 

for the health and welfare of the workforce. 

Connecting outcomes with inputs: implications for unions 

The second part of my labour-based analysis examines how unions attempt to influence the 

policy environment to produce positive labour market outcomes for their members. I 

uﾐdeヴstaﾐd this thヴough the leﾐs of ┘hat Maヴsh aﾐd “ﾏith ヴefeヴ to as the さiteヴati┗e loopざ 
between policy outcomes and actors, insofar as outcomes affect both network structure and 

actor agency; outcomes can affect membership and the balance of resources within a network; 

they can impact broader social structures which weaken or affirm the position of a particular 
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set of interests within a policy network; and outcomes can also affect the behaviour of actors 

within a network (Marsh & Smith, 2000, p. 9). The impact of the 1999 Television Policy 

prompted the unions to create a new political formation as the Coalition of Canadian Audio-

visual Unions (CCAU). Changes to tax credits in other jurisdictions threatened production levels 

in Ontario and Nova Scotia, and were an important factor in the formation of FilmOntario and 

the NSMPIA.  

 

Comparing the CCAU to FilmOntario and NSMPIA shows why and how the strategic choices that 

unions make influence how cultural labour interests are identified and advanced at the policy 

level. The formation of the CCAU allowed labour to articulate its specific issues clearly and 

consistently on its own terms. Consensus only needed to be brokered between cultural 

workers, not between the interests of cultural workers and their employers. This kind of 

consensus building is significant on a larger scale for the unions. In the independent film and 

television production sector, union solidarity and strength is compromised by the freelance 

nature of work in the industry. Highly mobile production, and the precarious employment 

model, means that workers are willing to self-exploit. Building solidarity within union local 

memberships, between locals within a national union, and between unions representing 

different categories of workers, is an ongoing challenge. Coordination, communication, and 

political mobilization between unions, through labour-based coalitions such as the CCAU, show 

members that there is a collective shared interest with their colleagues that extends beyond 

the ┘oヴkplaIe aﾐd ┘ell iﾐto the politiIal ヴealﾏ. As a diヴeIt IoﾐseケueﾐIe of the uﾐioﾐsげ deIisioﾐ 
to advocate only on behalf of cultural workers, rather than the interests of the production 

industry overall, the unions were able to adopt discursive strategies that shifted the ideological 

terrain of the policy debate, and succeed in influencing changes within the policy environment 

that would have positive impacts on the quantity and quality of work available to their 

memberships. 

 

The uﾐioﾐsげ deIisioﾐ to aligﾐ theiヴ iﾐteヴests aﾐd ヴesouヴIes ┘ith the iﾐdepeﾐdeﾐt pヴoduIeヴs iﾐ 
FilmOntario and the Nova Scotia Motion Picture Industry Association (NSMPIA) resulted in an 

advocacy strategy that has, to date, effectively precluded a discussion of the quality of work, 

and its relationship to the tax credits, within policy networks. Cultural workers and independent 

producers have divergent interests on certain aspect of the tax credits, where the effect of the 

provincial tax credits is felt by cultural workers in local labour markets. When unions enter into 

industry associations that rely on the logic of the creative economy as their primary messaging 

strategy, unions reinforce the discourses that silence the articulation of systemic labour market 

and work model issues that are produced by the very policies they are trying to influence.  

From creative economy to cultural ecology 

I ┘ill ﾐo┘ tuヴﾐ ヴetuヴﾐ to Muヴヴa┞ aﾐd Gollﾏitzeヴげs IoﾐIept of a creative ecology (Figure 6.1) as 

an important theoretical intervention that expands the notion of the creative economy by 

placing the daily lived experiences of cultural workers as central to policy development. Murray 

aﾐd Gollﾏitzeヴげs ふヲヰヱヱぶ Iヴeati┗e eIology approach both broadens and refines the ways in which 

we can conceptualize and value cultural labour as objects and agents of policy. In doing so, it 
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places cultural workers at the centre of the policy process while expanding the range of issues, 

and policy jurisdictions, in which they are considered to be central. Murray and Gollmitzer 

describe a creative ecology approach as, 

 

