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TRANSCENDING THE DOCUMENTAR Y= THE FILMS OFARTHUR LIPSETT
Michael Dancsok

Arthur Lipsett ( 19%- 1986) was an innovative 'collage' filmmaker who worked at the
National Film Board of Canada W B ) from 1958 to 1970. By combining *foundfilm
footage' and sound with images he shot, his work explored the human condition and
chailenged conventional notions of documentary film and representation. Although he
made award-winning films, and his techniques have since k e n incorporated widely into
much film practice' his work has been vimially ignored by film scholars. One reason for
this rnay be the difficulty in positioning his work within a specific film practice. His films
are a bridge between avant-garde and documentary, making them difficult to categorize.
Another reason could be the apparent ambivalence within film studies towards the
avant-garde's contribution to filrnmaking, as well as Lipsett's own ambiguous
relationship with this aesthetic. Finally the NFB, an institution that has had an evolving
interpretation of its mandate, may have determined the ultimate acceptance of lipsett's
films. The institution that Lipsett deeply depended on may have contrïbuted to the
minimal amount of access the Canadian viecling public had to his films.

Through a multiperspectival analysis this thesis explores the complexity of these
issues, and in doing so points to the significance of Arthur Lipsett as a filmmaker. In this
exploration several questions arise conceming the relationship between avant-garde and
documentary filrnmaking, and the nature of Lipsett's involvement with each. The thesis
wiIl also analyze a number of influences on Lipsett's work including his farnily
background, his position at the Film Board, and his mental state during and following his
tenue there. In addition because of the importance of carion formation, the process will
be assessed in a Canadian context and its bias revealed. The primary purpose of t h i s
research is to contribute to a broader discussion about Lipsett's position in Canadian film
histo~.
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The first tirne 1 watched an Arthur Lipsett film \vas in 1985. I was a second year
undergraduate student in the University o f Regina's Film and Video Department. The
film was 21-87 (1963). The professor, Chris Gallagher, showed us this film to
demonstrate how unique editing techni-ques could create profound interpretations of the
world around us. At the time 1 remember feeling totally liberated by the film. There were
probably several reasons for this. With 21-87 1 could ignore the narrative developed by
Lipsea and create my own; 1 could follow the patterns created by the uniquely combined
sounds and images without atternpting to rationalize hem;or I codd t
q to work out the
punle Lipsett had to offer. niese choices did not seem to be n&t or w o n g but equal. In
addition, the film introduced me to the numerous possibilities available when producing a
film - possibly m- own film.

Two years later, after spending a year teaching in China, 1 retumed to the University to
complete my film degree. I was having trouble trying to find an idea for a film or video
project that I could afford to make in order to graduate. Knowing my financial woes,
Richard Kerr, who had recentl?. become a faculty member in the Department, shoved an
article in front of me and said, "Here- Read this. It's about a guy who used found footage
to make films". It was Lois Siegel3 1986 article in Cinemu Canudu, "A Clown Outside
the Circus" and was, more or less, an obituaq about Arthur Lipsett. Siegel interviewed
some of Lipsett's colleagues. and revealed how some of his films were made.
It was afier reading this article I decided to make a found film collage on video. 1 dug
through National Film Board science films that Kerr had salvaged fiom a garbage bin
when the distribution office of the NFB in Regina closed. It took me six months to make
a four minute piece titled E m b y n i c Developmenr of Fish (1989). The vide0 was an
examination of the physical differences between film and video, and it explored how the
sublime image distorts the experience of witnessing. The video cost me only one hundred
dollars. Naturally, it paled in cornparison t o Lipsett's work. I had made my collage out of
convenience. Conversel-, Lipsett was using the collage technique to explore the concepts
of art and representation with a mature intellect, one nurtured with a strong sense of
purpose. My work didn't have the texture and irony that his films seemed to possess. But
of greater significance was rny disappointment in leaming that Lipsett's obvious
filmmaking talent has been largely forgotten by film critics and scholars. It is the
intention of this paper to try uncover why this seems to be the case, and in doing so

hopefully open avenues of discussion about Lipsett's work which might generate the kind
of recognition 1believe he deserves.

1.1 Introduction

In 1962 a twenty-five old Arthur Lipsett at the National Film Board of Canada was
nominated for an Academy Award for his film V e p Nice. Very Iftee. Although the film
did not win what it did do was introduce to an uninitiated audience a method of
filmmaking that combined seemingly unrelated sounds and images to constnict a
COherent vision. From that early expairnent with photographs and 'salvaged sound' unti 1
1970, Lipsett continued IO create collage films at the NFB. Although these collage films
utilized what have been called actuality images they were never considered
documentaries - if they were considered at all.
Regardless of the ambivalence towards Lipsen's films within the NFB, and their
neglect by film scholars, his films are valuable in the way they utilize images. The!
explore the constructed boundaries of what distinguishes docurnentary film from other
works. Through this exploration these films also point to Our own limitations in vieuing.
In addition: Lipsett's films are provocative because they seem to transcend the time in
which they were created. This thesis is an exploration of both Lipsett's contribution to
concepts surrounding film practice as well as an attempt to open avenues for discussion
concerning the silificance of his work.

The following chapter will explain why this research was undertaken. The chapter
\vil1 discuss the significance of Lipsett's work. It mil1 also explain the methodolog and
theoretical considerations I have employed. A "Review of Literature" is also included.
1.2 Explanation of the Title

The title irranscending rhe Documentary: The Films ofArthur Lipsett was chosen for a
number reasons. In the majority of his film proposals Lipsett spoke of two general
purposes for the films. One was to show the intercomectivity of people and things. This
intercomection transcends the material pursuits of the society that the audience
participates in. The second purpose for the films, according to the proposals, was that for
the viewers to break from the material reality they must be introduced to new structures
of thinking - such as the type found in his films. Through the new StnicNeS Lipsett
hoped they would transcend to a reality of greater significance.

Another reason for choosing this title is because I believe Lipsett was an unique
documentarian. The majorin of his films utilize actuality sound and film either found at
.'
this
the NFB or in stock libraries and combined with scenes shot by ~ i ~ s e t tThrough
film technique Lipsett bridged two film practices - avant-garde and documentary. By
bridging these practices his films transcend what are considered to be separate visions of
interpreting the world
1.3 Statement of Problem

Arthur Lipsett's films are provocative and innovative in the way they employ actuality
sound and film, explore the values associated with image and representation, and
contribute to the artistic exploration of the human condition. Lipsett has becorne
regarded as an important contributor to filmaking by some people involved in this
artistic pursuit because of his innovative methods. However, withm film scholarship,
v e c little discourse has been developed conceming the critical and theoretical
sigificance of Lipsett's techniques.
1.4 Research Questions

What are the unique characteristics of Lipsett's films? What factors led him to develop
his innovative filmmaking techniques? HOWdid h s life pnor to, during and folloning his
involvement with the National Film Board of Canada affect his artistic endeavors? Homr
did his relationship with the NFB affect his reception mithin film scholarship and the
general Canadian public? What affect do the concepts surrounding canon formation in
Canada have on Lipsett's films being recognized as significant works.
1.5 Significaoce
As early as 1970 T e m Ryan had written an article about the significance of Lipsett's

work:
Virtually every television show which purported to sum up
the decade we have just closed included a second rate. "Very
Nice, Very Nice" - with more quicker cuts, less resonant images
and less meaning.2

Twenty-eight yean later Ryan's statement is still relevant in this society. Music videos,
news capsules, and documentaries have appropnated the techniques and ideas that Lipsett
explored. This statement is not intended to suggest that video artists, filmmakers, and

' ~ o h nGriefion stated thnt documentary is "the ereative treatment of actuaîityw.The concept of
"actualitywwill be discussed at length in this thesis.
' ~ e n yRyan, 'Six Filmmaken in Scnrrh of an Alternative", Amcon&, Aprü. 1970. p.25.

commercial enterprises have stolen directly fiom Lipsett's work. It is merely suggesting
that many of today's film images depend upon a style that he explored at an earlier time.
This style exposes the possibilities of utilizing pre-existing images and sounds fiom
various sources and in doinp so, questions the concept of representation. This research
should then reveal the importance of Lipsett's work to film practice in general. In doing
this. film scholars may be drawn into a discourse about his films.
In addition, through an analysis of Lipsett's life and work, other societal factors are
discussed, thus adding to the sipificance of his films. For exarnple, by explonng the
relationship between the operation of the NFB as an institution,with al1 of its goals,
commitments and bureaucracy, and the role Lipsett played in the institution, the dymmics
beheen artist and institution becorne highlighted Since NFB films have k e n major
conwibutors to the creation of a Canadian film canon, it is important to profile the
limitations and privileges Lipsett may have had at the Board. Of particular interest are
two elements in the relationship between Lipsett and the NFB. The first is how the
evolving structure and department 'cells' influenced the way Lipsett made his films. The
other is hou- the production and distributionrnechanisms of the NFB contributed to
Canadian culture and Lipsett's reception in that culture.
Another element of this research that suggests Lipsea's works are significant is the
way the films imply an interrelationship between the aesthetic styles associated with
avant-garde and documentan-filmmaking. As Lipsett pointed out in a 1978 Clnemu
Canudu inteniew, he was neither "underground" nor "c~nventional".~
The rift between
these h o practices, including their codified differences, are bridged by his work.
Through his films. questions of what constitutes "documentaq-" or what constitutes
"e~perimental"~
are raised.
1.6 Review of Literature

Very few studies have examined Lipsett's works thoroughly. The major@ of published
sources that acknowledge him are concemed with broader studies - the history of the
National Film Board of C-mada,for exarnple. These books include Movies and
k@thoIogies, (Harcourt, 1977). Movies und Memorandu: An lnterpretative Hisron of the
Ararional Film Board of Canada, (Jones, 198 1), 7ne Besr ButIer in rhe Business: Tom
Du- ojmrheNational Film Bourd of Canada, (Jones, 1996)and Zn ihe Nutional Interest: .1

'Lais Scigcl, "A Close Enîounter of a Fifth Kind". Cinenui Canada, Fcbrunry. 1978, p10.
4~hroughoutthis thesis I will use the terms and Yexperirnentsl' iotcrchaogeably to reprcsent

practices within the avant-garde.

Chronicle o f the National Film Board of Canadafiom 1949 tu 1989. (Evans, 1991).
Althoueh this literature is valuable when analyzing the operations of the National Film
Board, and although Jones' biography on Tom Daly helps to articulate how Daly may
have influenced Lipsett's work, they are not adequate in providing an account of the
relationship between Lipsett and the NFB and how that relationship affected his creative
process.
y

One unpublished source that proves to be a major contribution to studying the work of
Lipseît is Richard Magnan%thesis, Les collages cinémagraphique dilrthur Lipseii
comme métaphore épistémologique, (1993).This thesis gives a general overview of
Lipseît's worli and life. II also explores the technical style used by Lipsett and the theories
surrounding collage film techniques. Because it is the first, albeit admirable, attempt at
cornpiling a scholarly analysis of Lipsett-s life and work, it does have some missing
elernents. One is that Magnan does not examine Lipsett's life prior to his arriva1 at the
NFB. Another is Magnan does not interview people that h e w Lipsett. This limits h s
examination about what may have influenced Lipsett. Regardless of its limitations this
work is a good foundation to begin an academic discourse about Lipsett's films - in
particular?how he managed to complete his collage films in an environment like the
MB- an institution known more for developing documenta- techniques.
Founder of the National Film Board, John Grierson, stated that documentary is "the
creative treatment of actualitf6. The theory of what constitutes actuality in the context of
collage is importanl in understanding Lipsett's relationship to the documentary_the NFB
and Lipsettfsown belief, as it is cited in his proposais, in "transcending reality". Lipsettfs
use of collage radically alters the discourse traditionally associated with the documentaas it is found in Rosenthal ( l988), Nichols (1 99 1), and Winston ( 1995).

In other writings the relationship of Lipsett's work to the theories associated with
avant-garde filmmaking are exarnined Examples of such literature are Poliricd
Lunpage of F i h and the Avaani-Garde, (Polan, 1 985), Robert Breer: A Slut$v of His
Work Ni the Confer!of the Modernist Tradition (Medelson, 198 1 ), and Lighi Movïrzg in
T h e ; Studies in rhe I~rzsurrlAesrherics of AvantGarde FzZrn (Wees, 1992). Of particular
importance are James Peterson's Dreams of C h o s . Visions of Order: Undersfandzngihe

5 ~ e c n u s eo f my limited abüity in reading this level of Frtneh 1 wns unnMe to use this t h s i s as mueh
as I wished.
John Grirrson. Cinema Quarterrs),vol. 2 no. 1, Autumn, 1933, p.8. Quoted in Jones. M&
and
Memoranda: An Interpretive History of the National Film Board of Canada, (Ottawa: Caaadian Film
Institute, 1981). p. 6.

American Avant-Garde (1996)and William Wees' Recycled Images (1993). Both are
valuable sources for analying specifically the practice of collage filmmaking and its
relationship to other artistic practices.
With some sources an attempt was made at exploring the possibility of positioning
Lipsett on the cusp of two artistic movements - modemism and pst-modemism.
these changes (from
However, although there are attempts to define the terms that
modemism to pst-modemism) the definitions and the ternis remain sornewhat skewed
with ambiguity. In fact, many atternpts to explain pst-modernist works, for the most
part, borrow heavily from the ideas already associated with earlier modemist works, such
as the Surredism and Dadaism of the early 1920s. In Postmodemism: A Reuder (ed.
Docherty, 1993) Ihab Hassan expresses several points to show the problems in
differentiating pst-modem from modemist works In the same collection of essays
Lyotard discusses this problem as ~ e l l In
. ~Mediu Culrure: CuZiura?srudies,Idenfz~.crnd
Politics between the Modern and Post Modern, Kellner is very specific about the
problems in setting out to differentiate the NO rnovements:

'.

Many theorists of the post-modern, or those who systernatically
deploy the term, oflen merely list a set of arbitrary characteristics
which are said to be "post-modem," ... Many of these tists and
exampies also cite key modern characteristics or anifacts as
examples of the "post-modern" and thus fail to adequately
theorize the phenornena.9

Both Umberto Eco and Jean Baudrillard are profound, articulate witers about the
conternporary western condition. They have been able to describe the shifiing values of
representation and meaning and the effect this shifi has on western society. However- the
shifiing values are dificult to periodize. Therefore, to develop a strong argument about
Lipsen being positioned on the cusp of nvo movements?one of whose rneaning cannor be
agreeed upon, rnakes the attempt, at this time, too problematic.
Two sources are used in order to place the discussion about Lipsett-s films in relation
to canon formation in Canada. One is Peter Harcourt's The Innocent Eye. This essay was
one of the first attempts at developing a canon of Canadian films. Another source is
Bruce Elder's Irnuge and Idenrïty: Refedions on Canadian Film a n d Culture ( 1989).

' ~ a s s a nlists <enseparate problems wben one tacicies the issue of differentiating betweeo modernism
and post-moderism, p. 147.
A
8~enn-~raocois
Lyourd, '+Anmeringthe Question: Whit ic Postmodcrnisrn", in Postmode+m~m:
Reader, ed. Thomas Docherty, (Kew York Columbia University Press, 1993). pp. 3û-46.
9~ouglnsKeUner. Media Cuhure: CuhurafSmdies, I&ntity, and P&s
benveen The Modern and the
Postmottern, (NewYork: Routledge, 1995), p. 44.

Elder challenges the canon through a critique of what constitutes Canadian film culture
and Canadian film aesthetics. He questions the concept that the realiçt narrative fiction
found in Canadian cinema distinguishes Canadian films from other locations. Elder also
defends the contribution the avant-garde has made to a Canadian film aesthetic. This
book cornes at the heels of a debate that grew in the 1980s between Elder and other
Canadian film scholars- The debate came to be b o w n as 'The Cinema We Need' debate.
Articles h m this discussion point to Canadian film scholarship's attempt at fonning an
understanding of answering not only the obvious question of what is Canadian cinema but
the more profound query of what is film!
Since secondary sources about Lipsen and his films are very limite4 a large part of the
literature about Lipsett and hÏs work will corne fiorn primary sources from various
archives. These include: the Production Files at the NFB Archives in Montreal, the Arthur
Lipsett Fonds at the Mediatheque cinémathèque québécoise, the School Registration Files
and the Arthur Lismer Fonds at the Museum of Fine Arts Archives also in Montreal.
Although each collection is separated by their intemal function, combined, each will
provide a composite of Lipsett's life and his works.
Other sources will assist in positioning Lipsett within a theoretical framework. For
example, from a production dossier for the film Free Fui! Lipsen quotes Siebfied
Kracauer: 1 cunnor tell wheiher I am seeing or hearing - I feel taste. and srneil sound il's d i one - I ?q*c;elfornrhe /one. Although the theory of film representing "raw nature'promoted in The Nuture of Film seems inconsistent with how Lipsett utilized collage
techniques, the chapter titled "The Spectator" welds the theoretician with the practitioner.
Kracaur's The h t t m of Fifm wi11 be used to represent theories conceming the reflective
"nature" of film.

In addition to the literature cited in this introduction, a large nurnber of articles fiom
various other periodicals and newspapers have been cited for their support or refurations
about ideas surrounding areas of film practice. In addition, each will conîribute to the
overall inquis about the dynamic relationship between Lipsett and the NFB, theories of
representation, image and collage, and what constitutes documentary.

10~iegfriedKracrur, The N4zîure of Fifm: 7Xe Redemption of PkysicaiReaiity, ((London: Demis
Dobson, 1961), p 192.

1.7 Research Methodologies and Design

Various methodologies are utilized in this thesis. The reason for using a
'multiperspectival" approach is because there are so few literary sources to chose from.
This makes it difficult to form a complete analysis of Lipsett, his films, and his
relationship with the institution he worked in By solely doing a textual analysis of his
wvork, man). questions are lefi unanswered about how his films managed to be produced
at al1 within the apparent structure of the NFB. To attempt a strict institutional analysis of
the Board ignores the importance of the films themselves. 1recognize that various gaps
will not be successhilly filled with a multiple methods approach. By preferring a
multiperspectival analpis of the life and works of Lipsett, there is a risk of diluting or
over-generalizing some important aspects of the study. I betieve, however, that a this
approach does provide some perspectives unanainable using a single rnethod.
The mode1 1 have chosen for this analysis is found in Douglas Kellner's book, Media
C u h r e : Culrurd Studies, Identih und Polirics Between the !Modern and rhe Postmocienz.
Kellner discusses media culture in the United States and its global effect and influences
through a mu1tiperspectival approach for the following reason:
Simply put, a multiperspectival cultural studies draws on a wide
range of textuai and aitical strategies to interpret. criticize. and
deconstmct the artifact under scrutiny...(O)ne could argue that
the more interpretive perspectives one cm bring to a culrural
artifact. the more cornprehensive and stronger one's reading may
be.

''

This approach is multi-disciplinary and although critical of single perspective analysis,
such as tertual analysis, does not ignore utilizing it. As Kellner States:
Transdisciplinq cultural studies thus draws on a disparate range
of fields to theorize the cornplexhy and contradictions of the
multiple effects of a v a t range of forms of
media~culture/comunicationsin our lives and demonstrates how
these artifacts serve as instruments of domination, but also offer
resources for resistance and change. 12

Therefore, to determine the relationship between Lipsett and the NFB an institutional
analysis is employed . By-examiningthe evolving structure of the Film Board and its
perceived mandate 1 hope to articulate the dynarnic ties between Lipseti's position in the
NFB and the film techniques developed by him. 1 will also determine if this perceived
mandate carried over into film scholarship's understanding of the function of the NFB

"~elloer, Media Culture: Cultural SN&,
Postmodmn, p. 98.

12ibid, p. 28.

Iàentity, m d Politics Between the Modern and the

an4 because of this understanding affected the reception of Lipsett's films nationally and
intemationally. Through uiis analysis, an interpretation about how the operations of
production and distribution at the Board enhanced or attenuated Lipsett's reception to a
Canadian film viewing public.
Textual analysis is also utilized First, it is used to examine the Iiterature associated
with avant-garde and documentary filmmaking. By examining the relationship benveen
these practices, the film theories associated with hem, and the f o m and content explored
by Lipsett, I can show how Lipsett bridges shifiing artistic sensibilities. Cornparhg the
Ianguage employed by both practices (including the discourse on film as "reflecting" or
"constmcting" reality) provides a better understanding of how Lipsett's films were
influenced by earlier work and how it developed into its own unique voice.
lncluded in the examination of these creative sensibilities will be an analysis of their
relevance to the documentary film. The notion of docurnentary as a construction or a
reflection of reality vil1 be discussed in light of Gnerson's definition of documenta? as
'-the creative treatment of actuality".
Another reason for using textual analysis is assist in reading Lipsett's films. Gordon
Martin, the Education Liaison Offlcer for the NFB at the time Lipsett was there,
mentioned in a 1996 interview that Lipsett's films were deemed "difficult" by the
distributors at the N F B . The
~ ~ idea that his work was dificult may have contributed to
the unwillingness of film scholars to study them. By deconstructing his films through an
analpsis of their structures' 1hope to reveal their significance to Canadian film practice.

In examining the avant-garde, elements of cognitivism are utilized to determine the
reception of the films by the audience. Cognitivism acknowledges that the audience is
affected by physical attributes of film through an interplay of physical, cultural, and
evironrnental factors. These elements contrÏbute to the overall way the film is received.
As James Peterson States:
[C]ogniûvisrn can be seen as a reaction against behaviorist
theories dmind which held that human behavior could be
explained in teniis of stimuli and responses,without recourse to
"mentalistic" concepts such as beiiefk, plans and desires. 14

However, 1 am cautious in utilizing such an approach. The reasons are found in
Howard Gardner's book The Mind's New Science: A Hisrory of the Cognitive Revolution.

13~ordonManin interviewcd by nuthor, October 4,1996.
1 4 ~ i r n e sPeterson, Dreamr ofChoos, Vsions of Or&: Undersranding the A-con
Cinema, (Detroit: Wayne ~ G t University
c
R a s , 1994), p. 7.

