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Introduction

In this archive piece I share some of the outcomes of my research conducted at the Eye
Filmmuseum in Amsterdam in 2017-2018 as scholar in residence, focussing on the
institution’s acquisition and distribution of Nicole Vedres Paris 1900 (1947) in the late
1940s." During my residency, I researched numerous early compilation films that made
use of archival footage to explore and reflect on film history through film. These
compilation films - of which Eye holds a large unspecified amount — were acquired by
the Filmmuseum between its founding year in 1947 and the late 1960s, and were
produced or compiled between the 1920s and the late 1960s.” In the institution’s
foundational years the Filmmuseum offered the films through its distribution catalogue
and arranged to screen them in film clubs across the country to teach film history and to
emphasize the value of its preservation work (Lameris 2017, 50).

Today, these works tend to receive little attention among scholars interested in film
appropriation, found footage or early cinema. They are often seen as reflecting purely
documentary and educational aspirations and as being too overtly didactic and reduc-
tionist, rather than as exploring (film) history in a way that reflects the complexities and
uncertainties of doing history. In particular, such films are dismissed because of what
scholars today qualify — and for very good reasons - to be simplistic, teleological accounts
of film history’s masterpieces. Furthermore, such films perpetuate the narrative of early
cinema as a primitive step towards cinema’s maturity. As an example among the films
held in Eye’s collection, one needs only consider the introductory intertitle to the
historical compilation film Aan de wieg der jongste muze (At the cradle of the youngest
muse), compiled by the Filmmuseum in 1961 from materials held in its collection, which
states: ‘Film is only a lifetime old. At birth she was only futile and helpless as a baby’.
I encountered such rhetorics in several of the compilation films I studied.

Yet, in spite of such historiographic assumptions, which we consider problematic
today, archival research on early and silent cinema and on the history of film historio-
graphy, I contend, benefits from studying early compilation films. Doing so may help us
develop more nuanced understandings of how early cinema was represented in compila-
tion films and may unearth exceptional compilation films that offer more complex
representations of early cinema than tends to be acknowledged today. Moreover, such
research may enable us to better understand how film history was analyzed through
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archival film or stock footage in the early years of film archiving. During my research,
I discovered that a number of compilation films acquired and produced by the
Filmmuseum in its first 15-20 years clearly show that experimental and poetic
approaches to film history — and the history of early cinema in particular - were accepted
and flourished at the time. French director, essayist and literary critic Nicole Vedres’s
film Paris 1900 (France, 1947) is a particularly interesting case. Acquired by the
Filmmuseum in 1949, Paris 1900 is a poetic compilation film (more below) consisting
of archival footage shot between 1900 and the mid-1910s. Tracing a shift in this period’s
zeitgeist, it first celebrates the intellectual and cultural life and habits of Paris” Belle
Epoque before depicting this period’s decline and the subsequent emergence of conflict
and war sentiments in the pre-First-World-War years. As such, Paris 1900 interrogates
a defining transitional moment in the twentieth century, which invites us to think about
the passage of time, our changing collective memory and societal power structures
through a montage of early film fragments.

Specific circumstances of the institution’s acquisition and distribution of Paris 1900, as
documented in the business archives preserved at Eye Filmmuseum (hereafter the
Filmmuseum), elucidate lesser-known aspects of the international circulation of
Vedres’ work and the film’s intertwinement with early film archiving. Preserved letters
at the Filmmuseum, containing correspondence between key figures in early Dutch and
international film archiving, show that Paris 1900 played a key role in the Filmmuseum’s
early collection building and suggests a somewhat less clear-cut picture of how early
cinema history was represented at the time. Because the film’s history at the Filmmuseum
is somewhat forgotten today (and certainly not widely known outside of the
Netherlands), I wanted to dig deeper into the circumstances of the institution’s acquisi-
tion and distribution of it. My hope in doing so was twofold. First, I wanted to nuance the
picture of how early cinema was considered and used as a source of history at the time
that the film was compiled, and second, I hoped that sharing these findings may help
Vedres’ scholars develop new insights about the international circulation of her work and
the film’s close intertwinement with early film archiving.

Before I share some of my key findings, I would like to first sketch how Paris 1900
played a key role in the Filmmuseum’s early collection building, while also considering
the current rediscovery of Vedrés’ work and the characteristic features of her historio-
graphic approach.