…a ﾐet of iﾐtegヴated Iultuヴal, soIial aﾐd laHouヴ poliIies that offeヴ holistiI 
suppoヴt to iﾐdi┗iduall┞ aItualized けIヴeati┗e eIologiesげ ふ┘oヴk/life 
ﾐe┝usesぶ…The teヴﾏ Iヴeati┗e eIologies iﾏplies ﾏateヴial as ┘ell as 
immaterial infrastructure for creative workers. Such zones of relative 

creative autonomy consist of creative workers experiences as inhabitants 

of particular physical environments; as participants in labour processes; 

and as members of social networks in which pre-commercial, commercial 

and non capitalist modes of production are embedded (Landry, 2005; 

Scott, 2008) (Murray & Gollmitzer, 2011, p. 14) 

 

Figure 6.1: Creative ecology: a policy framework for cultural workers 

 
 

“ouヴIe: Fヴoﾏ さEsIapiﾐg the pヴeIaヴit┞ tヴap: a Iall foヴ Iヴeati┗e laHouヴ poliI┞ざ H┞ C. Muヴヴa┞ aﾐd M. Gollﾏitzeヴ, ヲヰヱヱ, 
International Journal of Cultural Policy, p. 15. Available online 15 July 2011. Copyright by Taylor and Francis. 

Reprinted with permission.  
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Murray and Gollmitzer argue that as precarity is a defining feature of work and life for cultural 

workers, it must be understood as central to all policies that intersect the lives of cultural 

workers: 

 

…┘hat is ﾐeeded at the Ioヴe of a poliI┞ fヴaﾏe┘oヴk foヴ Iヴeati┗e laHouヴ is 
aHilit┞ to Hetteヴ aIIouﾐt foヴ けIoﾐtiﾐgeﾐI┞げ. Thus, ouヴ Iヴeati┗e eIolog┞ 
ﾏodel…e┝pliIitl┞ aIkﾐo┘ledges the Ioﾐstaﾐt Ihaﾐges aﾐd ヴisks ┘ith 
respect to employment relationship and status, contractual 

arrangements, time spent doing cultural work, type of activity and 

collective organization, level of income and categories of marginalization 

(Murray & Gollmitzer, 2011, p. 15)  

 

This is an important feature of their model, as my research shows that chronic employment and 

iﾐIoﾏe seIuヴit┞ ha┗e a pヴofouﾐd effeIt oﾐ uﾐioﾐsげ laHouヴ ﾏaヴket stヴategies aﾐd oﾐ theiヴ poliI┞ 
stヴategies. The sigﾐifiIaﾐIe of Muヴヴa┞ aﾐd Gollﾏitzeヴげs Iヴeative ecology model, as a political 

project for cultural workers, lies in that it is designed to improve the quality of work and life for 

cultural workers through public policy. The model thus stands out as it acknowledges the role of 

the state as a central to the evolution of cultural work. In an encompassing approach to 

understanding and supporting the daily lived experiences of cultural workers, the authors 

aIkﾐo┘ledge that it is esseﾐtial to, さa┗oid Hias to ┘age eﾏplo┞ﾏeﾐt aﾐd ヴeIogﾐize aヴtistiI 
goals, care work, volunteer work and other unpaid but socially valuable components of the 

creative life-┘oヴk ﾐe┝usざ (Murray & Gollmitzer, 2011, p. 14) Consequently, in their 

comprehensive model, cultural policy sits in a nested conversation with social policy and labour 

policy in a broadly conceptualized social security framework (see Figure 6.1). 