Avant-Garde

In this book Gardner suggests less a rejection of "behaviorist theories of minds" and more
of a refinement of behaviorist beliefs. l5 Cognitivism does, however. supply some
assistance in understanding audience reception to avant-garde films.
Although there is a danger in doing a psychological profile of Lipsett because of my
lack of expertise in that area, 1 believe a cursory psychological analysis is necessary.
There has been much speculation about his mental state during his tenue at the NFB. 1
hope to answer some of the questions about his psychological make-up in order to
determine how this may have influenced his relationship with the NFB, as well as his own
creative process.
Assisting in a rnultiperspectival analysis of this research are interviews 1conducted
between 1996 and 1997. The people intenlewed corne from vanous fields and cover a
variety of purposes. Some were interviewed for their knowledge of the day to day
operations of the NFB during the time Lipsett worked there. Others were interviewed for
their association with Lipsett on a personal level. Still others are experts in the field of
film practice in particular the practices associated with the avant-garde in Canada.
These interviews serve to counter or defend official accounts of institutionat
operations. At other times they help to clan@ Lipsetfs psychological state in relation to
his film practice. And finally, some of thern explain the creative process of expenrnental
and documentary filmmaking in Canada.

The result of using a rnultiperspectival analysis of the life and work of Lipsett will be a
thesis design that integrates and inlemvines a variety of conditionsoinstitutions, and
theories about art and society and their relationship to Lipsett as well as to each other. As
the diagram indicates, this type of analysis attempts to point to an interlocking of affairs.
This interlocking is not on a cause/effect grid. It is more fluid and discursive than this

1 5 ~ a r d n e wntes
r
this about cognitive science, "First of ail, there is tbe belid that, in talking about
human cognitive activities, it is necessary to speak about mentai representations and to posit a level of
anatysis wholiy separate from the biological or neurological, on the one hand, and the sociological or
cultural, on the other. Second there is the faitb that centrai to rny undcmtanding of the humankind is
the electronic computer the computer serves as the most viable model of how the human mind
functions. The third fatum is the d d i b e m t e decision to de-tmphasize certain fsctors which may be
important for cognitive functioning but whose inclusion a t this point would unnecessariiy complicate
the cognitive-scicntific enterprise, These f a c t o n include the influence of affcctivc factor o r emotions,
the contribution of historicd and cultural factors and the role of the background context in which
particular actions of thoughts occur. As a fourtb fkaturc, cognitive scientists h a h r tbe faith that
much is to be gained from interdisciplinzrry studies. A fidth is the claim that a key ingredient in
contemporary cognitive science is the agenda of issues, and the set of concerus, which have long
exercised epistemologist in the Western philosophical tradition, pp. 6 -7.

...

...

...

...

diagram can express. However, the diagram's purpose is not to portray a literal
representation but to assis in explaining the structure of this thesis.

1.8 Theoretical Considerations

In R e q d r d Imuges, William Wees describes the f i c t i o n of collage filmmalring as
An image's historical referent. ..may continue to be important in a
collase film, but the more si-gificant referent will be the image's
original context of production, distribution, and reception:
evq?hmg the media do to invest their images wïth an aura of
realiry...the collage ûim subjects its hgments of media-reality to
sorne form of deconstruction... 16

The majonty of LipsettYsfilms are corollanes to t h i s description. What Lipsett did was
revitalize the filmic image's historical referent by placing the image out of its original
context, juxtaposing it with other images and surrounding it with sound fiom yet other
sources, including his own. Through the combination of found images and somd with
footage he shot, Lipsett creates a new value for the archiva1 piece of film and the
referent. This value c m not eliminate its origin or the aesthetics that accompany it.
Rather, by releasing the image fiom the image's representational intention, Lipsen
highlights its representational value. The purpose of this exercise is not to exploit the

16~illiam
Wees, Recycled Images, (NewYork: Anthology Film Archives, 1993). p. 47.

nature of the image, but to create a situation that allows for a re-presentation of the
society and culture that he is part of but feels disconnected fiom.
Another major theoretical consideration is the relationship between the definitions that
sunound what constitutes actuality, in the Griersonian sense of the word, and how
Lipsett's films challenge these notions. By the reanangement of the found record, and by
his ability to give the record new meaning, Lipsett challenges the accepted ideas of what
constitutes a documentary. Through the deconstruction of images his films question the
constnicted boundaries assumed to be fixed, permanent and real.
Lipsett's films suggest that the documentary is not defined by how close to reality the
images are, but rather, as Carl Plantinga states in his dissertation A Theo. of
Represenration in the Docunientv F i h , by the aesthetic codes entrenched in the
image.I7 The audience recob~zesthat the accumulated images and sounds of a Lipsen
film onginate from assoned documentaries. In the process of creating a montage of
originally unrelated images and sound, a new actuality is born. As Lipsett stated in a 1961
proposal for the film 21-87, he hoped diis method of filmmaking would allow the
audience to "transcencï' both the reaiity, represented in the images and our "expenences
of the hown world". l 8
Through this description of Lipsen's work we can differentiate his art from both the
modemist tradition of contesting representational value, through its emphasis on formalisr
thernes, and "appropriation", that Wees associates with pst-modernism, which attempts
to eliminate its original valuelg. However, we cannot ignore the influence the modemist
tradition had on Lipsett's films. Nor cm ive escape the influence Lipsen had on the
aesthetics that have become a part of our viewing experience. As Ihor Holubizky points
out in a Images '89 program- "His vision was not pst-modern but post-historica~"~~
In formulating this theory of Lipsett's works, we must also consider the relationship
between an artist like Lipsett and an institution like the NFB that employs such an artist.
It's important to recognize the dynamics of this relationship in order to examine some of
the questions about his films. For example. is Lipsett's use of actuality footage an

17carl Rendit Plintingn, A Theory of Representdoon in the Documeniory film, (dis. Univeirity of
Wisconsin, 1996), p. 47.
" ~ r t h u r Lipsett, proposal for 21-87. Production Pes, National Füm Board of Canada Archiva,
Montreal, 1962.
'w- Recycled Images. p. 34.
20~horHofubkky, 'Fdms for the End of the Centus: The Films of Arthur Lipsettq*,Images '89.
Toronto, 1989, p. 39.

'

accident of his position in the NFB? Another question is how much support was there for
his work within Unit B and how did that affect the reception of his films? We can also
speculate on how different Lipsett's work would have been if he created films
independent of the Board. These questions relate to the process Lipsett adopted to create
his work, how his work was recognized a n 4 finally, how the dynarnics between an
institution and the individual affected Lipsetfs arhstic development.
1.9 Other Theoretical Considerations

Film and Mdeo are media like the artistic media of writing and theatre in thar the! al1
are dependent on a temporal element in revealing their respective purposes. Because of
this element, al1 films c m be considered "narrative". They begn, they end. In between.
something occun that the Mewer accepts as a range of images, one following another
until the film has finished saying what it wishes to Say. Although t h s may upset the
stnicturalists or minimalists2l who feel a closer afinity to the static, forma1 practice of
the fonnalist painters, no filmmaker can remove the rime factor fiom the image. As
James Peterson points out
Even 4 t h non-narrative foms, only in the rarest of cases does the
viewer sirnply look at the unfolding images without actively
processing t h m for some overd sipificance.22

It can therefore be said that Stan Brakhage's Garden of Earrhlv Delighrs ( 1981 ) can
be considered an "interpretative narrative" like Warhol's elongated documentaIy, Emprr~.
( 1 964)."

The films of Arthur Lipsett, at first encounter, can be mistaken for being "disordered
. ~ ~ rhythms, coupled with their disruptive sounds and
film[s] about d i ~ o r d e r * 'Their
images? demand that the audience scrutinize an unfarniliar f o m of filmmaking. But as
Lipsett7sown proposais for many of his films suggest, his ideas are not far removed fiom
what are known as conventional narratives. Each proposal suggst a narrative structure one that has a begiming, a conflict, a climax, and a resolution. This structure however is

2 1 define
~
the itmcturaiists as fdmmakerr wbo forcground the m i t e r d clernents of fdm. They are iess
concened in cnating i!lusionory representations and explore the film's ontological framework This
definition borrows and combines the definitions propsed by Sitney (1979), Gide1 (1978), and
Peterson (1994).
2 2 ~ a m aPeterson, 'Bruce Conner and the Compilation Narrative". M& Angle, 8 Nos. 3 and 4, p.
58.
2 3 will
~ explain the term Ynterpretative namative" at length in the fdlowing chapten.
2 4 ~ B.
. Jones, Movies and Memorando: An Interpretive Hisioi)' of National Film Board of Canadu.
(Ottawa: Canada Film Institute, 1981), p. 83.

not the most imporiant element within his films; it is one of many. As long-time fiiend of
Lipsett, Chnstopher Nuner stares:
Merent people can watch differenr lines. People can foiiow more
than one line Some people mi@ get one thing. Some people
might get a bunch of things. M e r e n t Lines. M e r e n t hes,
different lanes. 25

Viewen can decipher the story, they c m follow the rhythmic patterns, or they can
enjoy the relationships between sounds and images. Regardless, Lipsett-s multi-lanetl
films allow the audience the choice.

The notion of what narrative is will be discussed in the context of what Lipsett
suggested in his proposals, in his films, and in the theories and rnovements that numired
those films.

2S~hristophcrNutter interviewcd by nuthor, March 16.1997.
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CHAPTER 2
THE FILMS OF ARTHUR LIPSE TT IN RELA TI0;V TO A F7A,NT-GARDE
DOCUMENTAR Y F I L M M KING PRACïïCES

2.1 Introduction

Watching the films of Arthur Lipsett is a liberating experience. Through their
construction viewers are given the freedom to observe the films fiorn a variety of
perspectives. In watching the combined images and sounds viewers can develop their
own narrative structures, allow the patterns of the images and sounds be a sufficient
viewing experience, or follow the narrative stnictures suggested by Lipsett. None of these
options supersede the other in importance. Each experience is as valid as the other. The
result of creating such perspectives is that Lipsett's tilms have been criticized for being
" j ~ r n b l e dor
" ~as~mentioned before. "disordered", or as Paul Gaffhey wrote in a 1970
..LipsettTs
pichires are inexorably tied to their director's
p-che.. they are loosely sewn and their threads. once broken, are
hard ro reunite.27

Lipsett's films are more than "loosely sewn threads". They are rich interpretations of a
world that has de-humanized the individual for the sake of science. They are also
explorations of a practice, namely documentary, that through its supposed affinity wïth
reality has assumed the high moral ground of mth. Finally the' are mature artistic
expressions usine an artistic medium that projects moving photographs at twenty-four
fiames per second.
It is through Lipsett's aesthetic relation with both avant-garde and docurnentary
practices that he liberates as well the film image along with the viewer. This chapter ni11
examine Lipsett's films in relation to avant-garde and docurnentary filmmaking. Through
the discussion of his work it will be showm how Lipsett bridged these two methods of
filmmaking through his use of actuality film with various soundscapes within a cornples
editing style. The analysis wii1 also show the complexity of his work and suggest that this
complexity may have contributed to thwarting previous attempts at scholarly
examinations.
2 6 ~ ry
a Evans, I n the Nan'ond Interest: A Chmnicle of the Nmiond Film Bwrd of Canadofkm 1949
to 1989, (Toronto:University of Toronto Press, 1991), p. 157.
2 7 ~ a uGaRney,
l
'Six Lipsett Films Cet Tedium Ratiog", Onmw Journal, Production fila, National
Film Board o f Canada Archives. Montreal. October 23, 1970.

2.2 The Films

Before discussing the relationship between avant-garde and docwnentary practices and
the films of Lipsett, 1 want to explain what is rneant by his oeuvres. These are a specific
group of filrns within his total filmography that display a consistent artistic pattern. These
patterns are identified through the editing techniques and themes that Lipsen explored.
The films include Very Nzce. Very Nice (1961 ), 21-87 (1963), Free Fa[[ (1 964), A Trip
D o w Memon Lune (19651, FIuxes (1968): N-Zone (1970), and Strunge Codes (1972).
An exception to this group of films that does not match the artistic patterning, but is
nevertheless an important work, is the made-for-television film' The Experrmenrul Film
(1962). Its importance will be explained later.
The editing technique Lipsett used in these films is collage. Collage is a term for film
editing borrowed from early art movements such as Cubism and Dadaism, and although
some would say the Cubists initiated the collage style,rs the Dadaists were the first to
make a consistent artistic practice from it. This group of artists broke from the European
representational tradition of art by combining images fiom various media and placing
them on the same two dimensional surface, or by creating three dimensional sculptures.
The result was a sense of cohesion from disparate sources. The purpose of collage \vas to
subvert conventional notions of the purpose of art. They challençed the theories
associated with an cnticism at the time by not only combining disparate media, but also
by using images from the popular media and other ephemeral objects. Images from
photographs, magazines. and newspapers helped break the dominant concems of the an
elite and their traditional concepts of artUnlike collage sculptures that use rnaterial from a varieh of sources. the sources
available to film collage can only be drawn from other films such as commercials,
documentaries, and dramas. Because of this limitation, not only the image is important in
film collage, but the editing that rhythrnically combines the images as well. Ln Lipsett's
films' the sound collage has just as important a role as the image collage. When speaking
about the collage technique of Lipsett, Gordon Martin points to the importance of
Lipsen's editing technique:
It was a break from the kind of linear narrative tradition. It was
stiIl linear. 1 mean it was working in a linear medium.. .lt creates

2 8 ~ o i rMeudelsoo, Roben Breer: A sn<@ of His Work in th eContert of the Modmnist TMdition, (Aon
Arbour: UM1 Researcb Press, 198I), p. 54.

essentially a whoie wkch is very ,V ~ T YIarger that the sum of its
parts.29

The linear narrative tradition is deconstructed by the interprerive narrutnie of the
collage film. The interpretive narrative is a narrative structure that is an ontological and
epistemological inquiry of the medium and the environment that nurtured the need to tell
stories. hterpretive narratives do not elirninate the linearity of the film medium.It is a
medium dependent on a temporal elernent - photographs being projected at twenty-four
fiames a second until the end of the film. Because the temporal element cannot be
eliminated, a narrative has no choice but to unfold in time. For avant-garde film
materialists or structuralists to daim their works are non-narrative, or for film drarnatists
to claim their stories are narratives wtiile documentaries are not, ignore the temporal
aspect of the medium. In addition?although Bruce Elder has made a large contribution to
introducing the Canadian avant-garde to otherwise indiflerent film scholars and critics,
his concept of a -'cinema of the presenf ' is impossible.30 This will be discussed further in
the chapter concemed with the Canadian film canon and the "Cinema We Need'- debate.
Of the hventy-nine films Lipsett worked on only two of these were produced outside
the NFB - Strc~ngeCodes ( 1972) and Blue und Orunpe ( 1975) . He kvas director for
tweIve of these fiIms and either an editor or an animator for the ~ t h e r s . Of
~ ' the twelve
films he directed, five were merely camera setups to record lectures for the PsychologDepartment at McGill University. Since these films seem to be no more than contractual
obligations between the NFB and McGill, and do not invite aesthetic analysis the) are
noted only as an ironic coincidence, given the psychological problerns Lipsett had at the
end of his life. The films he worked on as editor or animator are significant in as much as
there is a notable style in these works that is tmly his. This style breaks the viewer's
conditioned rhyhmic associations between sound and image. As Canadian filmrnaker
Richard Kerr noted about Lipsett's editing technique, the image and sound are
"contrapuntal worlds working t ~ g e t h e r " Although
.~~
the sounds and image seem to be
rhythmically independent, working in rhythmic parallels, they form a whole.

or or don Martin, October 4,1996.
'O~ruce Eldcr, 'The Cinemn We Nced", in Doeumentr in Canadian Film, ed. bu Dougias Fetheriing.
Toronto: Broadview Press, 1988), p. 267.
'lRirhard Magnan, La collages cin~nrnazogrqîiiguerd%ihur L i p M comme mdapbore
épisfénzologique, (Maître ès arts, Université de Montréal, 1993), pp. XXXlll - XLIV. Although
Magnan considers Blue and Orange a Lipsett fdm, in a May 1997 interview Taaya Tree disputes this
notion. Since she wu the producer 1 will only suggest that Lipsett was influential in the making o f the
fil m.
3 2 ~ c h a r dKerr intervieweci by author. Decernbcr 18,1996.

An example of how this technique is manifested in his editing work on NFB films is
found in The Inven~tonof the Adolescen~(1967). In one particular sequence the carnera
pans slowly over a group of portraits that descrii how children were depicted in the
seventeenth centuq. The music follows the movement of the pan over the pictures. As
the viewer adjusts to this parallel rhythm there is a sudden bombardment of three short
shots of different portraits. The slow pan retums for a few seconds and the quick shots
appear again. The shots are extremely short, under a second, and are not equal in length.
n i e rhythm is completely counter to the aûnosphere created by the music and the pan.

In Lipsett's major works the jolting images are utilized in order for the viewers to be:
transporteci imo a world beyond normal consciousness and
perception where kctualtruth becornes irrelevant: 33

Although his films are linked by a particular editing style, the strongest link of these
films is Lipsett's obsession for exploring discoverhg and revealing the interconnections
behveen various realities. in a letter to Kit Carson, Lipsett explained how in his film
21-8- this theme is explored:
Each shot tends to have its own redity; by joining rnany obcliousIy
isolated shots each ha\ing their own reatjty. a multi-reaiin
situation tends to emerge which has the abilit). to symbolically
represent a Iargcr muIti-realm situation such as the collective
consciousness (and unconsciousness) of a ci\iIization.34

This theme was echoed throughout the proposais for his work, including the critically
neglected .1'-Zwzc_
[,Y-Zorre][dlocument [s] the interconnections of various reality
levels as they are now unfoldine in 1 9 6 8 . ~ ~

How these interconnections are manifested difFer fiom film to film because of other
multi-thematic structures. For example, in both Free Fu// and X-Zone interconnectivihexists but in different guises. In Free Full the combination of images suggest a
c o ~ e c t i o nbetween consciousness and nature or hurnaniv and nature. Lipsett was the
mediator of this connectivity, and through his combination of gospel music, ants carrying
leaves, s i n g l e - h e d shots of tree trunks, and hurnans interrningling in a variety of
settings, he constmcted a site for a higher purpose - that k i n g the melding of the
3 3 ~ r t h u rLipsett, pmporil sent ot Tom Daly for the film Fme F d . , Production fües, Natiood Film
Board o f Canada Archives, Montreal, July 16, 1963.
3 4 ~ r t h u rLipsett, letter to Kit Carson, 21-87 I e , ARhur Lipsett CoUectioo, Cinémathèque
uébécoise Collection, Montreal. n.d.
"Arthur tiprcn, proposa1 for film title Land~capes(N-Zone),Production fücs, National Fün Board
Archives, -Montreai, September 4, 1968.

psychological and physical Mewing expenence of the audience. Through this construct
Lipsett hoped his audience would reach a higher consciousness. As he stated in his
[Free Fa/Ijattempt[s] to express in tifrnic terrns an intensive flow
of He - a vision of a world m the throes of crea&;iht - the
transformation of physical phenornena into psychological ones - a
visual bubbling of sound and picture operating to create a newcontinuity of experience
the &ion of r p i z e d p m
çorresgsmdencesand med ated sensory patterns.

Lipsett' s 1970 film AT-Zone is as comples as Free FuIZ, however the quick cuts are not
as present. In their place are a number of scenes that,on f
m viewing, suggest no direct
relationship, other than the? are seem to be competing against each other for the
audience's attention. For example, one scene is a party of young sophisticates (possibly
hends of Lipsett), with the sound in lip synch. The outburst of laughter and the lack of
coherence in the conversation suggest these people might be stoned Another scene is a
eroup of elderly people sitting around an opulent dinner table looking at and discussing
what appears to be a family album. Tea is served as they pass the photographs to each
other. The soundtrack over this scene varies from sound clips of Lipsett and Henry Zemel;
the cinematographer, testing the sound level of the microphone, to a p s t 1949
revolutionary Chinese opera. Other scenes include various found fmtage of Buddhist
monks, camels in the desert, clips from science films about weather balloons and
agriculture,and finally, what seem to be 'outs' or candid shots fiom Lipsett's apamnent
showing Lipsett loolcing over his storyboard. Lipsett cut from one scene to another
seemingly without course or direction. At times the soundtrack does carry over from one
scene to another, but that is seldom. For Lipsett these were not only competing scenes but
competing realities. Each weaved their own life cycle in parallel \ÿi& but interconnected
to, the other scenes. In his proposal Lipsett revealed the result of these various realities
intermingling wïth each other:
CI

The overall feeling of the finished film will be Iike a long fold-out
mural that unfolds in the rnanner of a book that is fidl of things
that fold-out, po up, becorne 3-dimensional and generally keep
the viewer busy.

5

According to Lipsett's fnend and colleague, Terry Ryan, the smggle between these
visual elements is resolved by a single image of a carnel:

36 Lipsett, July 16, 1963. p. 1.
37 Lipsett, Septcmber 4,1968.

And that camel for bipsett] represented a state of rnind of
someone who's oone through this and has been able to resolve it,
synthesize it. and make some h d o f sense out of it3'

In both N'Zone and Free FaU, produced eight years apart, there is a consistency of
purpose and style that cannot be disputed. Both are strong examples of Lipsett's mature
understanding of the medium and his strong interpretive style of the society he was a part
of but highly critical towards.

Lipsett's creative ability did not go m o t i c e d by some well-known filmmakers.
Stanley Kubrick called Very Nice. V e v Nice, "one of the most imaginative and bnlliant
uses of the movie screen and soundtrack 1 have ever seen.'jg George Lucus stated that
2 1-87was very influential in the making of his first film THX-2 138 40 Many of Lipsett's
films have been recognized in international film festivals as well as by a srna11 number of
film critics. In a letter sent from the Canadian Embassy in Japan to the Under-secretary of
~
State for Extemal affairs in Ottawa, DonaId Richie's review is cited when 1 . éXice,
1,i.n.Ntce was showm in Tokyo in 1962:
Perhaps the most authoritative c o m w i t s would be those made by
Donaid Ritchie, the acknowledged expert on films in Japan.
Writing in the 7he J q v m Times of October 1 1. Mr. Ritchie
declares. "This festival has becorne.. .a major showing pIace for
the year's educational film products (and) ...the best of the 23
lïim shown this year was the Canadian entry. the 7-minute C 29.
Nice. I 2t-y :Vrce. mordant. sarcasric. and exrrernely k n n y
evaluation of western socim." 41

In addition to these critics, the students of Woodbridge High School in Ontario also
showed a positive attitude toward his film 21-85:
1 liked it. 1 thi& it effectively gave some humour but it presented
the horror and confùsion of the world. It had no paneni skipping
here and there and this made if more effective. (no name available)
...The title too was sipifkant to me. It makes you wonder "1s
every man just a number? 1s he as mechanical as he is depicted
nowadays?". ..The filmwas interestins and v q true to life. 1 think
it illustrates Iife much better than does some short stories or
poems that 1 have read. (no name available)42

38~crrS.R p n intcrvicwed by author, Kovember 22,1996.
39~tanleyKubrick, letter to Arthur Lipsett, V'N i c e V INice file. Arthur Lipsett ColIretion.
Cinémathèque québécoise Archives, Montreai, M a y 31,1962.
4 0 ~ e v i aCoumer, uThe hcredible Mr. Lipscttw, Globe nnd M d , Februaiy 25,1997. p. Dl.
4 1 ~ a n a d i i nEmbassy, Tokyo, Japin. Letter to The Under-Seeretay of State for Exteroll Affairr.
Ottawa, Canada, Ves,Nice, V q Nice fie, Arthur Lipsett Collection, Cinémathèque québécoise
Archives, Montreai. November 14,1962.
21-89 by students of Woodbridgc Aigh School, Woodbridge, Ontario, 21-87 file,
4 2 ~ o n m c n t about
s
Arthur Lipsett Collection, Cinémathèque québécoise Archives. Montreal, December 29. 1966.