Paris 1900, Nicole Vedreés’s film historiography and the Nederlands
Filmmuseum

Unlike other compilation films that were acquired by the Filmmuseum in its early
years, the Filmmuseum was actively engaged in the distribution of Paris 1900 in the
Netherlands. Consequently, the film’s history became intertwined with the institution’s
early collection building and played a key role in it. As one can read in film historian
and preservationist André Stufkens (2016) monograph on Jan de Vaal - the Nederlands
Filmmuseum’s director from 1946 to 1987 - the film was among the first films bought
by the institution for distribution to film clubs in 1949.> Beyond being a film which Jan
de Vaal admired and therefore wanted to have in the collection, Paris 1900 was
acquired to make the case for the value and necessity of film archiving in the
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Netherlands. Furthermore, its acquisition was the starting point for developing a film
library from the income that the film screenings were expected to generate. Paris 1900
was a high-risk acquisition because it was by far the most expensive acquisition and
necessitated loans that would have jeopardized the Filmmuseum’s activities had it not
been a success.

Paris 1900 is an outlier among the historiographical compilation films acquired in
these years, because of its deliberately poetic and surrealist take on turn-of-the-century
visual culture and film history. Its approach to early cinema went against the grain of
conventional historiography at the time, which was mainly aimed at establishing canons
of classics and linear accounts of film style’s historical progression. Prior to making Paris
1900, Vedres had developed a highly original visual approach to the analysis of turn-of-
the-century visual culture and film history in her photo and image books, Un siécle
d’élégance francaise (1943) and Images du cinéma frangais (1945). Images du cinéma
frangais in particular, which consists almost entirely of film images from French cinema
history, is a deeply original work that suggested a radically different way of doing film
history at the time of its publication. It consists of 260 enlargements of film frames and
reproductions of film stills originating mainly from the collection of the Cinématheque
francaise, spanning from Etienne-Jules Marey’s chronophotographs of the late 1880s to
French cinema in the 1940s (Véray 2017, 49). As film historian Bernard Eisenschitz
(2016, 36) has highlighted, Images du cinéma frangais suggests an ahierarchical visual
film history, which may be considered a counterpoint to the more traditional ‘master-
piece histories’. Arranged as a dream-like exploration of film images in a surreal fashion
(the book includes a foreword by surrealist poet Paul Eluard that emphasizes these
qualities), the book juxtaposes images to associate motifs and image features across
periods, genres and styles. Among other things, the book’s originality lies in its linking
of images of, at that time, canonical or well-known films with unidentified visual
materials across different periods and styles, based on subtle visual similarities, instead
of, for instance, ordering materials chronologically or according to then prevailing
notions of stylistic schools. For instance, the volcanic eruption of Mélies’ 1902-film
L’Eruption du Mont Pelée (also known as Eruption volcanique a la Martinique) is
presented next to images of the exploding Eiffel Tower in Luitz-Morat’s La Cité
foudroyée (1924).

Vedreés’s visual approach laid the foundation for Paris 1900’s exploration of the Belle
Epoque and the ways in which it interrogated popular forms of entertainment, fashion,
design, political life and relations between humans and machines. This resulted in associa-
tions based not solely on thematic resemblance but also on more lyrical associations,
reflecting Vedres’s idiosyncrasies. Because of its poetic visual approach to archival mate-
rial - rather than a merely realist documentary mode - it is often considered an early
example of essayistic found footage filmmaking (Russell 2018). Vedreés’s approach has seen
an increased interest among film scholars such as Paula Amad (2015), Laurent Véray
(2017), Catherine Russell (2018) and Suzanne Liandrat-Guigues (2018) and Roland-
Francois Lack (2018). Their research has situated Vedrés’ work more firmly in relation
to classic film theory and theories of visual culture, while making her work relevant to
a new generation of scholars and filmmakers who engage in poetic appropriation of
archival film as a form of research. This renewed interest culminated in a retrospective
of Vedrés’ work at the 2017 edition of Il Cinema Ritrovato in Bologna - including
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a restored version of Paris 1900 - curated by film historians and archivists Emilie Cauquy
and Bernard Eisenschitz.*

In the following sections, I first discuss the paper sources which I researched in the Eye
Filmmuseum’s business archives, before presenting my findings concerning the institu-
tion’s acquisition and distribution of Paris 1900.

