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Vice-President Broadcasting
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Gatineau, Quebec K1A ON2

Filed electronically
Dear Mr. Shortliffe:

Re: Requests for information regarding the proceeding initiated by The Path
Forward - Defining “Canadian program” and supporting the creation and
distribution of Canadian programming in the audio-visual sector, Broadcasting
Notice of Consultation 2024-288, 15 November 2024

1. We thank the Commission for the opportunity to respond to the requests for
information on Broadcasting Notice of Consultation 2024-288: Defining “Canadian
program” and supporting the creation and distribution of Canadian programming in the
audio-visual sector. We are pleased to provide Rocket Fund’s responses below.

9. In your interventions, you submitted that children’s/youth programming is at risk.

a. Please provide the Commission with the following trends data for the past four
years (2020-2024) to the extent you have such data or can cite such data:

i. Availability of Canadian children’s/youth programming within the
broadcasting system.

2. Rocket Fund relies on the annual Profile reports and CMF reporting for specific data
regarding Canadian children’s and youth content. These reports do not speak
specifically to the availability of the Canadian children’s and youth content within the
broadcasting system but demonstrate the annual production activity of the entire film
and television media sector, including genre reporting, and the volume of production
peryear. While Rocket Fund has commissioned Dubit to report on trends of Canadian
children’s and youth media habits, it is specific to the behaviour of children and their
media use and does not provide the availability of children’s/youth content in the
Canadian broadcasting system.

3.  While a cursory search could identify generally what Canadian children’s programming
is currently in the broadcasting system, the focus of this question should be on the
availability of new, current, original and relevant Canadian children’s/youth
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programming, as opposed to repeat legacy programming that continues to air on many
Canadian broadcast channels.

Profile and the CMF Genre Report both report on the production of content which
reflects the volume of new productions being produced. As demonstrated in the
Profile 2024 chart below, the total annual proportion of Canadian children’s/youth
television production as compared to the total volume of Canadian television
production has decreased since genre protections were removed by the Commission
in 2015 (i.e. children’s and youth production went from 18 per cent to 11 per cent of
total Canadian television production):

Exhibit 3-7a Shares of total volume of Canadian television production, by genre, all languages
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Source: Estimates based on data collected from CAVCO.
Nota: Some fotals may not sum due fo rounding. Data Includes an estimate of CRTC<certifled television production.
* Includes magazine programming and a small amount of programming that was praviously allocated to the educational /instructional genra.

Similarly, the CMF contribution to children’s and youth content - which is Canadian
broadcaster triggered - clearly shows the decline in newly commissioned programs for
children and youth since the removal of genre protections:
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Exhibit 3-17 CMF contribution to television production, by genre

2014/15 2015/16 2016/17 2017/18 2018/19 2019/20 2020/21 2021/22 2022/23 2023/24

($ millions)

Documentary 59 65 49 58 b4 &9 64 76 &9 80
Children’s and youth 56 54 39 37 33 38 37 4] 40 33
Drama (i.e. fiction) 158 153 151 151 153 150 154 157 166 172
Variety and

performing arts 13 13 19 15 13 18 26 14 16 18
Total 286 286 278 260 262 276 281 289 290 303
Share of total

Documentary 21% 23% 25% 22% 24% 25% 23% 26% 24% 26%
Children’s and youth 20% 19% 14% 14% 13% 14% 13% 14% 14% 1%
Drama (i.e. fiction) 55% 53% 54% 58% 58% 54% 55% 54% 57% 57%
Variety and

performing arts 5% 5% 7% 6% 5% 7% 9% 5% 6% 6%
E 100% 100% 100% 100% 100% 100% 100% 100% 100% 100%
Source: CME.

Note: Some fotals may not sum due fo rounding.

6. Based on Exhibit 3-17 from Profile 2024 above, the chart below more effectively

illustrates the trend in CMF contributions to Canadian children’s and youth
programming since the removal of genre protections:
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7. The CMF Genre Report on Children’s & Youth states the following due to the lack of
broadcast licence triggers for children’s and youth programming:

In 2020, mirroring regulatory changes, the CMF lifted per-genre quotas in the

envelopes. Between 2013-14 and 2023-24, the CMF’s funding for the C and Y genre
decreased by 12.4 percentage points in English and 4.1 percentage points in French.
In 2023-24, the CMF’s C and Y target was 21 per cent; however, only 9.4 per cent for
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10.