Given these positive responses from both respected critics and filmmaken as well as
average Mewers, the question surfaces as to why Lipsett's films have not been midied
more rigorously. Perhaps there is some tnith in Bruce Elder's and Richard Kerr's
assertion that the majority of film scholan have always ipored experimental films and
will continue to do
2.3 Arthur Lipsett's Collage Techniques and Avant-garde Filmmaking

The beginning of avant-garde filmmaking as an artistic movement could be located in
p s t World War I Europe. Filmmakers such as Dzigi Vertov, Ham Richter, and Fernand
Léger created films that examined the physical medium, the relationship between the film
and audience perception and the filrnrnaker's reiationship to the environment in which
the film was created. In lheir epistemolo_gical/ontolopical quest an underlying critique or
subversion to what is considered normal erupted on the screen.
Man- of the filmmakers involved with the avant-garde were influenced by Sergei
Eisenstein's montage theory. For Eisenstein a "collision of independent shots - shots even
opposite to one another..." develop the '' 'dramatic' principle..." of f i l d 4 He believed
that '*thedynamics for montage serve as impulses driving fonvard the total film". The
drarnatic principle - the development of conflict, climax and resolution - is dependent on
the combination of imaees. To illustrate this theory Eisenstein studied how Chinese
ideograms were created to make conceptual representations.45 Unlike Roman-Arabic
wn'tten lan-pa~e,which use phonetic representations, ideograms are visual - like the
cinematic image. In Chinese ideograms the character for 'stone' isG and the ideogram
for -smalI' is
When these two characters are cornbinedBP they form a third rneaning
- 'sand'. By combining these characters; like the combination of images in films, a new
concept is introduced, one based on the dialectical association between the images. The
iwo visual representations in Chmese characters combine to form a third meaning. The
visual representations in film collide to create a new rneaning. Nthough this is only a
small exarnple of Eisenstienostheory of cinema it is important to state that the
avant-garde utilized this theos. in a variety of ways.

43~ichsrdKerr interview& by author, Dceember 18,1996: Bruce Eider in T h e Cinema We Need".
in Documents in Gzn4dion Film ed. Douglas Fetheriing, (Toronto: Broadview Press, 1988).
44~ergeiEisenstein, &A Diplectic Approich to Wm Form", in film neory and Criticiism.edr. G e d d
Mast Maishaii Cohen. Oxford: (Oxford University Press, 1979). p. 104.
4s~ergciEiseostcin. "The Cioematognphic Prînciple and the Ideognm*, in Film Theory and
Cn'ticism, Gerald Mast Marshall Cohen, eds. (Oxford: Orford University Press, 1979), pp. 85 100.
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Ln Dreams of Chaos, Visions of Order: Understanding the American Avant-Garde,
James Peterson cited three modes of avant-garde filmmaking: poetic, minimal, and
assemblage.46 Each mode's agenda is to subvert the recognized patterns of accepted
narrative structures. However, each style makes use of separate definitive roles of
representation within the narrative. For the poetic mode the filmmaka utilizes the
representational value of the image to express as Gerald Sad wrîtes: "...[a] persona1
vision by artists ...in often unconventional and always highly subjective ways, a view of
the real or the irnaginary w o r ~ d The
" ~ ~representational value of the image is used to
signi- the intemal beliefs of the filrnrnaker. Minimalist filmakers explored physical
elements of film - light, rhythm and time. They concern themselves with the ontological
"purity7' of film, foregrounding the elements and the processes rather than giving high
representational value to the image, and in some cases attempt to remove the
representation altogether.
Petenon's third mode, the assemblage or collage strain, will be the focus of this
discussion because it is with ùiis mode that Lipsett was most closely associated. However
because assemblage can act as a dialectical bridge between the other two modes, they
will not be disrnissed.
According to Peterson the subversion associated with assemblage filmmaking rests in
"the tension between the individual identity of the interpolated image and the new whole
that comprises it."" The image is removed fiom and placed in a location that scmtinizes
its original position and simultaneously gives the image a new purpose, a new meaning.
Standish Lawder eloquently explains the process and the result of this act of sabotage:
'Decontextualization' is a lumbering term, but it does the job.
Original context is obliterated. The shot is re-presented in a new
conte'ct and , invarïably, with a different soundtrack. Stripped of
its or&&al context. the shot becornes veiled wifh Iayers of
specuiation, subjective evocation, and poetic ambiguity. Questions
of intentionally and meaning become slippeq. The m e
significance of the apriorr original image hovers just off-screen;
we cannot be certain exactly why it was filmed. Yet ~ h awas
t
f i e d remains f i d fixed, only now surrounded by a thousand
possible new wizys.

&

46~etemon,Dreunts of Chaos, k i o n s of Order: U d m f M d i n gthe A n i e r i c ~Avant-Gde Cinema
47~erald
Sad, Canadian Avanï-G&
Film in the 1996, ( Master of Fine Arts, York Universiîy,
1996), p. 4.
Petcmo, lheomr of Chaos, Yisîons of Order: Undersrandhg the Amerkm A v a n t - G d Cinema, p
147.
49~tandisbLinder, 'Collage Filmsw,Internitionai Experirncotal Film Congms, M a y 28 to Juae 4.
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Aithough Lawder seems to contradict himself by stating that the original context is
"obliterated" at the same tirne the "apriori original image hovers just off-screen", his
description of the process that takes place seems accurate. Through this process the act of
sabotage exists against the school of thought that links representation to the denotative "the visible world around us.''m
In addition to questioning representation, the collage film exposes the audacious
rhetorical strategies of the media in general. In displaying such strategies, the ideological
motivation behind the media is revealed In Recycled l m g e s , Wees States how the
collage film undemines the media's status:
By rerninding us that we are seeing images produced and
disseminated by the media. found footage fdms open the door to
a critical examination of the method and motives underiying the
media's use of images.51

What occurs is an interesting paradox. The image retins some aspects of the original
intention even in its new location For collage to work as a '%ritical examination of
the ...media's use of images" the image must suggest its original location.
One of the most captivating issues about collagist filrnmakers, and their use of found
footage and sound, is the lack of control over the cornpositional. textural, and colour
values of the image. The physical features of the items are related to their original source
and not a product of the the filmmaker's creation. Therefore the "u priori" that is
hovenng just off screen cannot be alluded to successfully without this reference.
The result of the lack of control over the image's features is that the collage film
develops a tenden- towards two types of patteniing. One cm be called intentionul
putfeming. In these films the representations in the found footage are combined to form a
closed narrative. This form of narrative implies a classical editing style between disparate
sources. The films tend to be an exploration of narrative concepts through stor)2elling
ability. Because of their appropriation of Hollywood style editing techniques, they are
also known for their pop culture sensibilities and ironic statements about narrative.
Examples of this type of film are the works of Bruce ~ o n n e r . ~In* other cases, the
collage film may tend towardsf o r d i s t patterning. Here the physical elements of the
image take precedent over their representational value. The artist combines images based
on the inherent fomalist qualities of the combined images. By focusing on the structural
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differences and removing the original context of the image the filmrnaker reduces or
eliminates its representational value. Femand Léger and Robert Breer explored this type
of collage.Y It must be remembered however that formalist patterning does not reduce
the narrative potential of the film. Viewers can d l 1 recognize and process their own
narratives. What is of importance is that both styles rely on the indeterminate accidents
that are inherent in the found image. n i e majority of Lipsett's films incorporate both
types of patteming within a highly cornplex grid.
A new set of questions arise when the image seems from a found source when, in fact,

it was shot for that particdm work. This is the dilemma the film historian faces when an
analysis of Lipsett's films is attempted because aithough many of the images used by
Lipsett were fiom stock or found sources, many were shot by him. An example is his
first major film, Very Nice. Very Nice, in which Lipsett w d sound from various
discarded film reels at the MB. According to Te- Ryan the reason Lipsett gathered
these various soundtracks was in order to complete a sound editing assignment for an
workshop sponsored by the sound section of the Board. The people involved with the
workshop felt Lipsett's sound collage was so interesting they asked hirn to "take it a step
further."54 To fulfill this request Lipsett combined the soundtrack with photographs he
took on a trip to New York London and Paris the previous summer. Footage fiom a
few other sources was combined with these photos.
It's an exaggeration to suggea that these photographs were initially produced for the
production of v e Nice.
~ Céry Nice. No evidence was found to prove this. However I do
want to point out that these photographs were not a product of a source other than what
the artist created. Lipsett took the photographs and therefore had creative control over the
majoih of the images he used in Iz'ery hTïce,Very Nice. He combined these images nith
a minor nurnber of found photographs(portraits) and two moving images fiom other
sources - one of an atomic bomb exploding and the other of a rocket leaving the
atmosphere. The soundtrack alone was completely found and maintained the chance
characteristic.
This observation does not diminish Lipsett's afinity to the collage technique.
Although the uncertainty element in the image is an interesting characteristic that exists
in many collage films it can, as Lipsett showed, work in unison with the artist's own
U ~ c n d e l s o n ,Rob& Breer: A mdy ofHk Work in th e C o n t ~
of the M & d
Trdtiott, p. 66.
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images. An hteresting result of cornbining found footage with shots created by the
filmmaker is that the uncertainty, or certainty, of their origin rests with the interpretive
strategies of the viewee. The other films where Lipsett used this strategy are 21-87. Free
Full, and IV-Zone.
Although the use of found footage together implies that the filrnmaker prefen chance
to dictate the overall affect of the film, Lipsett had a strong desire to control al1 areas of
his filmmaking. Christopher Nutter observed this about Lipsett's rnethod:
1 think that he would fiercely object to saying his films were

experimentai, other than that [the f h ~ benefït
]
fiont a lot of
preparatory exploration...I remember tim saying that it's always
good to have three or four reasons to use whatever you use. He
Iiked to have ar least tinee or four gmd reasons to use [a shot] in
a fi1m.56

Three people interviewed spoke about the massive amount of notes Lipsett would take
for each film he was creating. Lois Siegel stated that Lipsett used small ten cent
notebooks to wite bis ideas for the film.Each page represented a corresponding image
that Lipsett would rernove fiom the notebook and place in the order that he wanted. He
would then ad& subtract, combine and shuffle the pages until he found the most
satisfacto- combination of images to meet the desired end?
Additional evidence of Lipsett's meticdous concem in controlling al1 aspects of the
filmaking process is found in the initial stages of the development of Free FaIl. ln the
first draft of his proposai Lipsett stated that the film would be a collaborative effort
between John Cage and himself. Cage would do the soundtrack." A bnef
correspondence between Cage and Lipsett f o n d in the Arthur Lipsett Fonds at the
Cinémathèque québecoise revealed that although the collaboration almost occurred in
the end Cage had to withdrawhis support because he felt Lipsett \vas too concerned with
controlling the material. Cage wote:
For the p a s ten to f3een years 1 have been concerned w i ~ hnot
controlling a continuity of sounds, and certainly not controliing
the togethemess of sound and images, sounds and stories, or
sounds q d movements of dancers, 1 am insistent upon Jetting
thiigs go togeth er...Your letter makes me fear that you do not
take this amtude. 59
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Lipsett resorted to creating his own soundtrack for Free Fdl. Nthough the sound
came fiom a variety of sources it is rhythmically cohesive, measured and almost
symphonic. The combination of gospel music with various other sounds imply an
accidental relationship, however the dynamics between the sounds, the pacing and tempo.
al1 suggest Lipsett was creating a musical piece for the images.
Two films Lipsett made that are comprised exclusively of f o n d footage are A Trip
D o m Memory Lune and Fluxes. Both films show Lipsett's strength at arranging sounds
and images to produce two different approaches tu a similar theme. This therne was
covered in an essay Lipsett wrote on Christmas Day 1965 to his producer at the time,
Donald Brittain. The essay was an explanation to Briaain about what he was q i n g to
accornplish thematically with A Trip Down Mentor). Lane. The reason for writing this is
unlinown but rnay suggest Brittain did not understand what Lipsett wanted to accomplish:
In this film, 1 am interested in exploring the connedon between
an individual's outwardly expressed inner reaction, (emwgence of
the spirit) and the influences that create this reaction. It is the
intention of this fit o study the reaaion of an individual wirhin
the context of the g o u p .
These answers wiii be found by investigating material where the
individuals is [sic] face to face with essentials relation to his role
as a human being; (as opposed to that of a lesser ~ ~ e c i e s ) . ~ ~

Brittain was known for films on historjcal issues and biographies of prominent
Canadians. Conversely, Lipsett was working with concepts pertaining to interconnectivity
between the individual and the group and how the spirit was manifested in this
comectioo. These are highly esoteric concems, the type that may have baffled Brittain as
much as the executives at the Film Board, however these issues run consistently through
Lipsett's work. To explore them using found sound and images is an amaring feat must
have been quite a challenge?but A Trip Down i b i e ~ Lune
o ~ was successful.
The film uses archiva1 clips of individuals attempting to participate and connect with
their environment: a boy is shown attempting to fly across Amerka, a young girl
straddling a hot air balloon thousands of feet in the air, and a very old Mr. Rockerfeller
attempts to look comforiable in front of a new toy - a movie camera. To contrast the
individual actions, Lipsett used images of groups attempting to control their environment;
images of generals, politicians and religious leaders combine to show the strength and
threat of the group over the individual. The ideas of psychologist Warren McColloch

'O~rthur Lipsctt, notes to Donaid Bnttain "in order to cornmunicite to him some basic fhiaking on
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were used to ernphasize the direction humanity is heading. McColloch speaks about t h e
interest he has in obseMng "the give and take between an organisrn and its
environment." Nutter observes how Lipsett interpreted McColloch's remarks in the
contex? of the film:
And it's almost lïke God sheds a tear fiom the big, balloon eye
that has a swastika on it. And the tear is a person fding to his
death. ïhere is a bishop doing a mas, or a pope dohg a mas,
and a huge crowd of people and torpedoes are like dolphins. I
think that is a real pivotal thing. And then in the end the Second
World War was sort of a monstrous science experiment. Science
becomes the religion and goes mad.61

Although it is esotenc, in some respects, A Trip Down Mernory Lane is known as one
of Lipsett's most accessible films. The reason for this is because it displays a certain
linearity that doesn't exist in his other films. There is a temporal progression that is not
only filmic, but historical. The audience watches the historical progression images at the
same time the film directs the viewers' attention to the dynamics of individuailgroup
connections. The time periods are highlighted by the textural value appended to the film
image as well as the boosting of the sound level of the old optical soundtrach attached to
much of the f o n d footage. The film ends with a contemporary image - Nixon speaking to
the public on another image maker, television.
Fluxes maintains the exploration of relations between the individual and the group
within a science-dominated society, but in a more sophisticated manner. One reason why
FIxres has a close association wlth A Trip Down Meemor-y Lune may be because it \vas the
film that Lipsett preferred to make to A Trip Down Memov Lone but didn't have the
support from rit tain.^^ FZzms \vas the out-takes from A Trip D0n.n Memon Lune.

In Hures Lipsett used a large variety of soundtracks that, when combined, imply a
dialogue between image and sound. The richness of the selected and fia-mented
soundtrack contributes greatly to Fltrres7sironic examination of society' s movement
towards scientific dogmatim. Images of scientific experiments are shown whil e the
soundtrack plays snippets fiom B-grade science fiction movies. In many scenes a
dialogue is initiated between two snippets of sound fkom separate sources over the image
it is covenng. A short example of this is in the Adolph Eichmann sequence, which shows
Eichmann on trial refusing to give an oath to his testimony on the Bible. In this fifteen
second sequence, the sound used cornes from several different sources but implies one

source. The following is fiom the pst-production script of Hmes. An asterisk indicates
where the sound switches fiom one source to another:
Man:What? Oh! I am going to miss you.
Man:1 hope so.
*(phone rings)
*Woman: How do you feel?
*Man:Are you kiddig?
*Man: And ifyou don't touch this box while you're are doing it..
*Man: Are there any clues?
*(buner rings with laugh t r a ~ k ) . ~ ~

In ùus short sequence Lipsett made use of sounds fiom seven different sources, man\recorded directly fiom television or radio. The static that accompanies this type of
recording is intentionally boosted, which adds to the overall discornfort viewers may
experience from the sequence. A relationship is implied between these sounds and
images of dark ironv, as a laugh track is inserted while Eichmann rnoves the Bible M e r
A minor controveny occurred over this soundtrack at the NFB. Executives were

concerned that the use 'appropriated' sound from television and radio may have violated
coprTight laws. This problem was resolved by Gérard Bertrand in the following memo:
. . .in buildine his sound-track. [Lipsert] made use of pieces of
sound material, which he had recorded on tape or coiiected over a
period of years fiom a wide variety of sources
Most of these sound elements are used in so fragmentary a f o m
as to be unidentifiable: however a few ma>-be sufficiently
identifiable to constitute a possible infringement of copyright, but
their source cannot be located.
...the Board is w d h g to pay the usual fee for the rights to use this
materid if and when the oumers of the cop>nght approach the
~ o a r ...64
d

The controversy Lipsett's films caused at the Board will be discussed in the n e a
chapter. For now, I want to close this section by reinforcing Lipsett's association ~ l t h
avant-garde filmmaking. This can be seen in his use of a collage editing technique and by
his subversion of conventional film structures. His use of found images and sound
combined with his own shots suggest society's dependency on science at the expense of
spintual values. Mark Stade's observation about Lipsett's FIwes could be used to
describe the other important works of Lipsett:
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But inside the moment where ail tirnes and places coalesce, where
science fiction hyperbole is as true as newsreeI footage. where
weird gadgets, cornplex apparatus, a man on trial for his life, a
professional wizard, professional statesmen and degrees
centigrade ai1 compte for meanhg or power or applause, only the
human elernent is missing.65
2.4 Lipsett's Collage Techniques and Documentary Filmmaking

There is a direct link between the perceived notion of what a photograph zs and the
emergence of documentary filmmaking. This notion suggests that the photograph has a
stronger affinity to the reality it represents than any other artistic practice. Painting and
sculpture are believed to be more flexiMe in their ability to convert the representational
value of their images' symbolic representation but are limited in their ability to reflect
physical reality. The photographic image is believed to be tnier in its reflective abilih
Roland Barthes cites the photographic image as:
... not the realiq but at least it is its perfect analop7 and it is
exactly the analogid perfection which, to cornmon sense, defines
the photograph. Thus can be seen the special status of the
photographie image: i f is a message ~ i t h o uaf C& .66

Because of its denofofivepurity, the connototive element of the photographic image is
The
relegated to a second- position contingent on the different levels of
reduction of the signifier, the image, heightens the real si-piticance of what is signified.
Reality is suspended in the representation. It is proof of an event, an historical document
rather than an artistic impression. As well, unlike other artistic practices the
photographie's -aura7is reduced because it c m be readily reproduced.68
Given the perceived attachent the still photograph has to physical reality extending
the temporal value to the photograph, such as moving film does, rnust only increase the
affinity to reality because, like film, reality is in constant motion. It is because of this
that Siegfied Kracauer suggested these traits for film:
Fiist, film records physical redit). for its own sake...Second. in
keeping with its recordhg obligations, film renders the world in
motion. ..md.
film not only records physicai reality but reveais
so otherwise hidden provinces of it, including such spatial and
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temporal configuration as may be derived form the given data
with the aid of cinematic techniques and de vice^.^^

There is a problem with this description of the moving image, or the photograph for
that matter. Kracauer insists in describing what film is and rejects what film has dune.
Fiction and experimental films displace Kracauer's belief in film's nature by showing
other means of using the medium. In The Nature o f f ; i m , Kracauer achowledges their
presence, but adrnonishes them for not respecting film's nature:
1) The experimental film gravitates toward achievements which,

it is m e , shun story t e h g but do so with little regard for the
&inities of the medium.2) The f h of fàct in the effort of the fih
on art is Likewise a problematic hybrid a s long as it is pattemed on
the expenmentai am.3) There remaius domnemary itselE the
main genre of the film of faa. .-allsuch documentaries as show
concern for the visible world Lve up to the spirit ofthe medium.
They channe1 their messases through the given natural marerial
instead of using the visual rnerely as a p d d i n g 'O

Kracauer switches fiorn an absolute position describing the nature of film to a position
of what film should be. Regardless of the problems in Kracaur's description, the traits
that he emphasizes are what underlie the distinctions between the documentary and
dramatic or experimental narrative. In documentai' there is a belief in the ability to
record reality. Altho ugh it's necessary to enhance recorded real ity through editing, this
can only sharpen the focus on the extemal event.
Countering this description is one that recognizes the limitations in representing
reality by any artistic practice, including photography or moving image. This belief
suggests that al1 representations are constnicts. The creative process is as important, if not
more important, in determining the success in recording an event as the medium being
useci, be it a rnovie camera, or acrylic paint on canvas. As early as 1933 Rudolf Amheim
noted the necessity for creative intervention in interpreting reality:
...people who contemptuously refer to the camera as an
automatic recordmg machine must be made to realize the even in
the simplest photographie reproduction of a perfectly simple
object. a feeling for its nature is required which is quite beyond
any mechanicd operation...In order that the Eürn artist may create
a work of art it is important the he constiously stress the
pecdiarities of his medium.This, however, should be done in such
a manner that the character of the objects represmed should not

6g~racauer,The ,Varure of Film, p. 158.
'Oibid, pp. 211 - 212.

thereby be destroyed but rather strengthened, concentrated, and
imerpretec~'~

Lipsett's films balance between Kracauer's ideas about film's nature and Amheim's
rejections of these ideas. Although Lipsett utilized images to show "the peculiarities of
the medium", he also took advantage of Kracauer's assertion of the 'psychophysical'
affect of film on viewers when engaged with the life flow on the screen. Like Kracauer,
Lipsett accepted the link between physiological reaction to the projected reality and the
psychological response to the filmic reality. For Kracauer, the recognition of the
psychophysical response is due to film's ability to capture life:
Due to the continuous influx of the psychophysical
correspondences thus a r o d they[£üms] suggest a reality which
may fhhgly be called "K".
..Accordin-&, one may also sa>-that
they have an affinity,evidently denied to photography. for the
continuum of Me or the "flow of Heee.which of course is identical
wi~hopen-ended lie.