  

A creative ecology prompts scholars to examine the full range of policy areas in which the 

unions are involved. In connecting cultural, labour, and social policy with the daily lived 

experiences of cultural workers, their creative ecology model and makes four major 

contributions to understanding the relationship between cultural workers and the policy 

environment. First, their model provides an analytical framework in which policy gaps for 

cultural labour can be readily identified. In accounting for the role of unions as labour market 

actors in the film and television production sector, my research shows that some of the gaps in 

social policy are being filled, or at least tempered, by unions; such as union-funded 

employment leave benefits (short-term disability and parental leave), hardship funds and 

retirement savings plans. These important, but limited, programs are not, however, sufficient 

replacements for the programs from which many cultural workers are excluded as a result of 

their self-employed status, such as regular employment insurance benefits. Some cultural 

workers are able to, or choose to, claim employee status on a production. A labour-based 

analysis of the links between cultural work and social policy through a cultural ecology reveals 

that ヴeIeﾐt pヴoposed Ihaﾐges to e┝paﾐd the sIope of ┘hat is Ioﾐsideヴed けsuitaHle ┘oヴkげ uﾐdeヴ 
employment insurance benefits, for example, will have a potentially devastating impact on 

┘oヴkeヴsげ aHilities to ﾏaiﾐtaiﾐ theiヴ ties to the iﾐdustヴ┞ o┗eヴ the long-term, place additional 

pressure on the unions to compensate for social policy gaps, and potentially erode the pool of 
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highly skilled cultural labour required to produce high quality film and television programming. 

Under the new rules, frequent users would be expected to take any available work in their 

communities, not just in their field, at 70% percent of their previous hourly wage (Fitzpatrick, 

2012). The DGC argues that,  

 

Skilled workers are vital to any industry and removing workers from this pool 

H┞ foヴIiﾐg theﾏ to aIIept otheヴ けsuitaHle eﾏplo┞ﾏeﾐtげ ┘eakeﾐs the iﾐdustヴies 
in question and, by extension, the entire economy. A one-size fits all approach 

is simply not the answer. 

 

Stability is vital for Canadaげs HヴoadIasteヴs ┘ho ヴel┞ oﾐ the pヴoduItioﾐ seItoヴ to 
supply high-quality and innovative programming. The proposed changes to EI 

could weaken the production sector in Canada and have a detrimental effect 

oﾐ Caﾐadaげs ﾏedia Ioﾏpaﾐies aﾐd the Iultuヴal seItoヴ (Directors Guild of 

Canada, 2012c) 

 

Second, a creative ecology approach reveals the connectivity of these policy jurisdictions. For 

example, some of the issues produced in one policy jurisdiction – such as the issue of forced 

commuting under the provincial tax credit regime (cultural policy), are exacerbated by policies 

in another jurisdiction, such as the film and television industry exemption from the daily and 

weekly limits on hours of work, daily rest period rule, time off between shifts rule, and the 

weekly/bi-weekly rest period rule under the Ontario Employment Standards Act (labour policy) 

(Ontario Ministry of Labour, 2011). 

 

Third, a creative ecology reveals the degree to which unions are key labour market actors and 

important policy stakeholders. As I note above, looking at the lens of social policy reveals not 

only policy gaps and policy problems, but the role that the unions play in compensating for 

these gaps and problems in order to maintain labour markets. A labour-based analysis of labour 

policy for the cultural industries would reveal, for example, that, despite hundreds of millions of 

dollars for employment training support that have flowed to the provinces from the federal 

government under the federal-provincial Labour Market Agreement and Labour Market 

Development Agreement, cultural workers are largely omitted from provincial workforce 

development programs. Unions provide training and professional development programs for 

their members, but their resources are limited, and unions face challenges keeping their 

members trained in the latest technological developments that have dramatically changed 

industry workflows and skill sets in recent years. 