The Filmmuseum'’s early business archive

My research relied in particular on the Filmmuseum’s early business archive. This
archive contains correspondence between the Filmmuseum’s staff — primarily director
Jan de Vaal - and film clubs, archives, producers, festivals, directors and film laboratories
in the Netherlands and abroad. In total, I went through the business archives from four
years: 1947, 1948, 1949 and 1950. Figure 1 shows what the business documents from
1949/1950 look like today. This part of the business archives amounts to five boxes, the
contents of which is ordered alphabetically.” Yet, because there is no clear documentation
of the alphabetical order which has been used, the documents are not easy to navigate.
Moreover, the business archive also has many gaps, such as missing letter attachments or
entire letters missing. I looked for mentions of Paris 1900, Nicole Vedres, Vedres” book
Images du cinéma frangais and relevant correspondence with the producer of Paris 1900,
Pierre Braunberger, and his production company Panthéon. I transcribed every letter
with a relevant mention.® This resulted in a document of 115 pages, divided into five
sections — one for each box - reflecting the order in which I accessed the letters. The

Figure 1. Research at the Eye Collection Center. The image shows the Filmmuseum'’s early business
documents, in this case documents from 1949/1950.
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letters held a great amount of useful information on Paris 1900’s history at the
Filmmuseum and allowed me to discover some unexpected and exciting circumstances
relating to its acquisition, circulation and role at the Filmmuseum. Below I share some of
the findings that testify to the key role played by Paris 1900 in the Filmmuseum’s early
collection-building in the late 1940s.

Acquiring Paris 1900

The first finding concerns the dating of the acquisition of Paris 1900 and its circum-
stances. Based on my research I assume that Jan de Vaal and other staff members saw
Paris 1900 for the first time at the Edinburgh International Festival of Documentary
Films in August 1948 - the festival’s second year - and decided to acquire it. In a letter
dated 27 July 1948 to Norman Wilson — one of the festival’s key figures — Jan de Vaal asks:

if it is possible to see the most important films, such as THE LOUISIANA STORY, EDGE OF
THE WORLD, GERMANY YEAR ZERO, THE GREEDY BOY, PARIS 1900, and eventually
other important films during that week. (BA 0001 - Correspondentie 1947-1948, A t/m J).

In addition to this correspondence, there is little on Paris 1900 in the Filmmuseum’s business
archive from 1948. However, there are several significant letters from late December that year.
In that period, Jan de Vaal writes to various film societies and cultural and educational
institutions in the Netherlands, including the Volksuniversiteit Rotterdam (a non-formal
adult education institution) and the Katholiek Instituut voor Filmscholing (Catholic Institute
for Film education) in Delft, asking if they would be interested in showing Paris 1900 and, if
so, how many screenings they would organize. De Vaal wanted to assess whether it would be
financially feasible to acquire the film with loans and repay them with revenues from
screenings. Eventually, he wanted to acquire additional films from the income generated.
Jan de Vaal received positive reactions to this inquiry, and the decision to acquire the film
appears to have been taken in early 1949. Shortly after, de Vaal requested permission from the
Dutch Ministry of Education, Arts and Sciences to take out a loan amounting to 200,000
French francs at the Dutch Bank (Nederlandse Bank) for acquiring the film. The permission
for the loan was granted by the Ministry’s Department of the Arts in a letter dated
25 April 1949 (BA 0004 - Correspondentie 1949-1950, D t/m Q).

It is clear from de Vaal’s correspondence with film societies and educational institu-
tions in 1949 that the acquisition of Paris 1900 was known to be financially risky and that
it was intended as a foundation for the future Filmmuseum’s success, and for the success
of film club culture more broadly in the Netherlands. In a letter dated 20 June 1949 to the
secretary of the Volksuniversiteit Rotterdam, Ida van Dugteren (who was particularly
enthusiastic about the film and with whom de Vaal frequently corresponded and
organized several screenings in the Rotterdam area), Jan de Vaal replies to van
Dugteren’s inquiry about a possible future collaboration:

We must attempt to cover the acquisition costs of Paris 1900, first then a collaboration [...]
becomes valuable. This is our first big experiment. If we manage to cover our expenses, then we
as well as you and other film groups who are participating will have won in the first attempt, and
then it will be possible to continue working with greater confidence. I sincerely hope I can count
on your co-operation.” (Author’s translation, BA 0005 — Correspondentie 1949-1950, R t/m Z)
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The high financial risk that Jan de Vaal was willing to take in acquiring Paris 1900
indicates that he considered the film’s vision and poetic approach to be attractive for
a significant audience in the Netherlands, which it ultimately proved to be.