As mentioned earlier, in Free FalZ Lipsett wanted to exploit the flow of life in film
wlth the psychophysical to "create a new continuiq of experience ilrrough rhe fusion qf
recognized pasr correspondences and medirile sensory porrerm"(Lipsett7s emphasis)73
Lipsett was cognizant of the reality patterns of film but used h e m to inform the audience
of other experiences or realities.
Is this enough to suggest that Lipsett was a documentarian? Before this is answered,
how the documentary has traditionally been defined must be examined. The first
definition has already been cited in Chapter One - John Grierson's statement that
documentary is "the creative treamient of actualitf- . The reason for examinine this
definition is because of the great influence it has gained over the years. In October of
1997 1 asked the people on the Association of Moving Image Archivists' listserver to
answer the question "What is a documentary?" From the six responses four of the
archivists referred to Grierson's definition. One referred to Jean Rouch and his concept of
the negotiated position between subject (redity) and object (canera). Only one person
agreed with Bill Nichols who had written:
Documentaries always were forms of re-presentation, never clear
windows ont0 "reality"; the fïhmaker was always
participant-witness and an active Wricator of meanhg a
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producer of cinematic discourse rather than a neuval or
dl-knowing reporter of the way thinp mily are.74

This small survey is mentioned to show the popularity of Grierson's definition, even
in historical record circles. I Say 'even' because many p ~ historians
t
distrust the ability
of moving image to give an accurate interpretation of an event, be it hstorical or
contemporary. Some print histonans at times sound sirnilar to structuralist filmmaken in
their disdain for the supposed accuracy of the repesentational image in film.75
Regardless of the criticism directed towards the filmmaker in documenthg events,
Grierson's definition is regarded as the quintessential explanation of what a documentary
is. It mil1 be s h o w how Lipsett fulfills this definition.

The accumulated images and sounds Lipsett utilized in his films are recognizable as
originating from docurnentq film. Their aesthetic codes are entrenched. How these
codes become apparent to viewers is explained by Bill Nichols:
Most basicdy, viewers will develop procedurai skills of
comprehension and imerpretation that ~ i idlow
i
them to make
sense of docurnentary. These procedures are a form of recipe
knowledge derived fiom an active process of making inferences
based on p i o r knowledge and the text itself 76

The codes that are entrenced in the image combine with the viewers' knowledge and
assumptions. According to Car1 Rendit Plantinga the documenrap becomes most
apparent through the "indexingl- and "bracketing" strategies of the filmmaker in creating
and as Noel Carrol States. indexing bracketing and scaling are also what
the
distinguish '-rnovies" from documentaries.
An esample of how indexing, bracketing and scaling can distinguish this is found in
the NFB documentq Lonr/y B q *( 1961). One scene shows Paul Anka entering a
dressing room unaware that the carnera is recording. He bolts into the room wearïng
undenvear and buttoning a shin and suddenly notices the camera. His boisterous entrance
is diminished as Anka, now embarrassed, continues to button his shin. The framing is in
medium shot and unsteady. It connotes an uncertainty about Anka's reaction to t h s
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intmion. Will he leave the room? Will he compose hirnself? A level of accident exists in
this shot.
The images used in Lipsett's films retain this uncertainty element. This element is the
hallmark of Direct Cinema which implies an event is being observed rather rhan
conîrolled. An example of docurnentary indexing in Lipsett's films cm be found in what
could be called "the circus sequence" of both Free FuZZ and 21-87. It is an important
sequence both thematically and as an indication of how an event is indexed in
documentaty film. Thematically we see close-up images of people loohng up (possibly at
a high wire act or mpeze) as the soundtrack plays Gregorian Chants, suggesting these
people are searching for a higher tnrth. However the sequence also implies the recording
of an event. The camera, possibly handled by Lipsett, tries to follow the events in the
middle ring of the circus. The camera anple is compositionally inadequate to cover the
scene with any controlled aesthetic quality - one shot is too far away, the other is at a
poorly composed acute angle to the action. To ernphasize the accidental value of the
image Lipsett edited in the tailings of one of the shots indicating the end of a roll of film.

In addition to the indexing, Lipsett creates another interesting phenornena. Through
the creative use of actuality, that is, through the montage of originally unrelated images
and sounds. a new actualih is born. This new actuality is a rnulti-thematic interpretation
of contemporary society. It also reinforces the consistent therne of the interco~ectiveness
between people and their world:
Why people participate in al1 these activities? Is there a cohesion
and a pu ose? "There'sso man? ways of iik-ing lives." Lipsett
messes. 7'9

Lipsett observed these activities, gathered evidence about them, and interpreted the
''man\ wavs of living lives".
The second definition of documentary that will be exarnined is by Alan Rosenthal,
who stated that :
The key funaion of documentW . .is. to expIore the hard.
awkward questions more deeply and more criticdly than other
branches of the media do. 80

All of Lipsett's films search out the "hard, awkward questions", and although he avoids
concrete answers, he nevertheless speculated on the consequences of searching for these
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questions. Thematically, there should be no denying Lipsett's social concems, his social
cnticism, and his social commentaxy. They are woven into his films with al1 the other
narrative threads.
To understand his concern for these issues two sources can be cited. The first is the
diagram he drew for his first collage film Very Nice. Very Nice (Appendix A). In this
diagram we see his collage has a narrative structure. The diagram shows the rhythmic
progression of the film - starting very slowly, but rising sharply to an ecstatic resolution.
On the diagram Lipsett explains the progression:
The film wiU start offin a somber repressive mood and builds to
one of great exultation and release, because of a way of life that is
revealed and accepted by the tired and mistrated people who
appear at the bqimïng ofihe fih.8'

The second source is the soundtrack. To reinforce the narrative the soundtrack uses
voices fiom various documentariesbwhich include criticisrns of contemporary vahes
perpetrated by this society. These voices are documents which reflect a time and place.
Another interesting component to these voices on the soundtrack is that the relevance
of who is speaking is reduced. The voice of Northrop Frye or Marshall McLuhan are of
secondary value to what the' are saying. and of equal value with the other anoymous
voices. Their value is also determined by the juxtaposition of the images that are involved
with the voices. Below are examples from V e y .Vice. Tén h7ce that show the societal
values revealed by the voices and how they are underscored by the images:
Voice 1 : People who have made no attempt to educate rhernselves
live in a kind of dissolving phantasrnagoria of a worId. (scenes of
faces dissolting into each other.)
Voice 2: But if you feel welf you know that whatever is eoing to
happen you feel weU anyway. (moving image of an atoric
explosion.)
Voice 3 : People don't seem to want to get involved in anything...I
mean really involved. (shot of a burnt corpse)82

Bill Nichols stated that documentary "offers access to a shared, historical construct.
Instead of a world, we are offered access to rhe world.?'luLipsett agreed that the
documentas, as it is conventionally perceived, had limited constnicts to offer. His films

81~ingramfor the füm V q Nice, V q Nice, Production Füa, Nationai Füm Board of Canada
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Canada, 1961.
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reveal multi-faceted worlds - worlds that cannot be represented with an absolute premise,
but only in an interpretative fiamework.
In the proposal for 21-87 Lipsen stated that he wished to depart fkom "surface realities
in the search for an expression on film of heightened imer States which could transcend
~ ~ known world is represented by the images. Are
experiences of the known w o r ~ d . "The
they reflections? Perhaps not. Lipsett could still mold these images to his satisfaction in
order for the klewer to transcend the reality they represented. In other words he utilized
actuality to subvert the 'reality claim' of the footage.
2.5 Compilation and Collage Filmmaking

In continuing the discussion on how Lipsett's films bridge the avant-garde with the
documentan filmmaking. a distinction must be made between the compilation film and
how Lipsett used collage in his films. The distinction is important because although one
is associated with the documentary tradition (compilation), and the other with the
avant-garde (collage), Lipsett's films still maintain their differences.
The compilation film has been associated with the documentary for alrnost as long as
filmmaking. The first known use of compilation was as early as 1 8 9 8 .From
~ ~ that time
compilation has been used, for the most part, to convince the viewer that what they are
seeing is related. Wees defines the compilation as:
..shots taken fiom films that have not necessary relationship to
each other; a concept (theme, argument, n o n ) thar motivates the
selection of the shots and the order in which they appear, and a
verbal accornpaniment (voice-over or text on the screen or both)
that voltes the shots IO rhe concept 86

Compilation is effective in convincing the viewer that the images are more closely
related IO the subject than the) actually are because the voice-over gives cornestual
credence to the image. The image has been removed fiom its origin acoustically, and
given new meaning by the soundtrack.

This explanation suggests a strong link between compilation and collage. Both
remove their respective images fiom their original context and implant new meaning to
the image. However the difference between collage and compilation is that collage,
besides building a new meaning, also questions the old one. An ironic situation is

84~ipscn,Proposal for 21-87. Production l e s , Nstionai Film Board o f Canada Archiva, Montreal,

established between the image and its referent. The original site of the image continues to
be referred to in the collage and the implication of tbïs acknowledgment is highlighted.
Compilation, on the other hana atiempts to erase any reference to the image's original
location yet maintains its representational value. Its purpose lies wvithin the confines of
the new context where it supports the argument being addressed by the voice-over.
An example of the use of compilation is found in the Canudu ut W'ar series produced

by the NFB in 1962. Directed by Donald Brittain the senes purports to show Canada's
role in the Second World 1%. According to D.B. Jones, how this was accomplished was
by following an established tradition at the NFB in:
writing commentaries that made disparate images. particularly
fiorn archiva1 footage, cohere meaningfully.87

The "rneaningfid" arrangements of sounds and images are filled with deception.
Their claim to re-present an event is more suggested than accurate. The result is a film
that is rnanipulative in the way it purpons to represent the m.Contempoexamples
of how compilation exploits images to convey an argument is found in Civil Wur(1990)
by Ken Burns and The Lirlour und the Hurror( 1992) by Bnan McKenna.
Civil W m is a compilation film of photographs about the civil war in the United States.

The camera moves over the photographs, and as it does the audience hears letters from
soldiers from the war being read by various popular actors. The film's intention is to
create narratives that are seldom discussed, those of the common soldier. But by implying
' r creates a deceptive
that the leuers are closely associated with the images, Civil Mu
arrangement of events.

In the lirlour and cite Horror Brian McKenna begins the series by stating that what the
audience is about to see is *'the tmth. There is no fiction."88. To prove his ar-ment
concerning how Canadian soldiers were coerced into sacrificing their lives, not only does
McKenna use disparate images out of context, but also actors to stand in for the soldiers.
The actors recite the letters of soldiers found by McKenna's research. This cnticism is
not questioning the ability of Brian McKenna to do research. In fact much of what he did
uncover about Canada's war effort does give a new perspective to that topic. But it should
be emphasized that the tmth daim that accompanies the interpretation of events and the
deceptive use of images is problematic.

''
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As stated earlier Lipsett's films are interpretive narratives. The result is that Lipsett

created an exposition of the reality he was explorine without suggesting it was the mith.
He wanted the viewer to be aware of the multitude of combinations available in living
and how they can be manifested in a construct like a film.
With this in mind it can be suggested that Lipsen was a poetic documentarian. Support
can be drawm for this position from William Wees's essay "Muking Poetn, lV71ere.+:O
Port /tus Gone Before": Juck Chambers Hart London . In this essay Wees examines
Grierson's definition of documentaq in the context of literary narratives? in particular,
collage narrative. Wees agrees with Manina Jones when he describes the technique of
%ter- collage':
[Tt is] a technique that self-consciously transcnies documents into
the literary te\x registering thern as 'outside' witings that readers
recognize both as taken for a spatial or temporal 'elsewhere' and
as participatino in a histoncal-referential discourse of
'non-fiction' 89

Wees goes on to explain how Lipsett was related to this literary technique:
Lipsett's collage films emphasized. rather than played down or
dispiseci. the diversity of sources, the ironic incongruities and
surreal juxtaposirions of his documentaq-material...Lipsett's films
comunicate throu@ fiagments of sound and image which are
recognizable as "documents." as "raw data'- carefiilly selected and
juxxaposed to evoke Lipsett's cornplex, trag-comic view of the
world.90

Lipsett docurnented his tirne with relics from the past and with footage from the
present. Through his welding of disparate sowids and images together he created films
that do not purport to display an absolute. His films suggest interpretations and allowv
viea-ersto interpret the esperience in their own ways.

By bridging avant-garde and documentary filmmaking, and through the comples
editing technique of collage, Lipsett-s films can be placed as important works in the
realrn of the avant-garde. As well, through his use of actuality footage which he shot or
found Lipsett created in the combination of these shots a new actuality. This new
actuality explored the interconnectivity of humanity, provided a social critique, and
questioned the conventional parameters of the docurnentary.

8 9 ~ a n i n aJones quoied in Wüiinm Wee's 'MaLing poety Wbere No poet has Gone Before: Jack
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CHAPTER 3
CO:VTEXTLrALIZZ:2'GTHE FILMS OF AR T H C X LZPSETT: HZS LIFE A I V '
INFLUENCES

3.1 Introduction
In 1986 Lois Siegel wote this about the inherent problem of discussing Arthur
Lipsett's lifs:
The problem with cornpiling a story about Arthur Lipsett is that
one has ro invent the subject as a coherent whole to brins
together in one place a variety of reflections. When the subject is
Arthur Lipsett, this is not a simple matter.91

Lipsett's life seems as fra*mented as his films. Many aspects of it are elusi\.e to even
his closest fnends. Doing a texqua1 analysis of the films alone is not enough to fom some
understanding of his life. The stiuctures are too dense and the themes too numerous.
Longtirne fiend, Christopher Nutter once had Free Fu'/ on a set of realnds in his Iiving
roorn for an entire p a r . He wanted to look at the film "frame bu frime-' to t q and
discover how Lipsett worhd and what, if anything, could be understood of the person.
When asked what \vas the resulr of viewis-ingthe film this way, he replied he found --a
terrific life force."92 Lipsett's films do have a "temfic life force." However this life force
derives From Lipsett's expen'ences outside the actual films. To neglect making a
speculative inquir). about how he \vas raised? who or what his influences were. and what
prevented his films from receiving the exposure the' deserve, would risk this terrific life
force being kept in a marginal position.
This chapter is divided into three sections. The fint will discuss his early life and will
\vil1 speculate on how he developed his artistic rnethods as well as his thematic
obsessions. The second section wïll analyze the NFB as an institution, its evolving
structure, the relationships Lipsett made with the people there, and how these
relationships affected the creation of his films. The final section will discuss his atternpt
at filmmaking and making collage art after leaving the NFB.It will also refer to his
psychological problems, what rnay have caused them and what may have led to his
suicide-

9 1 h i s Siegel. "A Clown Outride the Cirrusw.in Cinema Canada. Oetober. 1986. p. 11.
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3.2 Before the National Film Board
There is very linle information about Lipsetfs early life. A lot of it cornes fiom only
three sources, one being the article already mentioned, "A C l o w Outside the Circus", by
Lois Siegel. This piece is a general overview of his life and work H o w e ~ e although
r~
Siegel considered henelf a fiend of Lipsett, she couid not provide much information
about his life pnor to him going to the NFB.The second source is Christopher Nutter.
Nutter was a friend of Lipsett from about 1966 to Lipsett's suicide in 1986. In an
interview Nutter stated that Lipsett seidom spoke about his upbringing. However Nutter
intewiewed Lipsett's sister, Marion Arnold, for a project he was working on, and this
intenie~vis used here because she couldn't ?xreached before this thesis \vas written. The
final source is the Museum of Fine Arts Archives in Montreal. In the archives is evidence
that supports the belief that Lipsett had a manire understanding about modem an prior to
coing to the National Film Board.
Y

Arthur Lipsett \vas bom on May 13, 1936 in Montreal. His father was a chemist and
his mother was a Russian Jew originally from Kiev. Marion to Nutter that their parents
met in Winnipeg At the age of ten, the year after World War Il ended, Lipsett witnessed
the suicide of his r n ~ t h e rThere
. ~ ~ is no explanation for his mother's suicide and,
according to Lipsett-s sister their mother \vas a solid. loving and charitable i n d i ~ i d u a l . ~ ~
If it is true that she \vas this kind of peson, then perhaps knowing the cataclysm and
horrors occurring in her home c o u n t y and quite possibly to her own relatives, ma'. ha\ e
led her io commit such a desperate act.

According to Nutter. Sad Lipsett was cold and insensitive. He \vas a scientist who had
linle faith in aspects of life that could not be measured empincally such as the arts. His
inability to show emotion and to appreciate the value of art ma) have added to an already
unhappy household.
At the age of eight Lipsett was encouraged to enroll in the Museum School of Art and
Design in Montreal because his teachers felt he was a pifted artist. According to Nutter
this brought a lot of stress between the father and son:
And theylteachers] said he was too intelligent for school and the'really couldn't do anything for him. So they suggested art school.
So he started going to the museum schooI when he was eight.
Now this would be what al1 the fighting was about, al1 the tension.
This is why his father was so disappointed in him. 1 mean. the

93~iegel,-A Clown Outside the CircuT. p. 13.
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closet he came to giving his son a complement was to Say, "WeV
he alwqs was good with his hands0'when he won some award.
95

Although his father7sdisdain for Lipseîî punuing a career as an artist did not deter him
fiorn becoming one, it did influence the subjects and themes of rnuch of his work. Ln his
films science and the epistemology associated with it is stripped of its power. His
criticism is based on the sciences' empirical bias - reducing humanity to an observable
and decipherable experiment stn'pped of emotion, passion, and artistic value. The films
Doan Memon. Lune 2 / 2 7 . and FIwres are ironic gestures against the dogmatic belief in
science that has permeated modem society. His films question this blind pursuit.

In addition to the ideolorjcal critique there is a more personal side to die films. In the
interview ~ l t Nutter,
h
Marion told him that she couid not watch Lipsett's films "because
they brin- it al1 b a ~ k . What
" ~ ~ do they bring back? Perhaps it was aqgments father and
son had over career decisions. Saul Lipsett. being the pra-matic scientist, could not value
the exploration of speculative worlds. The criticism in Lipsett's films directed towards
the sciences m q _on one level, be seen as being directed towards his father. Marion ma!.
have been reminded of that.
There is no evidence of any reconciliation behveen father and son throughout Lipsett's
life. At one point, at the end of their lives, both men were registered in the Montreal
J e ~ i s hHospital. They didn't visit each other because neither knew that the other was
~ h e r rCorrespondence
. ~ ~
between the iwo does exkt however. One letter fond at the
Cinémathèque québécoise indicates a level of respect that does imply, at the very least.
common courtesy. In the letter, wriaen in 1973 when Lipsett was living in Toronto, Sad
Lipsett replied to a question his son had asked. Lipsett wanted to know more about the
term qurrnrumjump. His father attempted to answer in lay terms. He also included articles
for his son to read. He concluded the lener by stating:
If you are interested in the mathematical background you might
refer to "Quantum Theory-' in the Etzc).ckopediu B r i t ~ t u ~ korato
textbooks on Physic of which the local university iibrark should
have plenty of I am not sure 1 have annvered your questions but I
have tried. 1 hope everything is going weii with you. Love to you
and Judy[Anhur7spartner]. ad.^^

-
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Reading was a large part of Lipsett's early development as an artist. Marion told
Nuner that her brother would sit in his room "for houn" r e a d i r ~ gWhat
. ~ ~ he read in his
room as a child was never disclosed, and his obsession for reading never left him. Out of
the isveniy-six boxes that make up the Arthur Lipsett Collection at the Cinémathèque
québécoise. tsventy-three are books that he had in his possession when he died. The tities
suggen he was a person interested in a van-ety of subjects. In this collection nins themes
of discovery, a deep interest in Eastern religion and its association with interconnecti\~ity.
and, of coune, film theory. A sample of these books are: 73ie Yoga Sutra. The Abirublzu
Szm-u. Brhle Sforics, Eusrern Religion und Philosop/ty, and Kracauer's Frum Culigurr fo
Hi[lm: A Psyc/~ologicu~
History of German Cinema. O0
Followining hiçh school Lipsett studied full tirne at the Montreal Museum of Fine Arts
School of A n and Design. For nvo years he was under the instruction of Ardiur
~isrner!Ol Lismer was a member of the Group of Seven and the recognized patnarch of
art education in Canada. Lismer had already completed a life time of creating an by the
time Lipsen began studying under him. As well, with the Group of Seven Lismer had
brokrn artistic barriersthrough his introspective explorations of Canadian landscapes. A
speech found in the Lismer Fonds at the Museum of Fine Arts Archives is a sample of
what he believed the role of the art teacher should be in developing the potential of the
Young artist:
We rnust b-! that appreciation help the artist to create a nobler
picmre in Song and SIOF. ..He m u s weave. came and mold upon
the stoiy of human promess the libing truths that maskinç creates
as well as destroys. 1or

In a 1957 lecture series for CBC radio Lismer spolie of üie role of the artist in the
modem era:
"Canada needs the artist in this Afomic Agr for the ne= function
of art is not to beautifi but to transfomi 1ife."lo3 (rny emphasis)