It also  

 

Fourth, a cultural ecology model moves the frame of analysis away from a narrow 

conceptualization of the relationship between cultural workers and those who employ 

them/engage their services (as self-employed contractors), toward a much richer 

conceptualization of the experience of cultural workers as embedded in what Murray and 

Gollﾏitzeヴ ヴefeヴ to as the さlife/┘oヴk ﾐe┝usざ ふMuヴヴa┞ & Gollﾏitzeヴ, ヲヰヱヱ, p. ヱヴぶ. A cultural 

ecology model asks us to consider the relationships that cultural workers have to their careers, 
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and how this interacts with their social relationships in a range of contexts, including as 

partners, parents, children; community members; political activists; and so forth. It also creates 

important theoretical space for these questions to be examined through a range of identity 

politics, prompting us to ask questions about how the life/work nexus as a cultural worker is 

shaped by gender, age, family status, sexuality, ability, racialization and citizenship, and how 

that is connected to, again, the broader policy environment. 

 

I offer two minor modifications to their model. First, I propose that the language of cultural 

ecology and cultural workers will add political use value to this model. As I argue in chapter 

two, the language of creativity obscures the specific and unique characteristics of producing 

cultural goods, and disembeds labour markets from the highly politicized context that 

underpins policy support for the arts and cultural sector. The history of Canadian cultural policy 

is deeply rooted in the complex nature of defining what culture is, and its relationship to 

tradition, identity, values, social inclusion, regionalism, and representation. As my research 

shows, cultural policy choices shape working conditions and labour markets for cultural 

workers. As my research also shows, combining discourses of cultural development with the 

distinct industrial interests of cultural workers has the potential to be politically transformative. 

Moving from a creative ecology to a cultural ecology will therefore anchor the connection 

between the workers who produce cultural goods and services and the policy frameworks that 

shape their daily lived experiences.  Second, I propose adding health policy as a fourth policy 

field. We need to develop a body of research that examines the relationship between work in 

the cultural sector and the mental and physical health outcomes related to employment 

precarity, income insecurity, excessive hours, and unpredictable schedules. This will provide a 

richer picture of the work/life nexus for cultural workers, allowing us to understand examine 

how, cultural policy, labour policy, and social policy is also connected to the mental and 

physical health and wellbeing of cultural workers and their families. 

 

Developing an understanding of the value of cultural work, and the daily lived experiences of 

cultural workers, in a cultural ecology model requires a deep partnership between scholars, 

cultural workers, and the organizations that represent their interests at the policy level. 

Scholarly research allows unions to identify and fill knowledge gaps, and can help unions to 

articulate and document unintended consequences of policy choices and/or advocacy 

strategies. A cultural ecology will require a body of scholarly research that considers the 

work/life nexus of cultural workers as a guiding principle for the rapidly evolving landscape of 

Canadian cultural policy. This includes analyses of the ways in which copyright, corporate 

concentration and cross-ownership, broadcasting regulation, funding structures, production 

incentives, technological innovation, and platform convergence present opportunities and 

challenges for cultural workers. It will require substantial interdisciplinary efforts from across 

the academy to understand the interactivity between social, labour, health and cultural policy 

that shape the Canadian cultural industries. 

 

While scholarly research is important, it is the unions themselves that will be the most 

important actors in moving a cultural ecology approach ahead as a political project. Advancing a 

cultural ecology agenda as the primary means by which the interests of cultural workers can be 
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established as central to policy development will require a significant collective commitment 

from the cultural labour community. This commitment is important. Due to the specific 

iﾐflueﾐIe that Iultuヴal poliIies iﾐ Caﾐada ha┗e oﾐ laHouヴ ﾏaヴkets, ヴepヴeseﾐtiﾐg ﾏeﾏHeヴsげ 
interests for unions in film and television production by necessity should include political 

advocacy as a core aspect of union business. Unions have the motivation, knowledge and 

institutional capacity to clearly and consistently articulate the impact that cultural policies in 

Canada have on the professional and personal lives of cultural workers. Furthermore, given that 

cultural workers are at the centre of key cultural policies, principles of good public policy should 

take into account the ways in which cultural policy shapes cultural work. It is for this reason 

that both the national and local union offices need to include cultural policy advocacy as a pillar 

of their organizational operations.  