Subtitling attempt at Haghe film

The Filmmuseum’s copies of Paris 1900 were initially not subtitled (see Figure 2 for an
impression of a 16 mm print of the film preserved at the Filmmuseum). At a point after
the film’s acquisition a Dutch introduction was added to the Filmmuseum’s prints along
with a few summarizing subtitles, but before this it was introduced by experts, cinephiles
or the Filmmuseum’s staff at screenings.® While the introduction was not always the same
in the early days of the film’s distribution, the Filmmuseum initially decided to reuse an
introduction written by its collaborator Dr. R. Jacobson for the film’s premiere in
Rotterdam for subsequent screenings in the Netherlands. The reasons for the absence
of subtitles were mostly technical and - to a lesser extent — aesthetic. In the correspon-
dence from 1949 Jan de Vaal, Ida van Dugteren and the film laboratory Haghe Film
discussed at great length if the film should be subtitled and if it was possible at all to do it.
Technically, it turned out not to be possible for Haghe Film because - as staff members at
the lab explain in a letter to Jan de Vaal dated 5 October 1949 - Pierre Braunberger did
not provide a print of the film in the quality needed for imprinting subtitles (BA 0003 —

Figure 2. Watching one of Eye Filmmuseum'’s copies of Paris 1900 (Nicole Védrés, France, 1947) at the
Eye Collection Centre, Amsterdam.
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Correspondentie 1949-1950, A t/m C). Parts of the correspondence with Braunberger are
not preserved in the business archive, but it is quite clear from other letters that the
delivery of the distribution print from his production company Panthéon to the
Filmmuseum was heavily delayed and that the print was initially not of the expected
quality, rendering subtitling impossible with the technological procedures available at the
time.

In the end, the print was not subtitled. The business correspondence suggests that this
solution was mainly a compromise, but it was also perceived to have the advantage of not
tampering with the film’s visual aesthetics. While Jan de Vaal and the Filmmuseum
initially seemed to be in favour of subtitling the print, Ida van Dugteren from the
Volksuniversiteit Rotterdam preferred it without subtitles. In a letter to Jan de Vaal
dated 30 June 1949, she expresses that she is happy to hear that the film will not be
subtitled, as she finds it would destroy the image (BA 0004 - Correspondentie
1949-1950, D t/m Q). Prior to the Rotterdam premiere of the film on
30 September 1949, in a letter dated 28 September, Jan de Vaal lets Ida Van Dugteren
know that as a way to make up for lacking subtitles he will be present to give a Dutch
commentary, in addition to R. Jacobson’s introduction (it is unclear how this was
ultimately arranged and whether it concerned a commentary delivered during or after
the screening). In this respect, the Filmmuseum’s prints of the film differ from other
versions existing abroad because of its Dutch introduction footage. While this discovery
of my archival research pertains mainly to a technical aspect of the film’s acquisition, it
also suggests that for Dutch audiences who could not follow the film’s French commen-
tary, the film was (inadvertently) experienced mainly as a visual exploration of early
cinema as a consequence of these circumstances.

Paris 1900 and Philips Experimentele Televisie

In a letter by Jan de Vaal dated 23 June 1949 to the Philips Experimentele Televisie
(Philips department for Experimental Television) in Eindhoven, it becomes apparent that
Paris 1900 featured in an early television broadcast on film archive work (filmarchief-
werk) on 21 June 1949. In the letter, de Vaal thanks the staff at Philips warmly for their
hospitality and the impeccable organisation of the broadcast event while noting that Paris
1900 was delivered back on time (BA 0004 — Correspondentie 1949-1950, D t/m Q).
This broadcast event is intriguing as it leaves several questions unanswered with
regards to the film’s early circulation in the Netherlands that require further research.
First, it is noteworthy that Jan de Vaal took part in this broadcast as a way to promote
film archiving and, by the same token, Paris 1900 in the Netherlands. Television in the
Netherlands at that time was in its pioneering stage and still far from being
institutionalized.” Moreover, television was certainly not held in high esteem in the
media industry. As detailed in several historical overviews, Philips Experimentele
Televisie broadcast three times a week and could only be received by people in a 40km
radius (approx. 25 miles) around Eindhoven who happened to have access to a television
set in that region — in other words very few people.'’ Thus, parts of Paris 1900 were
screened to a small audience, which one may reasonably assume was very different from
the cinephile audiences to whom Jan de Vaal and the Filmmuseum usually reached out.
In spite of its limited reach, however, it is likely that de Vaal may have seen the broadcast
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as a welcome opportunity to create awareness about the importance of archiving early
cinema in the Netherlands - using a film that he cherished as an illustrative example.
Moreover, the broadcast is intriguing because it suggests that Paris 1900 was among the
very first films broadcast on Dutch television. Through these serendipitous circum-
stances, audiences that saw the broadcast witnessed the early historical images of one
new medium hark back to another.