This h-pe of rhetoric, coming from a person Lipsea studied under for two yean. ma!
have had a strong influence on Lipsett-s own belief in his duty to create meticulous acts
of "transformation--.
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The school not only provided courses in the traditional arts like Modeling, Painting
and Life Drawïng, but also in commercial arts like Graphic Design, Commercial Art and
~ettering.l*"he multidisciplinary approach at the school may have also contributed to
Lipsett's varied use of images, particularly as they are used in Very Nice. Very Nice.
2 1-8- and Free Full.
One fact that remained surprkingly udaown to rnany of Lipsett's fiends at the NFB
was that he won scholarships for receivïng the highest grades in his classes two years in a
r o d o 5 Nutter also said Lismer was very aware of Lipsett's artistic talent, at one point
offenng him three thousand dollars for one of his sculptures. Lipsett declîned the
offer.' O 6
What is interesting is how Lipsett's accmulated anistic knowledge, for the most pan.
went unnoticed at the NFB. As Nutter States:
-4s far as I know, they never, while he was there, with him al1 that
time. hnew that he had established himself as a sophisticated
collagist, sculptor [before arriving at the NB]. I've seen
scuIptures that he made. He made beautiful w w d caninrs when
he was ei&t ... And Marion said that there were a whole bunch of
sculptures that Renée Kipse*rt'sst mother] rhrew out because
she thought rhey were garbage. 1

07'

Lipsett's understanding of current artistic practices, panicularly those associated with
the avant-garde; suriaces early in his career at the Film Board. Ln Siegel's 1986 article
Judith Sandiforth, Lipseît's partner for eleven yean, discussed the films they used to
watch in those early years:
Guy Viau- whose films becarne the start of the Cinémathèque, had
a fantastic personal collection. We used to go over and see films
by Maya Deren. Bruce Conner. Kennerh -4nger ... 1 O8

His admiration for the avant-garde did not stop at watching the films. He also wanted
to collaborate with the people involved. As noted in the previous chapter Lipsett wanted
to work with John Cage on the film Free Fall. Although this didn't happen what is
significant is Lipsetfs knowledge and admiration of Cage's work at all. When they began
their correspondence Cage was still considered an underground New York artist. The
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music he produced was available to a small elite group who had a common interest in
avant-garde art. The Neo-dada group FZmus had only just k e n established in New York
and they were al1 still "starving artists." ' O 9 Not only was Lipsett aware of John Cage and
other marginal am'sts, his own work emulated them.
This did not go unnoticed by the jury of the 3rd Annual Independent Filmmaker's
Festival at Foothill College in California Lipsett's 2 1-87 took second prize between
Kenneth Anger's Scorpio Rzsing (1963), first prize, and Bruce Corner's Cosmic
(1 962). The jury chose these three because of their common original pmuit of societal
"problems and dimirbances.'l1°
It is understandabf e h t certain individuals at the Film Board who did not have the

privilege to study the importance of the avant-garde would suspect Lipsett's work as
being "jurnbled" or "difficult". The lack of understanding Lipsett experienced at the
Board ma? have compelled him to direct a more conventional work for his second film.
The E~prr~menrul
Film ( 1967), a made-for-TV discussion on the ments of experïmental
filmmahng. Three film cntics and a film producer are gathered at a television studio
where they discuss the value of experimental films. lnserted in the discussion are
esamples of esperirnental films which range fiom Robert Breer's .4 .%~CIII HIXDog Ozrr
Fur ;lrr ( 1957) to Norman McLaren's Blinkify-Blank ( 1955). The filmmalcers are also
inteniewed about their respective practices. Lipsett included L én-Slce. I én. . V m as an
esample as well.
Thc Ekperimenrul film is significant for three reasons. First, it shows that as early as
1967 Lipsen was mine to explain his practice to an uninitiated audience. He \vas aware
of the gap between the people involved with experimental film practice and the audience.
By spending time in creating a conventional television program he may h a ~ felt
e this gap
could be narrowed. The film opened avenues of discussion about the limitations, beauty,

and relevance of experimental film.
Secondly, it is significant in the way Lipsen constructed the film. The program, in a
contemporary contexî (ignoring the billows of cigarette smoke in the background and
foreground), seems Iike a conventional television program. However in the context of
1962 the film was reletively radical. To begin with, there is no narrator or moderator to
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introduce the propram. It begins abruptly, with a medium shot of Clyde Gilmour giving
his opinion about experimental films:
1 must admit that for me. most of the experimental film I've seen
seem complete idioq. meaningiess infantilism
infantilisrn...however it's pronounceci. It reminds me of a
Rorschach test - something that's intended merely to test the
emotionai soundness of the viewer, but not to have any meaning,
not to have any coherent meaning whatsoever. ïhere's no d o r t
made at all. in mon of these picnires, to communicate

-

'''

Through the fint lines of the film the viewers are introduced to the subject - the value of
expenmental films. By the way Lipsett opens the film it seems the discussion between the
film çritics and producers has been captured in mid-discussion.
Subtitles are super-imposed over the indi~ldualspeakers rather than a voice-over to
identif-y thern. The subtitles also introduce the films which are clipped to the end of the
cntics' statements. The discussion seems to flow mithout interruption before and afier
each film is inserted. A moderator is not utilized throughout the discussion.
The third unique aspect which makes The E-~perimenrulFilm si-~ficantis Lipsett 's
use of reaction shots. He shows how effective inserting silent reactions to what is being
said could build emotional tension in a discussion. Lipsen ma? have been influenced by
how effective reaction shots were utilized in NFB films such as Lonelj-Boy or Puul
Tonzku~-ic.
However in 1962 it was a completely new device in tele-journal settings. As
Christopher Nutter pointed out:
Think of 771~'
Eiprimctrral Film. It seerns so conventional. But
back then it wasn't. They hadn't quite caught on that yet. .And he
was really ont0 it. It's incredible that way he cut that debate.
Cutting back and fonh between Herman 1i:einburg and Guy
Glover. Incredible!...Not only did he consolidate his own position
at the fiIm Board with ihat film. he also improved relation
between the Film Board and The CBC-and he taught the CBC
how to make these program better.112

The importance of 77ze Erperzrnend Film was noticed by T e m Ryan, a friend of
Lipsett and one of the organizers of the NFB's Screen Study Prograrn. In 1969 Ryan tried
to brhg the film back into distribution for these reasons:
Although The Experimental Film was made in 1962 the points of
view represerrted by the four protagonists are still with us. M a t is

more the two main strategies for dealing with the disorientation

l'l~ranreript o f The Eapen'mental Kim, Production füa, National Film Board of Canada Archives.
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caused by the experirnental films as evidenced by the histonan and
cntic on the one hand and the sociologist and film-maker on the
other are even more whh us. 1l S

Ryan's observation seems just as relevant today. Regardless of the film's significance
the consolidation of Lipsea's position at the Film Board was short lived. Although he
lasted twelve yean at the NFB many of those years were spent tryïng to defend his work.
The artistic knowledge Lipsett had accumulated, coupled wïth his peers'
misunderstanding of that knowledge, ultimately intluenced how his films were received
by the general public. This v d l be discussed more in the next section.
3.3 Life in the National Film Board

L'nit B
The National Film Board of Canada began as an act of Parliament on May 2, 1939.
Titled the National Film Act its mandate was to be overseen b>.its Commissioner who
fi-ould:
a) adkise upon the making and distribution of national films
desiped to help Canadians in al1 parts of Canada to understand
the ways of living and the problerns of Canadians in other parts; b)
CO-ordinatenational and departmental film activities in
consultation with the Board and several departments and
Government work; c) adbise as to methods of securine qualit'.
economy, efficiency and effective CO-operationin the production
distribution and e h i i t i o n of Government films: d) adbise upon
and approve production. distribution and exhibition contracts and
agreements in c o ~ e c t i o nwith film acthities of the several
departments of the Government and, in respect of these, act as
intermediary between such departments and commercial firms; e)
adtise upon dl departmental expendinires in the production,
distribution exhibition of films; f) represent the board in its
relations with commercial newsreel and non-commercial film
organizations; g)advise as to the distribution of Governrnent films
in other countries; h) CO-ordinateand develop information
services in connection with Governrnent fiIm activities. 114

The catalyst behind the establishment of the Film Board, and its first Commissioner.
was John Grierson. if there is any confusion conceming the function of the NFB it may
partially rest in -ring to analyze the political character of Grierson. Peter Moms believes
Grierson's political thoughts were deeply rooted in Hegelian philosophy. This philosophy
contends that the dynamics found in conflict resulted in progress. For Grierson this

1 3 ~ e r y Rynn, Merno sent to 'distribution colleagun' at the NFB, The Experïmenatd F h le,
Arthur Lipsett Collection, Cinémathèque québécoise Archives, Montreal, 1969.
Canada, An Act !O Creafeo Nofional Film bard, in S t a t e s of Canada, 3 George W,Ch. 20
(Ottawa: Joseph Oscar Pataoaude. 1939), May 2,1939.

'

progress would surface through an integration of capitalism and socialism within a
centralized political process. Viewed as neo-conservative by M o ~ sGrierson's
,
notion of
a centralized, responsible state woufd influence the design of the NFB.l15 More
radically, Joyce Nelson believes that Grienon was "a champion of the emergence of
Brian Winston takes a more balanced approach to
multinational ~a~italisrn.-'"~
Gn'erson's legacy suggening Grienon had an affinity to the French Realist school of
filmmaking. This school concentrated on the practice of revealing on film the cornmon,
the eveqday. Through this depiction of life a social criticism mi& be established.
However Winston points out that once this type of film practice is situated in a
governent sponsored s e t h g (like the NFB) the criticism is diluted. Ln this setting the
official position of the sponsor cannot be averted Winston believes that the result is
social problems are "presented as passing phenornena, actively being corrected by the
officiais paying for the film. Serious social analysis [is] impssible."1~7 The ambiguities
in Grienon's character can be extended to ambiguities found in the institution he
established. Was the M B designed to mily engage Canadian viewers in discovenne their
identih? Was ir designed to protect the interests of Canadian multinational power
broliers? Or \vas it snictly a propaganda tool to be utilized bu the govemment in power?
C

It is not in the scope of this thesis to NI. discuss the operation of the NFB in relation

to John Grierson's political tendencies. Rather the intent is to uncover circumstances
leading to institutional policies at the NFB that may have influenced Arthur Lipsen and
the rnaking of his films. This includes looking at key personnel and how their
interpretation of the NFB7smandate affected Lipsea's crafi, as well as his films'
availability to the general public
The first situation to be discussed will be the NFB's contribution to the war effort in
Canada. As a newly formed govemment institution the Board had to leam immediatel!
what its role would be. The NFE3 was îhrown into a global crisis. Grierson's objective was
to establish an effective propaganda program to assist the Canadian government in
recruiting and supporting War Bonds. The Board had to create a large number of films
infonning the Canadian public about Canada's war effort as quickly and consistently as

"'
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possible. This meant developing a style of filmmaking that would propagate and infuse
. ~ ~ film senes
patriotism in Canadians w~thoutrevealing too much ~ n f o m i a t i o nTwo
produced bv the NFB set out to do that. n i e y were the Canadu Carrzes On and the Wodd
In Action senes. The most economic means of promoting Canada's war effort was using
previously shot images that were edited together to support a wall-to-\val1 soundtrack of
narration. Being only a couple of years old, there was little opportunity to build an
extensive stock librac at the Board. Many of the shots were borrowed or pirated fiom
sources in the U.S. and Europe, and fiom companies who had the resources to have
Nelson suggests that because the images came
filmmalcers covering the various
fiom sources outside Canada this sornehow subordinated Canada's involvement 17th the
war. However the images, as in a11 compilation films, were re-contextualized by the
soundtrack. As Jones States about Canadian war films:
The soundtracks in Ccnjacia Caries 0 1 2 and Wurld I n Aciiorl
ovenv-helmthe irnases. The commentary is shouted. the music
shrilly drarnatic. ArtfLl the Eüms may have been; art, no.They
were tracts They drew onIy fiom the Russian hdf of Grierson's
original enthesis. 120

The \var years at the MB are significant in influencing Lipsett's films for three
reasons. The first is that through this type of film practice an understanding of where to
locate necessary shots \vas developed. Stock libranes can be a maze if the researcher is
unfamiliar \\<ththe their holdings and how they are indesed. The research knowledge
accurnulated over the \var years was passed down to the nehT generation of filmmakers.
Lipsett leamed how and where to search for many of the images that he used. In the
Production files at the NFB Archives are several examples of letters Lipsett wrote to
stock libraries around North America searching for different types of images. An esample
of such a letter is one sent to Indiana University, Department of Folksong Archives:
We are makine a film at the National Film Board which requires
certain sound effects which we hope you rnight have on tape.
Below is the description of the sound required: The sound rnust fit
bisuais of Arizona white snake cultist. (in action) around 1944
They are outdoors and clapping playing guitars and shouting.121
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The second reason to cite the WB'S war years is because within the six year period of
war?a particular craft was developed. The craft was an economic editing style that
combined images fiom various sources. The editing had to accommodate the narration
and suggest a continuity between disparate shots.
The third reason this period was an influence on Lipsett is that wartirne editors were
people who would later becorne his producers. niese people included Tom Daly, GGlover and later, Colin Low. All three developed their knowledge and editing ski11 in an
environment that required fast and effective results. They understood their goal \vas to
create films that convinced a Canadian public, and they had to learn the best means of
c w n g out their task. This required a thorough understanding of the image and its
potential relationship to other images, as weil as the sound that could be attached to the
images. The knowledge of editing ùiat Daly, Glover and others acquired during the war
wouid echo throughout the NFB for many years and influence younger filmmaken.
Following the \var the NFB divided into four units - A: B. C. and D. Each unit \vas
responsible for a certain area of filmmaking in the institution. Unit B for example became
responsible for sponsoredt cultural, and animation films.122 This Unit was particularl>important because of its aîtempt to fuse wo aspects of the NFi3's mandate into their
work. Inspired by the 1950 amendments of the National Film Act and because the war
had ended the unit began to sofien their role as p-ropaganda instruments of Govemment
and produce films that attemptzd to "interpet Canada to Canadians," and engage in
research in film activih and to make available the results thereof to penons engaged in
The films they produced in the early fifiies were the
the production of
antithesis of the propagandistic style of docurnentary that had been the nom. Three films.
Corrd ( 1954), Puul Tomkowrc:Street R u i l n q . Switchrnon ( 19%): and ('in. of Gold
(1957), are examples of how this unique Unit approached their respective subjects.
Corrd combines music with images of a roundup in Alberta and used no narration at all.
Puul Tomkowic= is a portrait of an immigrant streetcar rail sweeper in Winnipeg. The
audience hears Tornkowicz speak over images of himself working in the frozen sneets of
Winnipeg. C i y of Gold is a historical documentq using camera rnovement over archiva1
photographs of Dawson City, Yukon during the gold rush at the end of the 19th centun.
In a recent interview with the Globe a n d Mail, Unit B producer Colin Low said:
"
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My p ~ c i p l interest
e
has always been the possïbilities of film - and
its Limits. Entertainment isn7trny forte. Social action is.124

h o t h e r important element in Unit B was the influence the animaton. like Colin Lo\v'
had on the documentarians. Placing these two practices together may have been for
economic reasons or for convenience. The animators could provide the necessary
graphics to the documentaries as they were required But the animaton proved to be more
beneficial to the documentarians. What they brought to Unit B was an understanding of
the essential elements of a moving image. The animators continualiy worked with sinde
images that, when projected at twenty-four fiames a second, created an illusion of
continuity. Working with single frames enables the filrnmaker to focus at a microscopic
level how the entire film will be eventually be revealedThe combination of animation with documentary was noticed by Peter Harcourt, who
suggested the result of this affinity was perhaps what made the NFB documentary so
unique:
Animation, then. might be said to represent the more introspective
aspect of fiimmaking...Documentary, on the other hand, always
altered by the reality it encounters...But perhaps the fact that so
many people at the Film Board have worked both in animation
and in documentas) explains to a degree the moral seriousness
and introspective quality of so rnany Canadian documentan- films
125

Another person who found the afinity between animation and documentaïy in Unit B
imponant was Guy Glover. Glover articula~edsix reasons why the documentarian
benefited from following "real life" on film with the observational habit of an animator:
1. That film is made up of 34 still pictures per second and that
these still picmres cm be drawn or painted.-.Heobserves the
fiame as keenly as the non-anirnator observes the shot. 2. From
drawing fiames for animation he lems a lot about the nature of
cinernatographically synthesized motion and therefore dso about
relative speeds, pacing, rhythm and about what the camera does
to the materid it "captures". 3. How cornpositional emphasis in
motion worked and the relation between foreground, mid gound
and background elemems in motion. 4. He learns to be concise
because he has to and, having l e m t that, it is carrieci
unforgettably with him into situations where smctly speaking he
does not "have to." 5. Animation forces the animator to give life
to his film organism; later, ifhe comes to live action, he is aware
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that the life "out there" of some fleeting moments en which he has
trained his carnera does not parantee the life of his film.The
subject is not the content. 6. He is haunted by thoughts of artifice
knowing better than most. however. t hat in documentaq he is
deding with the most treacherous artifice of al1 - the artifice which
maintains that to -bri.np 'em back alive" is gospel tmth.126

Lipsett began his career at the NFB with Unit B in 19%. According to his
biographical profile, witten at the NFB, the wife of a producer at the Board met Lipsett
in a drawïng class at the Museum of Fine Art Schwl of Art and Design. She told Lipsett
that the animation department needed people. It was through this so-called "accident"
that Lipsen got the opportunit). to work with film.'*' Ironically Christopher Nuner
believes that Lipsen also was hired because %ey heard his voice and thought he ivould
make a good n a r r a t ~ r . " ' ~ ~
As a member of the animation section he \vas involved automatically with Unit B. I t
was an exciting time to be part of this unit. The small group of filmrnakers had alreadlestablished a reputation for their innovative, award-winning films. But in the NFB they
were rnostly known for being "arrogant and pretentious-', or worse yet n ~ n - d r i n l i e r s . ~ ~ ~

By the time Lipsett had amved at the Unit its days were already corning to an end.
Hoivever. in that short period Lipsea seerned to fit the system well. The Unit allowed him
to explore his an with more support than at any other time in his life. It was in Unit B that
I é n -.Y~cL'.l * q . .Yice The Experimenru Fi/nt. 21-Y-' and Free Fu!/ were made. With
Ife?. :Vice, I h y .$'icr. Lipsett was given an opportunity to create from wastebins a film
which would evennially become an Academy Award nominee. Not only \vas L'en. .l*~cr.
X c e unique because it was a film using discarded sound, but it was also one of the
few attempts to edit actuality images to pre-esisting sound. The technique of putting
image to sound in this way was an animation technique. But Lipsett used this technique to
work wvith non-animated images.
Unit B was a good environment to work on a film like f i > y Nice. Very Nice. The
fiexibili~yof the Unit to support this type of project probably raised the comfort level
hi@ enough for Lipsett to create such a complex tvork. The time allowed for the project
to mature was also beneficial for its final look. A full year before ?*'enNice. Jéqt iYice
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was released Lipsett had already gained a reputation for gathering matenal from

wastebins. In a 1960 letter addressed to Lipsett from his former colleague, Neil Shakey
he asked:
Do you still make those midnight raids on the sound library? I
remember someone predicting that you would pet tangied in the
tape sornedq and be eaten dive by a moviola. no

At the time Lipsett began working in Unit B a new aesthetic theory had begun to

influence the people working in documentary. This theory was developed by
photographer Henri Cartier-Bresson. In his book The Decisive Moment, Cartier-Bresson
offered a definition of the moment vihen meaning and form in photography become one:
photography] is the simultaneous recognitioq in a ûaction o f a
second. of rhe si,enificance of an event as weU as the precise
o r g m k t i o n of forrns which give the event its proper
expression. 131

The compositional elements of the photograph balance the subject, or reality, at a perfect
moment. At that instant, a kind of serendipity takes place that transcends the common
experience.
The I I e ~ i ~ i .li(ornent
ve
sparked questions about the cameras association with the
subject. Was the camera acting zpon the subject bu its presence or was it merely
recording the event without influencing the nature of the event? From these questions hvo
styles of document- emerged?'direct cinema? and 'cinéma vérité'. Both styles were
esperirnented with at the MB when Lipsett arrived. The proponents of direct cinerna
believed the- could record the auth of the event as an ornnipresent. but effaced observer.
The cinéma vérité practicioners believed that the camera was both viewer and participant.
The NFB's C'undid E y series epitomized the influence Cartier-Bresson had on Unit B. It
depended on the belief that the subject should be allowed to express its essence without
the filmmzkers manipulating the event, as long as the fimmakers were ready to rnove
decisively to capture that essense. 13*

At this time Lipsett was also cooperating with the French language filmmakers. Their
expenments wjth cinéma direct embodied the Carher-Bresson traits. Films like À Suini
Henri Ze cinq septembre (1 962) and L a /utle (1 96 1) have for their subjects the

l3O~ei1Shakery, 1960, in UComrpondeoee,professionalleFfide, Arthur Lipsett Collection.
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13' Elenri Cartier-Bresson, quoted in Jones, M k and Memuran&: An Interpretive Histoi)' of Be
Naîianonal
Film Board of Canada. p. 76.
13*~ones,M O Iond,çlemman<lo,p 77.

under-represented working class. The films had a mission to express in filmic terms
moments of the ordinary. By allowing the subject to establish its own presence the
subject was given apparent control over its representation.
Lipsett was one of the camera personnel on À Saini Henri. His contribution on La lwre
is less hown, although in the credits he is given an "acknowledgmento' below R o h d
Barthes' narne. Terry Ryan believes that Lipsett provided a lot of help to the French
language filrnmakers at the NFB.Ryan stated that it was common knowledge that Lipsett
was a "great editor" and the French teams took advantage of his knowledge by inviting
him to assemblage meetings to get bis advice about how their films should be cut.lJ3
Lipsett's own films during this time were infiuenced by Cartier-Bresson3 notion of the
decisive moment. Many of the images in V e n Arice. V e y .?lice, 21-8 :
and Free Fuli are
of ordinary people doing ordinary things. In 21-87, a man is sitting in a park looking up
at a building. In Free FaZl an old man is shown walking through a park. Coupled with
these shots is a soundtrack which heightens the moment ~ a ~ t u r e din- his
l ~ last
~ film at
the W B , N-Zone,Lipsett used a photograph by Cartier-Bresson. Peking Opera music
nack is heard over Cartier-Bresson's photograph of a Chinese restaurateur in Shanghai.
Retuming to the personnel in Unit B and how they influenced Lipsett's films,the
imponance of Tom Daly must be messed. Daly was producer for the four films Lipsen
made in Unit B. He was considered the intellectual *godfather7of the NFB. 13' Daly was
technically astute and philosophically consistent in how he approached his position as
producer. He was also v e v meticulous in knowing the shots of a given film. Former NFB
producer, Ches Yetman, recalls the assemblage meetings with Daly:
Daiy used to have a small clipboard with a li& on it and he'd 90
into a screening and he could look at the fiim and write his notes
without taking his eyes off the screen. He wrote enormous
amounts of notes on every film ...And then the director had to sit
down and discuss his notes with him...Tom would Say, 'You
know that shot near the opening. 1 think there's a better shot than
that one. Remember that shot where the bird goes from lefl to
rïght and then just hovers there'?That one wouId be better
there.136
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His ability to know which shot worked likely came from the h o m he spent compiling
the V70rldai Wur series. He al so felt a strong sense of responsibility towards each film
that he produced. In a 1968 interview at Sir George Williams University (now Concordia
University) Daly descnbed the method he used in approaching each film:
I consider it my job as a producer.. .to try to understand what is
their ori-@al thing. the sarne way 1 look at that film material what
it is now and not what it should be. I try to look at the person
making the film; What are they really tr_vingto get at? And 1 ty ro
help them do that , better than ,perhaps, what they can do
aime.13'

If Lipsett felt he needed "three or f o u i reasons for using a shot, it may be because of
Dalfs persistent questioning about the relevance of each one. Although his knowledge of
the avant-garde rnay have been Iimited, Daly's appreciation for experimentation was notGary Evans observed these traits in Daly's approach to filmmaking:
Thorougfuiess and exceifencewere his minimum criteria, and a
probing the filrnmaker's footase he was apt to discuss Socrates to
give context to the film images. His purpose was to stretch the
artist's emotional understanding of the world and to help them
focus on the individual's relationship to what he called 'organic
wholeness.' ...Daly infiised Unit B with a classical approach. while
tsing to manage the naturai confiict between the personalities. He
had a remarkable talent: to bend their self-destructive impulses
and use them as a source of energ for the group. 138

The influence of Dalfs approach c m been seen throughout Unit B's productions.
Man) of the films were well-crafied, philosophical inquiries into the relationship between
the individual and the world. Lipsett7sfilms are also inquiries into the intercomectivity of
the individual and the world, if not the universe. The catalyst for these explorations seems
to corne directly from Daly's spiritual values and his immense influence on Lipsett.