 

Theヴe aヴe diffeヴeﾐIes Het┘eeﾐ the uﾐioﾐsげ le┗els of eﾐgageﾏeﾐt iﾐ policy advocacy that are 

significant to acknowledge, if we are to understand whose interests are represented in policy 

advocacy; in which policy jurisdictions; and the ability of cultural workers to influence the 

policies that shape the amount and quality of work available to them. ACTRA and the DGC are 

highly engaged in policy advocacy in federal and provincial policy networks, and union histories 

reveal that policy advocacy has been a key aspect of union activity, particularly at the federal 

level, for decades. Consequently, policy advocacy is woven into the organizational culture of 

both ACTRA and the DGC. The WGC is a much younger union than the DGC or ACTRA, but is also 

deeply involved in policy at the federal level. The WGC, as a strictly national organization, does 

ﾐot, ho┘e┗eヴ, eﾐgage ┘ith pヴo┗iﾐIial Iultuヴal poliI┞. The laIk of a ┘ヴiteヴsげ ヴegioﾐal ┗oiIe at the 
policy level means that the specific issues that writers face in local labour markets, and their 

relationship to policy, go unacknowledged.  

 

Understanding who is not active in policy networks is as important as understanding the role of 

those who are. IATSE, as the largest technicians union, remains outside of the Canadian 

broadcasting policy tent, generally silent on policy matters or oppositional in their arguments 

on key policy issues, particularly with respect to Canadian content regulations. While IATSE 

loIals aヴe ﾏoヴe aIti┗e at the pヴo┗iﾐIial le┗el, poliI┞ is ﾐot paヴt of IAT“Eげs oヴgaﾐizatioﾐal Iultuヴe, 
and the degree to which IATSE locals engage in policy advocacy is largely a function of individual 

leadership within a local and/or pressure from other unions for IATSE to bring its resources and 

members into an organization. This means that the interests of a major group of cultural 

workers fail to be represented in policy discussions that shape their professional and personal 

Iaヴeeヴs. It also ﾏeaﾐs aﾐd that theiヴ uﾐioﾐげs poliI┞ diseﾐgageﾏeﾐt Ioﾏpヴoﾏises laHouヴげs aHilit┞ 
to pヴeseﾐt a uﾐited ┗oiIe that politiIizes ┘oヴkeヴsげ iﾐteヴests as Ieﾐtヴal to the policies that shape 

their labour market and working conditions.  

 

The IATSE needs to invest significant resources in developing their policy capacity at the 

national level, and expand their understanding of the connection between the industrial 

interests of their members and Canadian content policy framework that supports the cultural 

objectives of the Broadcasting Act. This also means that national offices of all the unions need 

to provide support for their offices in regional production centres (or, in the case of the WGC, 

consider establishing regional representative bodies) that do not have sufficient human or 
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financial resources to be able to advocate, unequivocally, for their members interests at the 

policy level. It will require the unions to set aside ideological differences, and build on the core 

principles of solidarity as members of the labour movement, to form labour-based alliances and 

coalitions that have sufficient institutional capacity to articulate, first and foremost, labour 

issues as policy issues. It will require developing a deep political consciousness within 

memberships to help members to understand that their personal daily lived experiences are 

political issues. Advancing a cultural ecology approach will require a well resourced, broadly 

based, clear, consistent and sustained political advocacy campaign across a range of policy 

jurisdictions. Finally, to develop a fully realized cultural ecology approach as conceptualized by 

Murray and Gollmitzer, it should include alliances with other members of the labour movement 

and civil society.  