11.

12.

13.

English-language content and 12.8 per cent for French-language content was
reached.’

Reflecting this trend, the CMF stated in its appearance in front of the Commission
during the BNC 2024-288 proceeding that their current target at the CMF for children’s
and youth content is 22 per cent of its overall funding structure, yet only 8 per cent was
achieved.?

The CMF also reports that between 2017 and 2022, the number of half-hour-long
episodes of live-action children/youth series decreased by 44 per cent, while half-
hour-long episodes of animation series declined by 85 per cent.?

Itis clear from these trends that the broadcasting system is not producing new and
relevant children’s and youth content at a level that is reflective of their place in
Canadian society.

a. Please provide the Commission with the following trends data for the past four
years (2020-2024) to the extent you have such data or can cite such data:

ii. Availability of children’s/youth programming in Canada through the open
internet and/or social media services.

Itis well known that children and adults alike have access to global content and that
we as Canadians have access to anything we desire on the open internet. As set out
above, the focus of this question should be about the availability of Canadian
children’s/youth programming in Canada that is appropriate for the child, through the
open internet and/or social media services.

The production and availability of Canadian children’s and youth content for online
distribution face significant funding challenges, as digital platforms do not trigger
traditional funding mechanisms or tax credits. In 2019, the Rocket Fund and the CMF
partnered and launched the Kids Digital Animated Series Program to fund online-first
animated series, and had six successful rounds for the production of short-form
content. This partnership was created out of the need for financing for animation in
Canada following declines in animation commissions from public and private
broadcasters alongside a growing recognition of children’s shifting media
consumption toward online platforms. But this one program alone was not enough.

YouTube reports that:

- on average, there are 20 million videos uploaded daily to YouTube;
- over 20 billion videos have been uploaded to YouTube; and

- YouTube Shorts is now averaging over 70 billion daily views.*

T CMF Genre Report Summary, page 5

2 CRTC BNC 2024-288 Transcript Volume 7 2025-05-26; 7149
3 CMF Genre Report Summary, page 5

4 https://blog.youtube/press/
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14. On the open internet, children can clearly find content on YouTube. The question is,
what are they watching on the open internet? First, is it Canadian? And more
importantly, is it appropriate?

15. Canada does not have a federal law that explicitly bans children under 13 from using
social media. However, most major social media platforms that are available in
Canada —including Facebook, Instagram, TikTok, and Snapchat—require users to be
at least 13 years old, in line with international privacy standards such as the U.S.
COPPA (Children’s Online Privacy Protection Act) law. And while we know kids lie
about their age to access the social media platforms, there are calls for stricter rules
around children and social media in Canada.® Rocket Fund ensures that
discoverability plans for Rocket Funded programs are appropriate for the target
audience and content on social media platforms must be targeted to parents and
caregivers.

a. Please provide the Commission with the following trends data for the past four
years (2020-2024) to the extent you have such data or can cite such data:

iii. Audience measurement data in relation to Canadian children’s/youth
programming.

16. Over the past five years, Rocket Fund has been an early and active participantin
advancing audience measurement for Canadian children’s and youth programming
through its involvement with ScreenMiner. The made-in-Canada platform, built by
Magnify Digital, brings together real audience data—across social media, video
sharing, survey responses, and festival feedback.

17. Akeyinnovation is ScreenMiner’s ability to capture audience data on complementary
content—the full universe of ancillary material such as video shorts, compilation reels,
trailers, behind-the-scenes clips, and other digital extensions that drive visibility and
engagement across multiple platforms. This is especially critical for kids’ content,
where younger audiences are natural consumers of short form videos. These videos
are often more readily available than broadcast or streamer data, but historically tough
to aggregate or analyze at scale. Forty-five Rocket Funded projects (in both English and
French, including multi-season series) have been onboarded to ScreenMiner.

18. These Rocket Funded series generated over 200 million total views across 45 projects.
Notably, complementary content (trailers, clips, and short-form videos) has driven
73% of total viewership, underscoring its fundamental role in audience growth.
Projects like Future Chicken, Jeremy and Jazzy, Denis and Me, and Run Jump Play have
effectively used video assets tailored to each audience touchpoint. Compilations,
behind-the-scenes voice actor clips, and interactive sing-along music videos reached
audiences beyond traditional platforms, especially on YouTube and Facebook where
parents and caregivers are highly active. While these numbers are impressive, they
relate specifically to the complementary digital content.