Tom Daly was a follower of George Ivanovich Gurjieff, an early twentieth century
Armenian mystic who created a spiritual movement which attempted to tie Western
analytical philosophy w*thEastern meditative pursuits. According to Gujieff s
philosophy, everything and everybody are connected - the individual with the group, the
aoup with the world- the world with the universe, the individual with the w i i ~ e r s e ' ~ ~ .

C
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The purpose of hurnan Iife was to search out these connections and accept them. As D.B.
Jones explains, this required first accepting that:
... atmost every human being remains in an undeveloped, barely
conscious, 'mechanical' or sleeping state in which he or she is
dominated by one of three aspects of the self the intellectual, the
emotiond or the physical. In this mechanical nate, a person has
no witl.... The first step to fieedom corn mechanical enslavement
is the development of an unbiased attitude toward others and ,
especially. oneseIf 140

In his associations with filmmaken and their films, Daly rnaintained an "unbiased"
approach to both the person and the films he was producing As stated, he ûied to
approach every film without any preconceived ideas in order to draw out what the
filmmaker wanted IO say He also took it upon himself to take the most problematic
filmmalters and relished the thought of taking a chance on, "something that l o o k like it
could make an original new thing."
Not only were Lipsett's films an attempt to make an ''original, new thing," they were
also attempts at expressing G4ieff s ideas. Each film explores the intercomectiveness of
elements in human lives. The); also attempt to release the audience from their
'mechanical sleeping state." To understand this aspect of Lipsett's films, a person has to
have access to his film proposais. Each proposal speaks of exarnining interconnectivity,
or transcendence, or both. However, because of the esoteric characteristic and marginal
availability of Gujieff s thoughts, this aspect of Lipsett's films may be elusive to man!.
This problem is heightened by Lipsett's use of Eastern religious motifs. In his oeuvres
Lipsett incorporated an image of a Buddhist mo& or a sound clip of a Buddhist monk
into the text. In I+QJ Mce. L'en iVice a 'mantra' being utilized by a Buddhist practitioner
is heard followed by an approving, ""Bravo!Very nice, v e q nice." In 21-87 an young
monk is s h o w preparing for his initiation rites. In Rz~resan image of a Thai monk
receiving food from a villager and giving a blessing is used. In Ar-Zoone the rnonks are
heard reciting a sutra in a Japanese monastery.
Al1 these examples, as well as Lipsett's collection of books on Eastern religion, would
suggest more an interest in Eastern thought in general than Gujieff in particular. Lipsett's
penchant for Eastern religious values is also incorporated in his own definition of film
and how one should approach making and relating to it:

Film is iike entering a temple and looking at the 1000's [sic] of
imqes inside it- Each image representing one state of
consciousness. Many pudiction (sic) rituals required before
ardians. messager and protections leadin9 to
entering man
temple door.

LE?

Ln addition, returning to his letter to Kit Carson, Lipsett mentioned that:
1 had started out with the idea of shooting -alities,
but as the
shooting progressed 1 began reading the T i b e m Book O the
Drad, and i suspect these two journeys interrningIed.1
6

In the same leiter Lipsett stated that he wanted to build a 'hiulti-reality situation". This
too is found in Buddhist belief. As Lama Anagarik Govinda stated in the introduction to
The Tiberun Book of ihe Deud or The Afrer-Deu~hExperiences on the Bardo Plane:
ï h e Buddhist universe is dive through and through; it has no
room for inert matter and mere mechanism. And what is more. the
Buddhist is alert to aü possibilities of existence and to dl aspects
of r-.

"'

The confusion over which spiritual values played a role in Lipsett's films is not
relieved by speaking to his fiends and colleagues. Henry Zemel, Lipsett's cameraman for
:v-Zonc and Strange Codes, and a close friend,believed that Lipsett's spintual
explorations did not go beyond artistic inquiries:
He explored eastern rnysticism as an artist; looking for inspiration
and ideas. As far as T h o w . he never undertook a devotee's daily
reemen.

Convenely, Chns Nutîer believed Lipsett was deeply involved wi-th Buddhism and
suggested that he may have done extensive research in Eastern religions.146However, we
could still surmise that because Tom Daly played an important role in overseeing
Lipsett's films, and because Lipsett's proposais discuss values that are also in Gujieff s
thoughtt' it could be suggened that mmy of Lipsett's films leaned towards a Gurjieffian
view of the universe.
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The Pool System

In 1964 the administration of the NFB was convinced to abandon the Unit system.
Donald Bnnain and John Kemeny produced a report criticizing the "rigidih" of the
system. The report stated that the "free movement of ideas" was harnpered because the
Unit system did not allow one unit to conmïbute to s project fiom another. The report
suggested that the filmmaken should be "pooled"together, as should the producers and
other executives. The pooled filmrnakers would take their ideas to a conmittee of
filmmaken who would decide the prograrnming requirements of the NFB and endorse the
films they felt had merit. The filmmaken w o d d then approach the producers with their
ideas and the cornmittee's endorsement to begin the project.147
Althou& this system was meant to liberate the filmmaker fiom bureaucratic
constraints, it may have harmed Lipsett's filmmaking. The security of a srnall compact
unit where everyone supported the other's work had disappeared for Lipsett. He had to
somehow fit into a larger pool of filrnmakers; perhaps he would have to compete against
them for attention.
As is evident in his proposais, Lipsett had trouble articulating in non-filmic t e m s what

his ~ o r was
k about. Like his films, the reader is pressed to follow a flow of thou@ that
is more dificult. His sentences were awkwardly strung together and his thoughts
scattered as he tried to condense in written ternis what, for man' of the ideas. could only
be articulated in filmic terms. Donald Brittain, the fint producer Lipsett had in the pool
system, explained to Lois Siegel the problem Lipsett had in front of the programming
cornmittee:
.4t WB program cornmitrees he would show up with circular
chans to explain his nesx film project. '30 one on the cornmirtee
wanted to admit they didn't know what .Mhur was talking
about. la

This problem did not go unnoticed by Daly who took a more philosophical approach to
the problem. He was more accepting of the limitations some filmrnakers had in
expressing their views other than in filmic terms:
1 found that there are certain filmrnakers that have a piethora of
ideas and even give sume to other people. Some others don't have
ideas of their own but can easily take one ovw fiom somebody
else and make something g w d out of it. Sorne others are totally
inarticulate in expressing ideas but if you @vethem film to work

-
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with, they corne back with wondefil 6lm stuff which makes a
good film. But they can only say it by doing it.149

It is this acceptance by Daly that may have coniinced Lipsett to acquire Daly as his
producer for his final film at the W B , N-Zone.With Daly, Lipsett found comfort in the
tnist Daly had with the final produa.
This was a very rare relationship for Lipsett at the Film Board, especially in the Pool
System. Either because of contempt, jealousy, ignorance, or pressure fiom the
administration to produce economicdly viable films, Lipsett was not given serious
consideration by the programmers at the NFB during the Pool System years. Rather than
continuing on with his forma1 explorations into film, and the esoteric forays into
interconnectivity, Lipsetî was relegated to menial editing jobs. Ln one task he \ a s
commissioned to edit out the flies in a travelogue about Nonhem
Rumoun
also persisted that his films were k i n g held back by the DistributionDepartment of the
NFB. One m o u r suggested that Lipsen's films were unwanted by the public.
This last m o u r upset Lipsett greatly. He was hurt to the point of going to his films'
defense. In January, 1968, Lipsen sent a memo to wenw people in production and
distribution. In it he listed the number of sales and library booliings for his films. The
statistics indicated that much more than the rumoured 'seven pnnts' had been sold fiom

Accordinç to the memo, there were a total of 593 prints made from this group of films.
These numbers are substantial, given the "difficult-' nature of the films. By 1973 these
numbers increased greatly. Appendix B shows the nurnber of prints Lipsett's films sold in
cornpanson to other films of the same year. What is interesting is that by 1973 C'en. .Vce.
Clery ArÏce had outsold Lonel' Boy and Circle of the Sun by over 100 prints. Free Full.
21-87 and A Trip Down Mernon Lune al1 had reasonable sales.152
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1 do not want to give too much weight to these figures however. 1agree with NFB
archivia Bernard Lutz that these numbers have to be thorou_&y contextualized before
they c m be analyzed with any authority. For exarnple the sales figures do not indicate
whether these films were disûibuted to schools, libraries, or circulated in theanes, which

would have been significant in determining the number of films sold. For exarnple, a
1963 insmictional film like Children Leornfrom Filmstrips could outsell The
Experimentd Film (produced in the same year) because the Children film had a larger
volume of venues (schwls) for distribution locations. D e Experimenral Film \vas
initially a one-broadcast program. However given the purpose of this film it is still
remarkable that it sold twenty-one p r i n t ~ . ~ ~ ~
This said, it is dificult to ignore a dramatic drop in sales for Lipsett's last two films at
the NFB,FIures and AiZone. It indicates an unwillingness in Distribution to find a niche
for them. There is no dispute that some effort was necessary to develop an audience for
the films and in the past the dimibution office did make an effort. Gordon Martin.
Education Liaison Officer at the Board and supporter of Lipsett's films had to contend
witb selling them. Martin recognized the problem but found ways around it:
[In trying to seIl Lipsett's films]...we would try to use the
vocabulq ofthe people we h e r e talking to. you know if it was a
rrroup of art teachers we would try take some artistic angle In
Ontario. about that time they introduced a course title -'Xian and
Society" which was a...hurnanitiescourse.. There was a lot of
latitude in such h a course so we obviously promoted Lipsett in
courses like that ... It was kind of fun, you h o w . just explainine to
people jun how a film like wo ?Vice. J 25. hke was bans on for
their curriculum.

-

'"

However, the effon to expose Lipsett's films waned to the point where, by 1970, he
decided to leave the National Film Board. The large support from Daly and a small
number of others of course diminished following his departure. On his own Lipseît wvould
have trouble continuing to create art.
3.4 Life After the National Film Board

It was folloulng the completion of Ar-Zone that Lipsett lefi the NFB. Although he ma?
have felt rejected by his peers, he was nevertheless leaving with a sense of optimism.

Is31 am indebted to Bernard Lutz for the timc he spcnt vith me diseussiog the issue of usiog statistics
from this source'%ordon Mariin. Oetober 10,1996.

According to T e q Ryan leaving the Film Board for Lipsett meant he could pmue his
passion for collage sculpture. Lipsett left believing he had done d l he could with film. lSs
Afier a three month journey through Europe Lipsett and his partner, Judith Sandiforth,,
returned to Montreal in the middle of the October Crisis. Disliking the situation in
Montreal, they lefi immediately for oro ont o.^^^ From here the chronology of events
becomes unclear. What is known is that he was hired by the Canada Council to act as a
juror for gant applications for film and photography in 1971. He then applied for a gant
to the Visual Arts Section of the Council to complete a collage mural. The Canada
Council turned d o w his application because they believed that he did not haïe "visual
arts" experience. lS7
The type of collage Lipsett was interested in making was a large mural, perhaps
similar to the work he rnay have done at the Museum of Fine Arts School. There was also
a direct relationship to the films he had made at the NFB and the type of collage sculpture
he wanted to make.(See Appendirc C) Lipsett's notes show a strong link to previous work
Lipsett had done in film. In this collage scdpture he wanted to create 'Chakpa-murals'
that would be "cross sections of the tree of man in various ways." Lipsett's sense of detail
and his concem for colour, texture, and placement of the images in the collage is evident
throughout the notes. Although this proposal was rejected by the Canada Council. the!.
did give him money to make a film. With this money he produced Sirurge Codrs
(1973'58

Although he worked on two other films in the Iate seventies, Strunge Codes was
Lipsett-s last completed film. The smicture of the film suggests a finality to a film career
that thematically continued to seek out the "hard, awkward questions". There is a
unifiing link between Sirunge Codes and other Lipsen films. The structure suggests a
direction the other films were moving towards.

In Strunge Codes Lipsett does not abandon the themes developed through his
re-construction of actuality in his previous films. Strarzge Codes addrcsses the issues
related to science and how it reduces hurnanity to an observable experiment. It also
creates a site that explores the role of intercomectivity in society's punuit of knowledge.
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However rather than placing these themes in a collagc of found film, he has situated them
in an exclusively epistemological, fictionid narrative.
Strange Codes is a story of a person in search of the secret codes of the universe. The
person, played by Lipsett, changes his character several tirnes. His search be@ns uith the
character as a 'Shriner detective' searching through a small Chinese rnagic box and
discovering a roll of papa vrith a large number of Latin words w&en on it. The detective
character fin& a Latin dictionary to uncover the meaning of the words. A metamorphoses
takes place and the character t u m s into the 'Monkey King'. The Monkey King a
mythological figure in Chinese literature, is curious, arrogant, adventurous, and cunning..
Traditionally his curiosity and arrogance lead IO dangerous situations. In Slrunge Codes
the Monkey King uncoven more codes and discovers more hidden meanings. In total the
protagonist changes into four different characters: a Shriner, a Russian Cossack, the
Monkey King, and a shaman. As he attempts to unrnask the codes the protagonist cornes
across more codes with multiple connections. At the end of the film Lipsett as filmmaker
appears, overlooking the collage of items (codes) he or his characters, or both, have
unearthed. The collage is scattered on his apartment floor yet there is a cohesiveness to
the disunity of the final scene.

The entire film is shot in Lipsett's apartment, which is transformed into one large
collage of various shapes. sizes and media. The film's structure may be described as an
antithesis to his previous work. Gone are the muti-layered, rapidly cut images. Rather
than having the edited structure of the film as the collage, the set displays the collage ihat
is being constructed by the character in his searche for the codes. In Ar-Zone Lipsen hinted
at this structure by allowing each scene to evolve rather than deconsmicting the images
through a barrage of editing. In Sfrange Codes Lipsett emphasizes the action within the
scene.

Unlike his other films the soundtrack has been reduced to two competing tracks. One
is the voice of Warren McColloch, while the other is a Peking Opera. On the McColloch
track we hear him postulathg on the relationship of humanity to the environment He
reduces the relationship to mathematical formulae, atomic plays, where the human can be
replaced by nurnbers. The Peking Opera is used as a device to jolt the viewers fiom what
is being said by McColloch. It is hi@y doubtful that Lipsett understood Mandarin welI
enough to create a banter between the two tracks. Although there is no evidence to
support this, the opera Lipsett used ma? have been titled The A4onkey King. In many of
his films Lipsett used as a recurring motif images of monkeys in relation to statements
made by McColloch. McColloch's voice was used in 21-87, A Trip Down M i m o n Lune.

and Fluxes. In each of these films his voice is accompanied by footage of a chirnpanzee
being used in an experiment. As well, in Sironge Codes L i p s e ~played the part of the
monkey, wearing a monkey king mask as he searches through van-ous areas of the
apartment for the codes.
As a fiction, Strange Codes suggests Brectian theatre - a type of drarna that, according
to Dana Polan:
...attacked both nanuaikm which Precht] saw as blocked Eom
an engagement with historical situations by its concentration on
surfaces, and abstract art, which he saw as biocked by its
concentrations on the Mght of its own foms. Both arts ran
together for Brecht as examples of the fetish of the
spectacular.t 59

Like some of Brecht's most political dramas, the film challenges the conventional
forms of stoq telling by combining illusionq methods associated with the crafi. The
viewers are pnvy to the construction of the story, as they witness the character changing
fiom outfit to outfit. The set is the authentic aparûnent of the filmmaker. At one point in
the fiction, reflexivity is underiined when Lipsett's character holds a mirror to the camera
lem. rno~lngit up and down. The mirror reflects what is behind and above the camera.
Slrungr Codes is an econornically spartan film. There is only one setting, the Iighting

is natural and the film stock is black and white. The tirles and credits are witten on
cardboard paper and thrown carelessly in front of the camera rather than superimposed. It
has been suggeaed that this film was proof that Lipsett could not cope outside the
financial security of the NFB b e c a w of this low budget look.f60However, evidence
suggests that this is the film that Lipsett would have made with or without the resources.
In a file at the Cinémathèque québécoise Lipsett's report to the Canada Council shows he
completed the film under budget. In fact he calculated that he was to return $604.70to
the ~ o u n c i 1 .A
l ~synopsis
~
of Strange Codes written by Lipsea explains the purpose of
the film as well and hints at a link between Strange Codes and his other works:
...and [Srrcnrpe Codes] might be viewed as a game being
constructed that could enable a hurnan being to help make
translations and connections from his h e r world of feelings, to
the world of day to day reality systems...The film is operatin2 at a
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midway point between the primitive ritualized worid and the
world of logic and science. But perhaps it can be experienced,
simply as a mange play. 162

About the tirne of the completion of Sfrunge Codes Lipsett began having psychological
problerns. His partner for eleven years, Judith Sandiforth, f d l y left him because she
could no longer cope with his anwiety attacks. In 1973 he was institutionalized briefly in
Toronto when one of his fiends found him one evening surrounded by electronic
appliances. Lipsett was apparently speaking to them.163He was given medication at the
hospital and released.

In 1976 Lipsett went to Victoria and there worked on the film Blue and Orange (1 978)
with Tmya Ballantyne (Tree), a filmmaker at the NFB in the sixties. She was the director
of the controversial 1967 film The Things I Cannoi Change. Tree followed Lipsett to
Victoria because she wanted to make a film with him. According to Tree, Blue und
Orwas about "spontaneity". The film has never been made into a release print, and
the elements are 5itill in Tree-s possession. She vividly recalls how Blue und Orunge was
made:
We were r d l y just playing...One thing is I'rn shavuig my head.
And then 1 go see Kipsett]. And we have a big sort of reunion.
.And then there is the business where we went to the ParIiarnent
buildings in Victoria. And 1 threw the 1 Chine in the middle of the
Parliament buiIding in Victoria.. . A was just an 'event'. .. It was
1976.It was just a 'happening'. I t was a 'happening'. It was
nothing! ...1 think Arthur was desperately tryhg no? to hurt
people. So the idea was to show people the Iavhlness of Iife.
And they don't have to take it all seriously. A4-

Calling the film a "happening" refers again to Lipsett's affiliation with the
avant-garde and his apparent effort to keep pace with occurring trends. Happenings were
theatre events created by neo-dadaists groups around the wodd from the early sixties to
the late seventies. The Situationists in Europe, Nam June Pak in New York, and
Terayama Shuji in Japan created performances in areas other than traditional theatre
spaces. Their objective was to bnng theatre closer to the people by discomting the
constmcted barriersbetween people and art. They also attempted to subvert the
seriousness found in contemporary life. Although Tree insists that Blue und Orange \vas
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her film, given Lipsett's knowledge about the avant-garde, one can speculate he may have
been influential in the overall making of the film.

While in Victoria Tree began to notice that Lipsett was acting strangely. He grew
highly dependent on Tree7sattention. She stated that Lipsett thought she came to Victoria
to Save him and when she retumed to Montreal, he followed shortly after. Back in
Montreal Lipsett begm living "abnomally". He slept a lotl chain smoked, and would
suddeniy strike very peculiar poses that he would hold for long periods of tirne?"

In 1978 Lipsett met Lois Siegel, who was doing an dcle for Cinemu Canudu and
wanted to interview him. Although Siegel found hM to be somewhat paranoid, she fe1t he
was always "veq lucid' and Ufimn~*".
Being impovished, by 1978 he had begun living
with his Aunt Etta, sleeping in her living room. Siegel remembers being with Lipsett at
that time:
He'd cal1 up and we would decide to go to a Greek restaurant,
like La Scala on Park h e n u e . So 1 would go and pick him up and
his aunt woutd give him ten bucks to take the 'girl out'. Y o u
know ,you always got this feeling Like you would go out and have
a good tirne l i e back in the fmies or mies. 166

Siegel stated that Lipsett had just been invited to return to the Film Board to work on
a vignette when she first met him. Problems were already bepinning to occw 21the Board
because of Lipsett's presence there. Derek Lamb told Siegel that "out of respect" for
Lipsett al1 the animators would stop their work and leave the editing suite when he
entered. Siegel helped Lipsett find another editing suite. However, he began hiding his
favorite splicer from other filmmakers.