 

A cultural ecology, instead of a creative economy, allows us to imagine and build upon a much 

broader range of concepts around the value of cultural labour than the reductionist discourses 

of the creative economy that speak to the number of jobs without any critical examination of 

what kind of jobs those are. As a policy framework, a cultural ecology necessarily requires an 

examination of how the working conditions in those jobs are tied to the policies that support 

them. A cultural ecology approach would include acknowledging the economic interest of 

cultural workers as being equally important to the economic interests of business, and cultural 

development objectives as being equally important to, and moreover, necessarily related, to 

industrial development objectives. Where the cultural ecology approach would add further 

value to the existing model is by creating space for unions to speak to, and be heard on, the 

issues of their members that go beyond the economic. This includes health, safety and quality 

of life issues that cannot be reduced to an hourly wage or a fringe benefit. This is what makes 

unions, as representative of the cultural workers, distinct stakeholders from those representing 

the interests of capital. If one of the goals that is shared between labour, capital, and 

policymakers is to have a healthy, sustainable production industry that will create dynamic, 

compelling content for Canadian and international audiences in an increasingly mediated 

world, then it is more pressing than ever before to create a meaningful dialogue at policy level 

around the quality of work, and life, in the Canadian cultural industries.  
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Appendix A – List of Interviews 

Brian Anthony 

National Executive Director and Chief Executive Officer 

Directors Guild of Canada, National Office  

 

Michel Arpin 

Vice Chairman, Broadcasting 

Canadian Radio-television and Telecommunications Commission 

 

Kelly Lynne Ashton 

Director of Policy 

Writers Guild of Canada  

 

Chris Bryant 

Director, Decision Support 

Department of Economic Development 

 

Joanne Deer 

Director, Public Policy and Communications 

ACTRA National Office 

 

Nadine Dunsmore 

Operations Manager 

International Cinematographers Guild IATSE Local 667 

 

Richard Hadley 

Branch Representative 

ACTRA Maritimes 

 

David Hardy 

Business Agent 

NABET Local 700-CEP 

 

Ron Haney 

Chief Executive Officer & Executive Director 

Directors Guild of Canada, Ontario District Council 

 

John Lewis 

Director of Canadian Affairs 

IATSE Canadian Office 
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Ann MacKenzie 

President and CEO 

Film Nova Scotia 

 

Rick Perotto 

Business Representative 

International Cinematographers Guild IATSE Local 667 

 

Timothy M. Storey 

Business Agent 

Directors Guild of Canada Atlantic Regional Council 

Vice-Chair, Nova Scotia Motion Picture Industry Association 

 

Karen Thorne-Stone 

President & Chief Executive Officer 

Ontario Media Development Corporation 

 

Brian Topp 

Executive Director and CEO, ACTRA Toronto 

Co-Chair, Film Ontario 

 

Gary Vermier 

(former) Branch Representative, ACTRA Maritimes 

Business Agent, IATSE Local 849 

 

Mimi Wolch 

Former Business Agent, I.A.T.S.E. Local 873 

Senior Business Agent, Directors Guild of Canada, Ontario District Council 
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Appendix B – Key creative positions in the Canadian content points system 

 

The points system is referenced in three aspects of this study.  

 

1. It is used by the Canadian Radio-television and Telecommunications Commission for 

certifying program as Canadian content.  

 

2. It is also used by the Canadian Audio-Visual Certification Office to determine eligibility 

for the Canadian Film or Video Production Tax Credit 

 

3. It is used by the OMDC to determine eligibility for the Ontario Film and Television Tax 

Credit. 

Under all three systems, the Producer must be Canadian, and is worth 1 point.  

The following are the さke┞ Iヴeati┗e positioﾐsざ that ﾏust He filled H┞ Caﾐadiaﾐs iﾐ oヴdeヴ to 
qualify for Canadian content. Under all three systems, the production must achieve a minimum 

of 6 out of 10 possible points. 

 Director (2 pts.) 

 Screenwriter (2 pts.) 

 First and Second Leads (performer or voice) (1 pt. each) 

 Production Designer (1 pt.) 

 Director of Photography (1 pt.) 

 Music Composer (1 pt.) 

 Picture Editor (1 pt.) 
 

 

 