19. Rocket Fund’s involvement also enabled the sharing of best practices across the
sector, with ScreenMiner delivering 36 live training webinars (18 in French, 18 in

5 https://nationalpost.com/news/canada/australia-social-media-ban-quebec-watching
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20.

21.

22.

23.

English) for participating producers. The resulting centralized data set is now
positioned to enable Al and machine learning analysis, unlocking unprecedented
insights to guide content strategy and funding.

While Rocket Fund has been actively working with Magnify Digital and producers to
advance their audience development, broadcaster, cable, and streaming audience
data in Canada remains extremely difficult to access. This means that reliable
viewership data is out of reach for most production companies, except through costly
sources like Numeris.

Access to broadcast, cable, and streaming data remains limited, leaving producers to
track and analyze the audience data generated by complementary content—the
ancillary material that drives visibility and engagement across multiple platforms — not
the actual audiovisual program. This kind of data is more readily available than
traditional broadcast or streaming numbers but has historically been tough to
aggregate and analyze at scale.

a. Please provide the Commission with the following trends data for the past four
years (2020-2024) to the extent you have such data or can cite such data:

iv. Financial investments in the production of Canadian children’s/youth
programming.

As noted above, Rocket Fund relies on Profile and the CMF, as well as its own statistics
on Rocket Funded programs.

As a starting point, it is important to note that the past four years do not accurately
demonstrate a trend in the children’s and youth sector, for the following reasons:

= There was a shift in the support of Canadian children’s programming with the
removal of genre protection in 2015.

= There was a significant increase in animation production over the pandemic as
animation production could continue during lockdowns. There was also a market
correction or “catch-up” following the pandemic.

= The contraction in the international marketplace following the pandemic, which
children’s and youth producers rely on, has affected the children’s and youth

production sector.

For these reasons, we provide the data back to 2017.

24. The charts below demonstrate the level of private broadcaster, public broadcaster and

international funding in Rocket Funded programs in both the English and French
language markets for children’s/youth programming.
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Funding by Platform for English-Language
Rocket Funded Productions (2017-2024)
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Funding by Platform for French-Language
Rocket Funded Productions (2017-2024)
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25. Asthe charts demonstrate, the Canadian English-language market relies heavily on
international financing for its productions, but the contraction of the global
marketplace over the past two years has impacted both international contributions
and overall budget levels. In contrast, the Canadian French-language market now
relies primarily on public broadcasters.
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18. Please comment on the following definition of Children’s programming. In so
doing, identify and explain whether the Commission should incorporate any additional
criteria in this definition:

26. We thank the Commission for including a definition of Children’s programming in this
request for information and welcome the comments about how best to define
children’s and youth programming within the new regulatory framework.

27. In 2015 the Commission created new program categories based on the age of the
target audience: preschool children (0-5 years), children (6-12 years), and teenagers
(13-17 years) to standardize how children's programming was logged and monitored
across all Canadian broadcasters.® We suggest the following criteria with the
proposed definition:

Children’s/Youth audiovisual programming must meet the following criteria:
> Audiovisual programs, whose intended audience is children aged-12
yearsandunder under 18 years of age
> Programming that aims to:
o Meetchildren’s needs and interests; andfer
Is appropriate for the intended audience; and
Engage children’s creativity; and/or
Entertain children; and/or
Reflects reality from a child’s point of view; and/or
Inform or educate children:

O O O O O

28. We believe that programming for children/youth should always 1) meet the needs and
interests of children and 2) be appropriate for the intended audience age group.
Programming for preschool children (0-5 years) differs from that for children (6-12
years) and teenagers (13-17 years). By ensuring these two criteria are the foundation
for defining all types of children’s/youth programming, the content produced will be
both relevant, safe and appropriate.

19. What roles and responsibilities during the pre-development, pre-production,
production and post-production phases are commonly understood as being a part of
the role occupied by a “showrunner” where the role of “showrunner” is credited or
acknowledged as being a part of an audiovisual production?