To add to these problems the vignette was highly questionable to the people involved
with its making. Titled Truflc Signuls, no one associated with the film h e w for certain
what it was about. Fortner Anderson, a fnend of Lipsett's at the t h e , also participated in
the making of the film. He said that the film consisted of a bunch of people sitting in an
apartment playing homemade musical instruments. Anderson believed Lipsett was
beyond doing anythmg "Lnormal"
at the Film ~ 0 a r d . l ~ ~
Lipsett also sensed that he was unable to work normaily at the Board. M e r a
considerable amount of effort to make the small vignette, Lipsett resigned from the
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project. The reasons for his resignation is expressed in a memo he sent to his producer,
Bob Verral, on September 21, 1978:
1, Arthur Lipsett have developed a phobia of sound tape. Also my
creative ability in the fifield had dissapeared[sic]. There is no
way to exphin this and the resdt is that I cannot continue to work
for the goverment.
Sincerely.
Arthur ~ i ~ s e n l ~ '

By this time the people close to Lipsett were beginning to worry a great deal about
what could be done about him. Both Tanya Tree and Fortner Anderson admit that
Lipsett's lifestyle went beyond eccentricities. He began wearing winter clothiog in
summer. He also began taping his fingers into particular Buddhist mantra positions possibly for ''protectionW.
In 1982 Lipsett was hospitalized for the first time in Montreal in what would be the
beginning of several adminances and releases. One of the psychologists who treated hirn
was Dr. Nancy Carpenter. According to her Lipsett was diagnosed with chronic or
paranoid schizophrenia. In an inten-iew she said that for hirn to be diagnosed with
chronic schizophrenia at such a late age ( he was about forty-five) was unusual. But one
of the many syrnptoms of this disease is the hearing of phantom voices, which Lipsett
claimed to experience. According to Dr. Carpenter:
He had auditov hallucinations. which were. wrnetimes. a great
cornfort to him When they were nice, he loved them. And when
they were na* they we-retormenting him.. . [They] tonnented him
for being a Jew. Being a Jew was to be weak and to be despised.
f 69

In his sessions with Dr. Carpenter Lipsett atso revealed that he never forgave his father
for the suicide of his mother. He also stated that his anger \vas ver): dangerous, and that it
was a n p r that propelled his films. But the films suggest more than unbridled anger. They
show a concern for the fate of society. They also attempt to liberate viewers from their
complacency positions. The psychologists would not have seen the connection between
Lipsett's angst and his films however because none of the them had seen his films prior to
his suicide.
As Lipsett's psychological problerns progressed so did his desire to end his life. On

several occasions he overdosed on the medication prescnied to him. He called his suicide
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attempts his "little e~~erirnents'?~~
The reasons for Lipsett's flirtations with suicide may
not rest exclusively with a chernical imbalance in his brain, but also with his realization
of how far his career had faltered fiom the beginning of his artistic endeavors. Ln the
sessions with Dr. Carpenter, Lipsett revealed that 'Dying wodd be a good thing because
I've finished - 1have no creative ideas ~efi."l'~
In a notebook he kept with him this
feeline of isolation and existential angst was echoed:
Chinese restaurant, moment of mith: bus passes by out in Street at
ni& rdecting neon images as it passes. then nothing is left bu1
the biack meet. ( N e the Life of a person.)173

In April, 1986 Dr. Carpenter discovered Lipsett dead in his apartment. He had hung
hirn~e1f.l'~
In the end he was a v e q wounded artist, one who Fornier Anderson describes "...was
touted as a boy genius. His work was of the highest caliber. But he was unable to live
with that."17' Lipsett matured perhaps too rapidly as an artist through the influence of
people like Arthur Lismer and Tom Daly. The institutional structure of the NFB served, at
the begiming, to allow his artistic ski11 to mature, but the same institution suppressed his
potential by the end of his time there. After leaving the Film Board, although he îried, he
\vas unable to continue pursuing the hard awkward questions to his satisfaction.
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CHAPTER 4
C14X01YFOR4454 TION,THE CINE.W HE NEED DEB4 TE. A!VD THE FILMS OF
ARTHUR LIPSETT
4.1 Introduction

Chapter Two showed the relationship between Lipsea7sfilms and the aesthetics
associated nith avant-garde and document- film practices. His films bridge the two
through their complex collage techniques and their use of actuality sound and images.
This analysis also pointed to the importance of Lipsett's work mithin a general
filmmaking context. Chapter Three showed that Lipsett was involved in one of the more
productive documentary units at the NFB, Unit B7as weil as other document-. units at
the Board. In Peter Harcourt's influential article The lnnocenf Eve, Harcourt suggests
Unit B was the genesis of what would be called distinctively Canadian films. Although
Lipsett's name is mentioned in the article his films are not assessed and essentially
dismissed as canonical candidates.'76 The question should then be asked why ?us work
have not been adequately examined within Canadian film scholorship. Pan of the reason
rests i l t h how the Canadian film canon was created and is maintained.
This chap~erwill explore canon formation in Canada and how the reception of
Lipsett's films has been affected by it. This exploration will include an analysis of
Harcoun's The Innocen! Eye and \vil1 also address Peter Momismscritique of Harcourt's
piece. One other site that will be explored is the 'Cinema We Need' debate. Led by
Canadian film scholars Bruce Elder. Peter Harcourt, Bart Testa: Piers Handling. and
Geoff Prevere, the debate discussed reasons for the type of cinema suppotted in Canada
and the cinema that shozdd be encouraged. Through an examination of this discussion the
complesi~yof establishing a Canadian film canon becomes apparent. The exchange also
prompts suggestions for Lipsen's exclusion from any major analysis. The chapter \ d l
suggest other issues of canon formation and assess some links between past and current
filmmaking practices. The closing part of the chapter \vil1 cite thematic tendencies within
Canadian filmmaking that are shared by Lipsett's films but not addressed in the
aforementioned articles. The purpose of ths assessrnent is to expand the discussion about
filmmaking in Canada in order to include films otherwise not discussed, particularly
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those of Arthur Lipsett. It will also help to articulate where Lipsett's films could be
positioned within Canadian film studies.
4.2 Canon Formation

University of Regina film professor Sheila Petty wrote this about the function of canon
formation in society:
...bounciaries are laid by the dominant dture in an attempt to
cornain and police the colonited cultural and societal roles as well
as their sexual behaviour. Dominant culture...can only experience
a sense of security when people's looks and behaviour conforms
to expected binaq pattemings. 1 77

For this process to work the canon formers have to adopt a strategy that essentiallizes the
patterns in the culture and ignore the so-cakd anomaIies. Janet Staiger States this
process results in a support system for a hegemonic society. 178
The parados in Canada is that when one attempts to proire the above statement by
watching how Canadian films reinforce the dominant patterns in Canada one only finds
American '-patternines-' at the theatres. The closed, happy H 0 1 l ~ ~ ~ oending
u d is an
example of a forma1 film structure that derives fiom outside Canada yet dominates
Canadian screens and becomes an expected component in Canadian film production and
film discourse. This experience may imply that Canadians are victirns of a dominant.
colonizing culture. However a dominant c u l m e does exists in Canada too, and it is not
blameless in building its own structures that the rnarginalized in Canada must adhere to.
For example, as Canada celebrates its multi-cultural diversity there are tendencies in this
country to promote this diversity wïthin the framework established by the dominant
culnire. It is in this light that Homi Babba rejects the notion of multiculturalism because it
is on1y allowed to exist within a grid that "contains'? the d i ~ e r s i t y ! ~ ~
Nevertheles al1 societies practice canon formation and depend on it. The interesting
result for Peter Morris is that the lists "...raise questions not only about what is Ïncludrd
but also nhar is e - ~ c l u d e d -Lipsett's
l~~
films seem to be in the latter position. This
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exclusion is not a product of race/gender issues but other dominant assumptions,
limitations and consmicts that are a part of canon formation.
An analysis of canon formation in Canada would not be complete without first
looking at Peter Harcourt's essay The Innocenf Eye. Written in 1964, this article is one of
the first attempts to link the film practices in Canada to a national identity. For Harcourt
the type of documentary practiced in Unit B not ody influenced the fiction Canadian
filmmakers created, but it was also a benchmark for identimng distinctive Canadian
characteristics - in other words, a culture:
There is something very Canadian in al1 this. something which my
own Canadianness prompts me to attempt to deiïne. There is in al1

these films a quality of suspendedjudgment, of something lefi
open at the end- of somahino undecided...Thme is something
rather detached fiom the immediate pressures of existence,
mrnething rather apart.lgl

In addition to atm-buting a Canadian quality of "suspended jud-ment" to these films
Harcourt also implies the documentary style deveIoped in the unit became a distinctive
characteristic found in namative fictions. This observationa1 style borrowed fiom the
documenta? allowed the films to present stories that seemed realistic. As well, these
nones revealed to vïewers sornething '.so com~ncingly.so familiarly canadian."Is2
Harcourt's focus on the importance of Unit B gave realist narratives a pricileged position
in the Canadian film canon.
In addressing what is considered distinctively Canadian this canon-making strate=
has to ignore the popdarie of the films. If Harcourt did include popularity as a criteria he
would face the dilemma of comparing the Canadian characteristics found in Meutbulls
( 1979), a relatively popular English Canadian language film with Mon oncle Anroine
( 197 1 ). a popular French Canadian Ianguage film. Neglecting popdarity as a factor for
determining the canon is not a crucial oversight however. The level of viewership of
Canadian films is so low it isn't a necessary elernent to take into consideration when
assessinp the value of a film in regards to the needs, desires or cultural tendencies of
Canadian societv. Because of this films such as Nobu+ Waved Good-bye (1966). Going
Down the Roud (1971 ). and The Rowt$wwn (1 973), films that are realist narratives - and
that were influenced by the observational style practiced at the NFB in the late fifties and
early sixties - are given special status.
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In his article In Our Uwn Eves: The Canonking of Canadiun Film,Peter Morris
questioned the assumptions credited to Harcourt about what makes Canadian films
distinctive. Morris believes the concept of a Canadian cinema whose roots are found in a
documentar). unit of the Film Board is exaggerated. He claims that although realist
narratives exist in Canada, the quantity of films with this signature is relatively ~rna11.l~~
For Moms, the purpose of overvalourinng these films is to give a national agenda to
Canadian cinema. Realist films are perceived to 'reflect' the environment in which they
are produced. From this narrative style Canadians are able to see images that express their
existence and affïma national identity in a econornic climate that threatens to dilute the
distinctions between Canada and the dominant culture to Canada's south.lg4
Although Morrisis correct in pointing to an nationalid agenda for canon formation_
the anicle remains skewed towards a v e v limited assessrnent of films being made in
Canada. Momk fails to mention the relatively large amount of experimental work
produced. Most of the films that he suggests as substantial yet excluded from the canon
are fictional narratives. The result is although he manages to cite problems in the
formation of the Canadian canon, he does so within the Iimited fkamework of a discourse
on narrative filmmaking. This limitation by film historians like Moms, may have been
one factor that led Bruce Elder to push the discourse beyond where it was situate& and
re-assess the canon to include the undervalued experimental films. He achieved this
through his book Image and Idenrih ( 1989) and through the more accessible but equally
controversial article The Cinemu We -1eed.
4.3 The Cinema We Need Debate

The 'Cinema We Need' debate expressed the maninty Canadian film scholarship has
~ainedsince Harcourt's 1964 article. The debate, a set of articles kaen for Cinemu
CùnuJu in 1985, discussed not only what is Canadian cinema and hou. it contributes to
formulating a distinct Canadian vision, but also the larger question, "What is film?"
Positions such as the belief in narrative versus non-narrative and the relevance of
representation, subjects that have been part of film discoune from almost the very
beginning, drove the debate.
Y

A cynical view of this debate might infer that it represented nothing more than
academic quibbling whose sole purpose was to berate the opponent in order to gain some
vague recognition within film scholarship. It could be construed as adding nothing to the
183 Morris, "ln Our Owo Eya", p. 36.
184ibid., p. 34.

struggle of developing Canada's cinema in the shadow of the dominant Hollywood film
i n d u w . However the positive aspects of the debate ovenide this view by displaying a
discourse that shows the maturity Canadian cinerna and criticism had acquired. The
general positions held in the discussion were arped within the context of a cinema that
had developed a diverse field of vision and voice. The debate also irnplied an
exasperation about the difficulty in M e r cultivating this diversity in an environment
that continua11y threatened any advancement.

Ln his article, n e Cinema We Need, Bruce Elder called for "a cinema not of
imagination but of perception"1s5. He emphasized the need for Canadian cinema to reject
the narrative form used in filmmaking. The filmmaker should adopt a style that allows for
a manifestation of the process of experience. Elder's prescription called for a practice
that:
... will have to dIow for rnultiplicity and contradictiors since
contraries are present in al1 experience. It *il1 be a polyphonie
cinema possessing several concurrent Lines of development.. .In
such a form truth and rnethod wiU become one.186

In the article Elder believed that this would counter the ideological domination of the
narratiire constnict in cinerna, and in doing so recreate a cinema born out of a Canadian
experience and not a cinema developed fiom a separate experience. Ln reïealing the
weakness of this formula, Bart Testa pointed out this prescription was not new. Testa
stated:
Elder owes the style of his sesture to a whole history of attacks
on narrative and on its hi& vduation uithin a socioIogical film
criticism. the hinory of mmt-garde film theor). and cririci~rn.'~'

In the context of Canadian cinema, filrnmakers such as Richard Kerr, Chris
Gallagher, Ann-Marie Fleming Rick Hancox and many others practice a f o m of cinema
that explores the space/time/irnageboundaries of the medium, and through that process
the? are able to disintepte the traditional, narrative noms of the medium. Their
concems rest in exploring conmicted limitations of thought and expanding the
possibilities of insight. But within their personal exploration of the physical boundaries of
film there is found common thematic references to location, memory and displacement themes that are also present in the fictional narrative.
1 8 5 ~ m c eElder, "The Cinema Wc Need", in Documents in Canadian f i h , edited by Douglas
Fetherling. (Toronto: Broadview Press,1988), p. 267.
lS6ibid., p. 268.
Testa. "So, Whst did Elder Say", in Docvmens in Canadian Film, edited by Douglas
Fetheriing, (Toronto: Broadview Press, l988), p. 282.

art

Elder claimed that the new-narrativelS8 in Canadian cinema appropriated the f i h i c
explorations of avant-garde artists. He suggested that new-narrative tums the
avant-garde's filmic inquiries into mere filmic devices because it has not divorced itself
fiom the linear narrative construct of mainstream cinema- For Elder the result of this
appropriation is that the devices act on the "surface" of film. There is not any actual shift
in perception through this appropriation. Rather, Elder contends that because
new-narrative remains in the narrative form it legitimizes 'Lthe mainstream cinema's
highjacking of the hard-won unrewarded achievements of vanguard ~ i n e r n a . "In~ ~ ~
addition he believed realist cinema suggests a linearity that cannot be experienced.
In defense of the realist style of filmmakin5 Elder's complaim c m be disputed.
Because of its observational tendency and open-ended form, realist narrative is an
alternative to the "hegemonic products of ~ o l l p v o o d " .However
~~~
this is not a
revelation, nor is it exclusively Canadian. For example. the neo-realists in Italy used this
structure as a subversive stratee against the dominating forces at the end of the Second
World War.
Following the critical backlash to The ïinemu We Need Elder defended his position in
the article entitled iindication. In this article Elder conceded that '* ...like al1 occasions of
speaking, that the telling of stories play some role in constructing the world in which we
l i ~ e . " ' ~Films
'
cannot be excluded from t h i s statement. n i e mechanical process invoh ed
with the projecting of film images reinforces the notion that film has a potential for
stoqtelling. Elder is aware of the temporal and linear characteristics of film, but avoids
discussing this issue stating instead that film narrative should be abandoned. However.
given the rnechanicaVtemporal aspects of film, Elder's belief in a cinema of the presenf is
not possible.
c
.

Elder's criticism about new-narrative and what he considered its appropriation of
expenmental techniques was based not just on theonzations about new narrative, but on
the persona1 effect of its domination in the canon. As a filrnmaker working in the
avant-garde Elder saw how it was undervalued in the Canadian film canon. He wanted

new-narrative Elder was daerîbing the type of ciaerni that c o u o t e ~
the conventional
Hollywood cinema but retains a linear namtive. Elder was basicalh- referring to a cinema that
combines realist or naturalist style with Godardian editing and supported by Harcourt as distinctivly
Canadian cinema.
189~ruee
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critics of Canadian cinema to recognize the avant-garde's contribution to the
development of film practice. He believed that film xholars wrongly assurned:
...that experimental filmmaking is valuable only as a sort of
research program and that its discoveries take on r d value on&
when they are adopted and used by feature n ~ m m a k e r s . ' ~ ~

This statement is dificult to deny. One only has to examine the lack of recognition
Arthur Lipsett has received over the years by the people responsible for canon formation.
Lipsett's films tackle issues about life and hurnanity as much as fictional narrative
filmrnakers, but the critical acknowledgment his films have received for wrestling with
these issues has k e n lirnited. No major study has been published of his work and only a
smal1 group of people ever supported him. For example in a 1968 review about Lipsett's
film' HuresF'Mark Slade called Lipsett:
,

...the William Blake of the mentieth centun;. ..because there is
no one eIse who speaks with images that s t a d e ordinary
perce tion with Nch pertinent relevance to our ON- technologcal
ma.1 83

In the February 25, 1997 issue of the Globe und Muil, Kevin Courrier wote:
.bthur Lipsett made films that deviated fiom the nom of rational
judgrnent. He went after what h e called '-anintuitive expression
which potentially could contain unexpected discoveries.'- Those
unespected discovenes, coming a? a tirne when most of us are
being encouraeed to play it safe. rnight jun excite a whole new
audience.194

The '-audience*'Courrier refers to could remain limited if there isn't an attempt to
evaluate the importance of Lipsett's work. Lipsett combined fourid footage and sound
with his OWI shots and through this combination created a new value for the historical
original. This new value did not eliminate the representational value inherent in the
original image or the aesthetics that accompanied it. Through the removal of the image
from its original editorial context, its value as a representational image was highlighted.
The purpose of this exercise was not to exploit the nature of the image (as in
contemporary music videos,) but to create a situation that allowed for a new presentation
of the Society and culture that Lipsett was part of (but felt disconnected fiom.) In his use
of mostly actuality images, Lipsett also challenged the concept of what constituted
documentary and by extension other film practices.

lg2ibid., p. 302.
193~lade,Mark, "Arthur Lipsett: The Hyper-ioxiour William Blake of Modern Cinema", Garmte7 in
the Arthur Lipsett Fonds at the ~ i o ~ r n n t b è ~québécoise,
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Decembcr 07,1968. p. 21
"'~evin Courrier, "The Ineredibk Mr. Lipsctt", Globe and Mail, Fcbruary 25.1997. p. Dl.

Ifs this undervaluing of such complex notions that Elder is Iamenting. Further proof of
this undervaluing can be found in the spring 1996 issue of Tuke One. In the article "1 00
Great and Glorïous Years of Canadian Cinema - The Sequel", Wyndam Wise added one
hundred more "major contnbutors" to film practice in Canada to the one hundred
selected for a previous article. In thisfinol one hundred, both Elder and Lipsett are listed.
Jack Chambers, Joyce Wieland, and Mike Hoolboom are mentioned as well. Three
interesting points c m be raised fiom this listing. The first is that Elder's assertion that
experimental filmmakers are underrepresented in canon lists may have some merit (of the
1 00 listed in the sequel, ten could be considered 'experimental ' practitioners). Ironically,
and to his credit, Wise does acknowledge that Lipsett is "one of Canada's most original
artists and a key figure in the development of experimental ~ i n e r n a . " 'This
~ ~ is more than
what Elder did. In l q e und Idenrzfy: Reflections on Film and Culrure, Eider suggested
that the exploration of the avant-garde filmmaker c m be proven to be an important
cornponent to Canadian filmmaking. Yet as an example of collage filmmaking
techniques. Elder ignores the work of Lipsen in favour of citing an Amencan, Bruce
cormer. lg6
The second point about this Take One listing is that it is people are listed
alphabetically. n i e one hundred names are selected and listed in this order to avoid
placing a hierarchical value on the chosen. Yet, the attempt at neutralizing this list is
subvened by a simple cornparison of the column inches of text witten to describe the
narrative fiction directon' contribution to filmmaking in Canada to the arnount of tex7
allotted for esperimental filmmakers.
The third point is that there is no practice-based differentiation in the Tuke One list.
The documentan filmmakers are listed wjth the fiction narrative and experimental
practitioners, as well as the film actors and producers. This suggests two things: 1 ) The
quantity of films produced in Canada does on warrant a practice-based listing. 2) The link
between the film practices in Canada rnay be closer than many recognize.
Althou@ Lipsett's name reached the lis1 his films continue to be underrepresented in
Canadian film discourse. It is because of this kind of exclusion that Elder's point about
the undervaluing of experimental filmmaking has some ment. However, caution should
be taken when making this statement because by suggesting the experimental artist

L95Wyndam W i x , "100 Glorious Y e i n of Canadian Cinemn - The Sequel". Take One, Spring, 1997.
'"kdcr,

Image and Identity: Re/letions on Filnt and CùIture, p. 337.

should be given more status within canon formation could create an ironic problem.
Avant-garde artists challenge aesthetic noms accepted in society . The positioning of
these artists within the centre of cinematic discourse could render their subversive and
necessarily political edge fiat. These artists, through their questioning of aesthetic valuesposition themselves on the margin. Nevertheless Canadian Film Studies should be more
cognizant of Lipsett's works. At the v e q least, he was involved with the Unit at the Film
Board that has been considered a site which prompted a Canadian film discourse. If
critics are to accept the influence this Unit had in developing a Canadian vision they must
also recognize the large contribution Lipsett had within the Unit, and by association with
a collective Canadian vision.
In response to Elder's "manifesta" Peter Harcourt, Pien Handling and Geoff Prevere
recognized the myriad number of factors involved in creating an indigenous cinema and
warned of singular, prescriptive recipes for Canadian cinema. As Harcourt stated:
Mre need our own TV sit-coms, our own rock videos. our own
drarnatic feanues, both in the theatres and on television; we
need to nourish and protect the disthguished 'minimalist'
tradition of narrative filmaking in Quebec...We even need our
own industrial and educationd films; but of course we must also
nounsh and protect our experirnental filmmaking.197

However, as it was shown in Peter Morris's critique of Harcourt's innucent Eve article,
their arguments for a diverse field of cinema remained limited to an analysis of fictional
narrative. Besides Elder, al1 the critics discussed so far commend the documentas. units
of the NFB for contributing to the overall growh of cinema in Canada. They also
recognize that experimental filmmaking does exist and contribute to Canadian cinema.
But for the mon part, these critics situate such practices on the peripheq; but where they
might still feed filmic techniques to the dominant forms.
4.4 Other issues relating to canon formation

It is difficult to formulate an absolute staternent of what constitutes Canadian cinema.
One reason is found in the way film production has manifested itself and has evolved in
various regions of Canada. An illustration of this c m be found in recent developments
pertaining to film production in Saskatchewan.
In the late eighties the Saskatchewan film cornmunity formed SMPIA, the
Saskatchewan Motion P i c m e Industry Association ( now called the Saskatchewan

197~eter
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Motion Picture Association). This organization was created to act as an urnbrella for
various interest groups and individuals directly involved with the production of film and
video in the province. As an institution partially funded by the provincial government,
part of its mandate was to raise the profile of the province as an inexpensive site for
commercial film production. SMPLA was also formed to assist individual film
practitioners working in Saskatchewan to receive a larger profile outside the province. At
the onset the film community approached the possibilities of SMPIA with a lot of
optimism. The community believed that this organization could raise the volume of film
production for a regionally marginalized voice.
Within a couple of years of its formation SMPIA's presence began to take effect.
Agencies across Canada such as Superchannel and Telefilm began funding productions in
the province. In North Amenca, the Saskatchewan film communi~.successfülly
competed with other regional film cornrnunities for the hi& profile, Hollywood-driven,
made-for-TV epics. The technicians and crafts people in the province proved to be just as
professionally minded as others working in different areas of the continent.

However, as the exposure increased so too did the rifis between the people involved
with SMPIA. Those wïshing to develop stories with Saskatchewan themes or with
personal approaches were becoming silenced by the improved position of Saskarchewan
as an inexpensive, location to make American movies. The producers involved with
American forrnulated films who could prove a market for their product became the
dominant receivers of fun& in the province. The filrnrnakers with personal vision,
particularly the ones who challenged narrative structures of film. lost faith in the attempt
to develop a place for their voices, and those that didn't leave the province retumed to
being dependent on the Saskatchewan Arts Board and Canada Council for fünding.
Ironically the added exposure through the market-driven films also increased the profiles
of certain expenmental and personal filmmakers. Filmmakers such as Bnan Stockton.
Robin Schlatt, and even Richard Kerr's exploration into fictiona1 narrative owe much
credit to the creation of S M P I A . ' ~ ~
The reason this story is related is not to lament the ghettoization of the Saskatchewan
voice. Nor is it to criticize the producers in Saskatchewan for competing for a small
portion of the Amencan market. Rather it is to show the inherent complexities found
when analyzing the cinemu we need and the cinemu we h m . Withn this mode1 there is
the duel stniggle between the advocates of culture as industry versus culture as art. On
lg8~rorn1989 to 1991 1 was n member of S M P U as we11 as r voluoteer for the group.

the one hand there are those who believe in creating an indigenous art aesthetic for the
sake of retaining a cultural identity. On the other hand there are those who believe that bu
utilizing the conventional language formulated in Hollywood to generate a film indusûy,
the culture will be stabilized by the increased revenues to the province.
Another reason why it's difficuft to formufate what constitutes Canadian cinema is
because of the elusive audience/filrnmaker relationship in Canada. Nine-five percent of
Canada's cinemas continue to screen films that are irnported fiom ekewhere, rnainly the
United States. If Geoff Prevere was correct when he stated, "A11 communal interaction
depends on systems of shared syrnbols and codes which objectify and isolate experience
then we must question
so it cm be traded among the connituents of dl com~nunities,"~~~
the abilih of Canadian cinema to contribute tu this interaction. For if the cinema is not
viewed by its indigenous constituency, then it is questionable if it can assist in developing
a Canadian consciousness. (At the 1991 Tokyo International Film Festival, film cntic
Saito Tadao showed concem about the fact that only thirty to for^ percent of screens in
Japan played imported films. He considered this number a "dangerous precedentq'!)200
Nevertheless Canadian films continue to be produced in spite of the lack of screens
available for them. The result of the missing link between audience and filmmaker is a
type of film that is generally personal in approach. Bruce Eider's 18j7(Foo/'s GoLi)
(1 98 1) is congruent with Joyce Wieland's The Fur Shore ( 1 976) or Frank Vitale's
iClontreuI dhzn ( 1974) in the way each fol low a penonal, meditative route to their
respective inquiries. The Fur Shore?being the most misunderstood of these films, wi11 be
used as an example of this approach to filmmaking.
As Peter Harcourt correctly States' The Fur Shore was not a failed attempt at telling a

story about the murder of a historical Canadian a r t i ~ t . * It
~ lis a contemplation by an artist,
Joyce Weiland, about her muse. Each fiame is a study of her struggle with the irony of
following a patriarchal, modemist tradition - one in which her work depends on but
continually challenges. The surface narrative of the film is secondary to Weiland's own
exploration of her relationship with art. Each scene is a historical referent to the
modemist tradition. The parlour scenes relate directly to works by Monet or Matisse. The
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exterion, set in Northem Ontario, reflect the works of the Group of Seven. A reference to
the tum-of-thesentun, Symbolist movement is also cited in the final shot as the viewer
waits for Ophelia to corne floating down the river. This contemplative style is
symptomatic of a cinema that is therapeutic for the filmmaker but elusive to an audience
entrenched with "shared symbols or codes" developed in an Amencan context.
However?even in these marginalized films we can explore their cornmonalties and
suggest elements that deem these films Canadian. In her book Survival Margaret Atwood
States:
...every country or culture has a single ur@hg and informing
synbol at its core... which holds t h e country toeether and helps
the people in it to CO-operatefor common ends.2 0 2

Although Atwood chooses survival as a pattern recognized in Canadian Literature, the
concept of disphcemenr cm be considered as a common pattern in Canadian film.
Displacement is at the root of the search in the ubiquitous Canadian road movies such as
Going D o m lhe Roud (1971 ) or Hard Cure Logo (1 996). It is the cause for desire in
A4usu1u ( 1992) and exists dramatically in Cold Comforr (1 99 1).
The reasori for this common thread may be o n account of the fact that Canada is a
country of a geat man- displaced people. Not only are the majority of Canadians
immigrants, a great man). of them are reluctant immigrants. Man' were forced by
economics, genocide, and slavery.
Because the films 1 cited above are considered fictional narratives 1, too, could be
accused of limiting my exercise of canon formation to one that ignores other important
forms of filmmaking. There are several reasons why these fictional narratives were
chosen as examples of Canadian films. The first reason is that although they are claimed
in the dominant form of filmmaking these particular films are ni11 considerably
inaccessible. Their marginality links them closer to the other foms of filmmaking such as
documentary and experimental. A second reason for choosing fictional narratives is to
show that although they cover a thirty year span of filmmaking in Canada, there is a
thematic commonality that exists in al1 of thern. A third reason is that man? of these films
are not fiom the same period that Lipsett created his work. This is intentional in order to
determine if there are comrnon traits between these desparate: yet Canadian, film forms.
Finally to support Elder's claim the fictional narratives mentioned are evidence of the
way this style of filmmaking consistently appropriates from the avant-garde.
Zo2hlargaret Atwood, Surnival: A Themdc Guide fo Canadian Liferaîure,(Toronto: Anasi, 1972), p.
31.

In Lipsett's films the idea of &placement is as important to the narrative as the
concept of interconnectivity. This is particularly evident in V ~ Nice,
F
Very Mce, 2 1 - K ,
and Free Faii. In each of these films Lipsett created expressions of the sense of loss and
detachment fiorn place. In 21-87 the viewer hears the voice of a woman as she descnbes
the terror she feels climbing onto a bus. In the sarne film a man pleads to his doctor to
"have mercy on my soul". In the opening shots of Free F d the camera follows the
frantic escape of an ant from the pursuit of the camera which seems futile and leads to
nowvhere. The displacement theme found in his films is partly based on Lipsett's belief in
society's loss of spiritual values. However on another level traces of his own diasporic
background cm be perceived. Tanya Tree believed that Lipsett's o w n feeling of
displacement was based on his Jewish background:
..-he had this great big picture of Queen Victoria...onthe w d . . .It
was his whole relationship with the Empire. He was working it
out. He was trying IO work it out ...Because he was a Russian
lew ...And I think in those days people felt there were the anelos
in Westmount and French Canadians were over there in the
east.. .So that was the culture...And there was Arthur, an

oddba11.~~~
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CHAPTER 5

1 sat and watched quietly until it was run and then gave it the
more fimng title "Helr. It was the briefest horror picture 1 have
ever seen. Ln this short film it was able to interpret the degeneracy
homor that tiUs the worjd today.204

...what 1 really wanted to do was express my gratitude . I would
like sometime maybe to tell you just what was revealed to me in
the film but 1 am hopelessly tongue-tied when it cornes to
expressing the deepest things in words. For the present. know at
least thar if ever 1 am @ven the Face to complete a film of my
own whatever there may be of good in it will have been
influenced by your vision.205

These hvo contrasting responses show the diverse viewing field that exias when
watchinç Lipsett's filrns. Are the viewers watching "horror films" or are they witnessing
"visions of beauh"? Perhaps the remarkable thing about Lipsett's work is that the answer
could be both. As mentioned at the beginning of Chapter 2, watching his films is a
liberating experience. The audience is fiee to witness and participate in these films on
whatever level they wish. Lipsea avoids spoon-feeding his ideas in order for the audience
to receive al1 the nounshment his films have to offer. It's pzrhaps one of the reasons why
his work has been &en a reduced stature in Canadian film studies circles. They are not
"difficult", they are just hard to compart~nentalize.Lipsett's works are open to
interpretation but they maintain a narrative smicture; they use a collage editing style fiom
the avant-garde, but their use of actualig footage and sound implies the? are tied to
documentary filmmaking.
Given these ambiguous positions it could be suggested thar Lipsen's films are satiric
commentaries about any attempts to comparû-nentalizethem. Similar to Lipsen's owm
questioning of the representational value of images associated with found footage, the
films themselves question the procedures and values associated ~ 1 t .the
h categorizing
process. Because of this rny thesis faces a paradox: To force the rneasure of discourse

204~dithBeclmith, letter to tbe Nationd Film Board, P d u c t i o n W a , National F i m Board
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required in film studies to give Arthur Lipsett a more deserving position in film history,
and because of what is involved in completing a thesis, 1 am compelled to give his films
an order - a ciassification. The result is that the films are unintentionally wrenched from
their original purposes.
Returning to the diagram at the end of the "Introduction7', I would like to review what
has been attempted in this thesis. The diagram shows links between disparate influences
of Lipsett's life and the films he created. The four prominent elements - biography,
avant-garde, documentary, and institution - are connected to indicate their
interrelationship, and to show how they combine to become part of a Lipsett film.

-

_

Films
From his biography the thesis has s h o w that Lipsett was influenced by his father, a
chemist \ h o believed that truth could be measured empirically, and who did not
appreciate his son's artistic talent. To counter this rejection Lipsett created films that
questioned the very scientific method that was the foundation of his father's beliefs. The
films are critiques of the dogmatic acceptance of science as the only revealer of truth.
They are a cal1 for society to re-evaluate its faith in science, or at the very least, balance
that belief with pursuits that are intuitive and spirihial.
Lipsett's biography also reveals a comprehensive knowledge of the visual arts prior to
being hired at the NFB. With Arthur Lismer as his teacher, Lipsett was given a
prescription for the artist in the "atomic age'?. The perscription nated the artist should
challenge and transform societal noms. This helps explain Lipsett's consistently
subversive use of found footage and sound. It was Lipsett's hope that the films would

allow viewers ''to transcend the known realitf' and to reveal other options of seeing
hearing and living.
Speculation about Lipsea's mental health is also part of this biographical diagram.
Lipsen witnessed the suicide of his mother. This, coupled with an unsympathetic father.
may have contributed to developing a very fiagile character. Following the eventual
rejection he experienced at the NFB,and after his departme fiom the Board, Lipsett \vas
clinically diagnosed as a chronic schïzophrenic. As it was revealed in the counseling
sessions with his psychologist, Dr. Carpenter, these problems contributed to his inability
to continue creating. The fiagility of his character, and his belief that he had lost his
ability to create eventually led to his suicide.

In regards to Lipsett's education in visual arts, a link can be made between his
knowledge of avant-garde art and his ability to &lize elements of this practice. Lipsett
was a collage filrnmaker. He merged found footage and sounds with images he shot to
create a vision that challenged representation and identity Within the avant-garde there is
a long histoq- of the use of collage techniques to subvert perceived ideas about realitj and
representation. The years spent at the Museum of Fine Arts School of Art and Design
allowed him the opportunity to become aware of this history.
On the ri@ side of the diagram the h l balloon represents a different set of

influences on Lipsett-s work. The Board nurmred a method of filmmaking that utilized
stock footage to assis1 in the Canadian war effort. The staffthat perfected this technique
went on to become NFB producers. Bq- the time Lipsett began at the Board, the three most
prominent producers were Tom Dalv, Guy Glover. and Colin Low. Al1 three were
working in Unit B, the unit where Lipsett developed his unique style. Their influence on
Lipsett's work is noticeable in two areas, the first being technical. Lipsett's edinng style
was economical and precise in that he believed there should be "three or four reasons for
usine a shot." Althou& this could be atmbuted to Lipsett's own artistic perfectionism,
producers like Daiy echoed that sentiment.

The second area of influence was thematic. Tom Daly was one of Lipsett's strongest
supporters at the NFB. Daly was also a follower of Gujieff, whose philosophy
emphasized the interconnectivity of everything in the universe. The proposals that Lipsen
wrote for his films consistently revealed a desire to put this idea into filrnic terms.
Although Lipsett's intereds also 1ay in Eastern religion his association with Daly in Unit
B suggests that his films, on one level, could be interpretations of the esotenc beliefs
espoused by Gujieff.

When the NFB evolved fiom the Unit system to the Pool system, the support for
Lipseît-s work diminished. The group of filmmakers involved with Unit B had supponed
each other's work by allowing the ideas time to grow and evolve. The creative
development of the films was placed before budget- concems. Lipsett's shle of
filmmaking required a large arnount of time for each work to mature. Kis films were not
discarded shots found in garbage bins and throwm together at random, but highly
structured permutations of images and sounds. Given Lipsett's anti-science themes, it is
interesting how much he depended on empirical structures in formulating his films.
Nevertheless. Lipsett's filmmaking style required time and patience; he received both in
Unit B. In the Pool system, although it was developed to give greater control to tlie
institutional filmmakers, Lipsett's own agency was reduced. He was a filmmaker who
could not articulate his film proposais to cornmittees. The result was that a distrust grew
in these comrnittees about what he was making and who his audience really was. This
latter question was @en some credence when doctored sales figures about Lipsett's films
began circulating within the Board. By 1970 Lipsett felt he had overstayed his welcome,
and upon completing IWO of his most provocative films.Fhves and :Y-Zoneoresigned.
Following his resignation, Lipsett completed one more film, Strunge Codes (1972).
The construction of this film suggests that his previous films were leading, in a formalist
sense, towards this final one. The film, financed by the Canada Council, did not possess
an) found actuality footage, but the soundnack was fiom other sources. Brunge C'odes
was a neo-Brectian fiction about a group of characters, played by Lipsett, on a quest for
all the hidden secrets of the world. The entire film was shot in his own a p m e n t . which
at first might suggest he simply didn't have the money or institutional support to make a
film with a larger budget. However because evidence shows that he returned an unused
portion of his grant to the Canada Council, it can be assumed that Srrange Codes was
indeed the film he wanted to make. T e q Ryan and Christopher Nutter both stated that
rather than making films Lipsett wanted to return to making collage sculptures. But the
Canada Council turned d o m his applications for visual arts money because he was not
known as a visual artist. S m g e Codes shows the process of constnicting 2 collage
sculpture. and at the end of the film the sculpture is complete. The mon- received for
producing this film helped Lipsett construct a sculpture that he hadn't received funding to
rnake.
Another link between the N E 3 and Lipsett's films was the development of the
documentar). tradition in the institution. His work challenged the concept of
representation, or the idea that film can 'reflect' reality. The shots used in his films were

removed from their original purpose and given a new meaning. The found footage retains
hints of its origin which allows an ironic questioning of the original value of the shots.
These images are known to represent actuality by the way they are indexed. Lipsett
accepted a level of representational meaning in these images but also challenged the
viewen' perceived notions of them. In the process of utiluing footage known for its
afinity to reality Lipsett created an Ïnrerpreliïe numzfive of the actudity he was
examining. At the same time, as c m be seen in the proposais of Free Fa21 and 21-87,
Lipsett hoped that the viewen would transcend their own reality through his linking of
disparate actualities. Lipsett was able to juggle the subversive saategies of the
avanr-garde with the representational and expository aspects of documenta-. By bridging
the two film practices, h e showed the kind of vision possible when artists dare to reject
established conventions.
The analysis of canon formation in Canada showed the critical environment in which
Lipsett's films were received. The analysis suggests ùiat a nationalist agenda was an
important aspect in forming the canon. In this country realist fictions are privileged
because the' are deemed to reflect Canadian nones and reinforce (or enforce) a national
identity. Another aspect of canon formation in Canadian film is the pnvileged position
@en to fictional narrative. The "Cinema We Need- debate attempted to break the hold
narratives had in the canon by expanding the discussion to include contributions by
expenmental filmmakers. However. even though Lipsett worked in the Film Board unit
considered an imponant site for focusing a Canadian film discourse, and although his
films share a Canadian thematic pattern of displacement his work remains virtually
ignored in film studies.
Finally, Arthur Lipsett's films exposed the image not only for what it was, but what
else it could be. His work is still powefil today in the \va? it challenges conventional
assurnptions about art and living. He once told Lois Siegel, "There are so many ways of
living l i ~ e s . His
"~f
~il
~ms invite us to trmscend ùie truth claim of the docurnentar) by
showing many ways of perceiving reality, and through this the "many ways of living
lives."

*06~ipsettquoied in Siegel, *Arthur Lipsett: A Close Enrounter o f s Fifth Kind", Cinemo Canada,
p.10
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Hors d'mu wes; (Foot Clip)
Production date: 1960
Time: 7:23
Directors: Gerald Potterton, Rober Verrall. .Arthur LipsProducers: Victor Jobin Colin Low

Derek Lamb, Jeff Hale, Kaj Pindal

Announcementfor the Isî Festival Internaîïonai ah FTIm & Montréal
Production date: 1960
Time: 1 :O0

V q :Vice, V q -Vce
Production date: 196 1
Time: 659
Producers: Colin Low. Tom Daly

The Experimental Film
Production date: 1962
Time: 27.48
Producer: Tom Daly
21-87
Production date: 1 963
Tirne: 9 3 3
Producers: Colin Low, Tom Daly

Free Fall
Production date: 1964
Time: 9:1 5
Producers: Colin Low. Tom Daly
Animal Alîruism
Production date: 1965
Time: 1720
Producer: Joseph Koenig
Animals anJ PsychoIogr.
Production date: 1965
Time: 1 7 : l O
Producer: Joseph Koenig
Fear and Horror
Production date: 1965
Time: 12:48
Producer: Joseph Koenig

r rom Richard Magnan's thais with some variations.
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Percepîual Learning
Production date: 1965
Time: 1 1 :43
Producer: Joseph Koenig
The P u d e of Pain
Production date: 1965
Time: 1245
Producer:
A Trip Down Mernoty Lane
Production Date: 1965
Time: 12:40
Producers: Donald Brittain Arthur Lipsm
Fluxes

Production date: 1965
Time: 23:55
Producer: Guy Glover

N-Zone
Production date: 1970
Time: 4528
Producer: Tom Dai!

Traffic Flo~c
Production date: 1978
Producer: Robert Verrel
FILMS B\' LIPSETT OUTSIDE THE SATIOSAL F'TLII BO.4RD
Strange Codes
Production date: 1972
Tirne: 22:40
Producer: Arthur Lipsett
FILMS LIPSETT CONTRIBCTED TO
Opening Speech: McLaren
Production date: 1 960
Time: 6:33
Role: Assistant Director
Producer: T o m Daly

Men Againsf the Ice
Production date: 1960
Time: 28:05
Role: Animation
Producer: David Bairstow

Lesfemmes parmis nous
Production date: 196 1
Time: 2930
Role: Animation
Producer: Jacques Bobet

La lune

Production date: 196 1
Time:
Role:
Producer:
A Saint-Henry le cinq septembre
Production date: 1962
Time: 41:36
Role: one of several ctnematographers
Producec Femand Dansereau

Regards sur L'occultisme: Magie n miracIw @art I), Science e~esprits @art 2)
Production date: 1965
Time: 58: 10 each
Role: Editor
Producer. André Belleau
Tke Continuing Piut
Production date: 1966
Time: 24:03
Role: Editor
Producer: Guy Glover
Imperial Sunset
Production date: 1967
Time: 1 7:58
Role: Editor
Producer: Joseph Koenig

The Invention of the Adolescent
Production date: 1967
Time: 28:13
Role: Animation and Editor
Producer: Guy Glover and Cecily Buwash
Data for Decision
Production date: 1968
Time: 22:15
Role: Editor
Producer: Sidney Goldsmith

North
Production date: 1968
Time: 14:08
Role: Editor
Producer: Editor

Blue and Orange
Production date: 1978
Tirne:
Role: Co-director
Producer: Tanya Tree

Appendix B

STATISTTCS FROM THE TITLE HISTORY INDEX
OF NFB FILMS LIP TO MARCH, 1973

Title
By Lipsett
1On*Nice. L éry Nice
Exprrimetzta/ Film

21-87

Free Fa//
A Trip D m ? ?Memoty h r e
FIzms
.v-zorre
Sarnple of films from 1961 or previous
Neighborrrs
ihzver.w
Lorte!~Boy
Circle of rite SIM

Sample of films from 1963
Orrgi'a of U'rarhrr
S b
ChilJrtirr Lrurrr From FilrnmsfripPs

Sample of fdms from 1964
Eskirno .Arrisr - Ketrojirak
Phoehe
Xo b+ R'meJ G d - h j . e
Sample of films from 1965
Biïsrrr Kearorl
A Tmmperfor Combo
Mernoradzm
Sample of films from 1967
Poplariotr Explosior~
Boornsi.i//e
Pas de detïx
Sample of films from 1970
Marroska
Sad Song of Yellow Skilr
Nowm ber

Year

Sales
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