29. Inits 25 years of funding children’s and youth content, Rocket Fund has supported only
a few productions with showrunners, all of which were live-action and affiliated with a
US broadcaster or platform, and include:

Max and Shred - YTV/Nickelodeon (2013-14)

The Parker Andersons / Amelia Parker - YES TV/BYU 2020-21)

Take Note — WildBrain(Family Channel)/ Peacock, Sky (UK) (2020-21)

Overlord and The Underwoods — CBC, BYU US, ITV (UK) Nickelodeon (2020-21)

% Broadcasting Regulatory Policy CRTC 2015-323
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30. Therole and responsibilities of a showrunner vary depending on the production. This
position is uncommon in children’s and youth programming and is rarely found in
animation productions, as described by 9 Story Media Group in their intervention and
in their appearance in front of the Commission. Rocket Fund defers to 9 Story Media
Group regarding the challenges associated with the showrunner role in children’s and
youth programming.

20. The Commission has heard from various intervenors on potential levels of CPE
contributions. Specifically, it has heard CPE contributions should be set at 5%, 20%,
and 30%.
i. Please propose a CPE level for Canadian broadcasters (including their
online streaming services).

31. Rocket Fund is of the view that CPE levels should be consistent and not be reduced
from current levels; however, we are aware of the need for flexibility within the new
broadcasting framework. Rocket Fund will respectfully propose CPE levels during the
reply phase after reviewing the position of the other parties.

32. Rocket Fund maintains that 20 per cent of all established CPE in the new broadcasting
framework should be designated to children’s and youth programming, or that an
equivalent amount of this 20 per cent “Kids Allocation” be directed to a fund like the
Rocket Fund, as outlined in Rocket Fund’s intervention.

ii. Please propose a level for foreign online streamers.

33. Rocket Fund may respond to CPE levels for foreign online streamers during the reply
phase after reviewing the position of the other parties.

iii.  What elements of the two linguistic markets (French and English)
should the Commission consider in establishing any expenditure
requirements?

34. Rocket Fund may respond to the proposed elements of the two linguistic markets
(French and English) for expenditure requirements during the reply phase after
reviewing the position of the other parties.

21. What factors should the Commission consider when it establishes expenditure
requirements on undertakings owned by different entities that earn over $25 million
in broadcasting revenue in Canada?

35. Rocket Fund may respond to the proposed factors to consider when establishing the
expenditure requirements during the reply phase after reviewing the position of the
other parties.

22. In determining an expenditure requirement, what should be allowable expenses
that count towards fulfilling these requirements? What ratio of expenses should be
devoted to direct programming expenses, other direct expenses such as
contributions to funds and other more intangible expenses such as training and
infrastructure? Additionally, what factors should the Commission consider when
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establishing these ratios as a part of overall tailored conditions of service?
36. Rocket Fund takes no position on this question.

23. What factors should the Commission consider in determining what types of
programming are at risk in the Canadian broadcasting system and who should
contribute to supporting that programming?

37. One of the factors that the Commission should consider in determining what types of
programming are atrisk is whether there is a sufficient supply of new, original
Canadian content representative of the relevant community/audience. The programs
of the past no longer reflect the diversity and values of today’s Canadian and
Indigenous children.

38. Any party that benefits from the Canadian broadcasting system must contribute to
children’s and youth programming for the benefit of Canadian and Indigenous children
and youth. Rocket Fund submits that the responsibility for children’s and youth
programming extends beyond at-risk content. While it is evident that this sector is
currently at risk due to the broadcasting system’s systematic neglect of this vital
Canadian audience, commitment to children’s and youth programming must be
embedded in the new broadcasting framework, with all parties contributing to its
support.

27. Given the realities of global financing and international partnerships, are there
public policy benefits to a more flexible approach - such as implementing a sliding
scale that links the number of Canadian content points to the level of credit toward
CPE? How can the Commission strike the right balance to ensure both the integrity and
viability of Canadian storytelling?

39. Historically, the 1.5 X credit towards CPE for 10 out of 10 productions resulted in 0.5
less Canadian content produced and aired. A sliding scale could be added but the
overall CPE spend by each service should not be reduced. That will ensure that the full
CPE requirement is actually spent on Canadian content productions. Areverse
mechanism to the 1.5 credit is recommended whereby the credit for Canadian content
is determined on the amount of Canadian content points but always results in a full
spend of the CPE. For example, if a production meets half of the required points, only
half of such spend should go towards the annual CPE requirement, and, if a production
receives full Canadian content points, 100 per cent of that spend would go towards
their required CPE annual spend. This would ensure that each service would actually
spend their full CPE obligation on Canadian productions, it would incentivize higher
Canadian content points and could result in more Canadian content produced.

40. The Commission could establish that a minimum percentage of all CPE must meet
certain Canadian content points as a condition of service, to ensure that a set amount
is spent on higher Canadian content point productions, thus securing the integrity and
viability of Canadian storytelling. For example, a service could have a 50 per cent
requirement as a condition of service, whereby a minimum of 50 per cent of their CPE
must go towards productions that meet an equivalent of at least 8 out of 10 content
points in the new point system, and 50 per cent of their spend could then go toward
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productions with lower points - within the sliding scale described above, without
reducing any actual CPE.

28. Should the Commission consider a sliding scale approach to IP ownership - where
a higher number of Canadian key creative positions could offset a lower level of
Canadian IP ownership, and vice versa? Would such a model effectively balance the
goals of fostering Canadian creative control and significant and equitable financial
control and benefit?

41. Rocket Fund takes no position on this question.

29. Should the Commission include points or other incentives for the use, in Canadian
programs, of pre-existing Canadian source material such as Canadian-authored
novels, plays, or short stories or Canadian musical selections as defined by the
Commission- in defining Canadian content, particularly in light of subsections
10(1.1)(a) and 10(1.1)(c) of the Broadcasting Act? How should those points be
attributed or, alternatively, what should those incentives be?

42. Rocket Fund takes no position on this question.

34. In order to identify programming that is representative of the cultural diversity in
Canada, should the Commission work with an organization to collect relevant
information and coordinate the identification of reflective programming? If so, what
organization would be the best positioned to fulfill that mandate? What safeguards
should be in place and what information should be collected?

43. The Rocket Fund has been collecting Self-Identification information since 2022,
spurred by the industry's response to Racial Equity Media Collective (REMC) and
Nordicity's 2021 report “Evaluating Racial Equity in Canada’s Screen Sector”’ on the
lack of race-based data. Rocket Fund took the initiative to develop its own self-
identification portal to collect the data to better understand our investments, improve
access, follow trends and inform decision-making for programs and policies. From a
funding perspective, the Rocket Fund gathers data on key creatives (specifically
producer, writer and director) and the ownership structure of the production
company. The Rocket Fund's first Self-ID Questionnaire was utilized as a part of the
application intake in the fall of 2022 and the Rocket Fund's Self-ID Portal launched in
2023 and continues to be used today.

44. The Rocket Fund was involved early in the industry consultations about self-
identification, specifically with the CMF in its development of PERSONA-ID. We
continue to collaborate with other organizations in the industry through the
Collaborative Network and are currently working towards data harmonization and
developing best practices for self-identification for the industry. Rocket Fund isin
discussions about data harmonization and ensuring that we are utilizing the same
terms and definitions when collecting the data so that there is more consistency when

’https://static1.squarespace.com/static/5da5e203aca5a576a25ef17f/t/619fe771ef4c07476c06d040/1637869
451621/Racialized+Funding+Data+in+the+Canadian+Film+and+Television+Industry+-
+Inspirit+tFoundation%2C+REMC+and+Nordicity+%281%29.pdf
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45.

46.

it comes to reporting, statistics, and for the stakeholders that are providing this
information.

Having one organization industry-wide in charge of collecting self-identification data
would be preferred, especially for many of the smaller organizations that don't have the
capacity to create their own self-identification system. To date, an industry-wide self-
identification system has been difficult to create as different organizations and
companies have their own internal requirements, CRTC regulations, federal and
provincial legislation and privacy laws.

Itis difficult for Rocket Fund to recommend a specific organization that is best suited
to manage this. We believe it needs to be a national organization, like CAVCO or
another similar type of federal agency.

36. What level of aggregation for revenues and programming expenditures would best
provide relevant information for stakeholders to participate effectively in public
proceedings and measure and monitor developments in the Canadian broadcasting
system as it relates to supports for Canadian programming?

47.

48.

Rocket Fund takes no position on this question.

We thank the Commission for the opportunity to comment on behalf of Canadian
children and youth and the important media sector that knows and represents them.
Canadian families deserve to have a broadcasting system that recognizes and takes
into account the needs of our young people, the leaders of tomorrow. We would be
pleased to answer any questions the Commission may have.

Sincerely,
Christine Shipton Agnes Augustin
Chair President & CEO

*** END OF DOCUMENT ***
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