Further research on this broadcast remains to be carried out, to be able to discuss its
content in more detail. Recordings of some of the Philips broadcasts still exist, but the
material I have been able to locate so far is not easy to access and does not give a clear
answer to the question of what is preserved.

Henri Langlois’ research trip to the Netherlands for Paris 1900’s sequel

Another interesting find relating to Paris 1900 is a correspondence between Jan de Vaal,
Henri Langlois of the Cinémathéque francaise and the Dutch newsreel film company
Polygoon. In a letter to Polygoon dated 31 August 1949 (BA 0004 - Correspondentie
1949-1950, D t/m Q) de Vaal details that Henri Langlois was currently conducting
archival research in preparation for a sequel to Paris 1900 (Henri Langlois had been
a possible candidate for directing Paris 1900 but was ultimately not assigned the task).
The idea of this sequel was to go beyond the French context and to cover the time during
and after World War I from a pan-European perspective, including the Netherlands.

In his research for the sequel, Langlois asked de Vaal if Polygoon would happen to
have material depicting various events in their possession, among others footage of the
First World War involving the Netherlands and Germany, the Hindenburg disaster,
Dutch popular life or material thematically related to inflation. On behalf of Langlois,
de Vaal passed this request on to Polygoon and organised a meeting between key people
at Polygoon and Langlois. In the answer which de Vaal received from Polygoon, dated
5 September 1949, director Brand Dirk Ochse replies that Polygoon unfortunately does
not have footage of these events as the company was only founded in 1919. Ochse
nonetheless agrees to meet Langlois all the same, on the condition that de Vaal
communicates a precise time and date well in advance because, as he points out,
Polygoon has not been able to rely on Langlois when previously setting up appoint-
ments. At this point, I have not found other letters relating to Langlois’ archival
research for this sequel - here, the preserved business archive seems to have some
gaps. Yet, it is enough to conclude that there was an interest from the Filmmuseum to
participate in the research for a sequel to Paris 1900 in collaboration with the
Cinématheque frangaise. On a more general level, this correspondence shows
a willingness to support the making of poetic compilation films that engage with
early cinema at a very early stage — something the Filmmuseum would go on to
champion in later decades, especially from the early 1990s onwards (Bloemheuvel,
Fossati, and Guldemond 2012). In this sense, though Paris 1900 is an outlier among the
compilation films acquired during the Filmmuseum’s early years in terms of its
historiographic assumptions, its key role in the institution’s early collection-building
and film distribution suggests that the institution took a more multi-faceted approach
to early cinema in this period than has hitherto been assumed.



EARLY POPULAR VISUAL CULTURE (&) 215

Conclusion and further research

Tracing Paris 1900’s acquisition and distribution by the Filmmuseum produces an
intriguing new perspective on the role of compilation films in the institution’s early
history and, in particular, the historiographies of early cinema that circulated in them.
Paris 1900 was an outlier among the compilation films acquired by the Filmmuseum, but
because it was an extremely important film in the Filmmuseum’s early collection-
building and because it was key to the institution’s very existence, the history and
findings I have discussed in this piece suggest that we could look at this period’s
appreciations of early cinema in a more nuanced way as operating with multiple
historical modes. The traditional ‘masterpiece histories’ certainly dominated in the late
1940s, and a historiography such as Vedres’s was not unanimously praised among
prominent cinephiles, yet it was offered a central platform.

My research on Paris 1900 and Vedres’s work continues with the aim of following the
loose ends to which I have called attention above. Moreover, paper clippings at the Eye
Filmmuseum may help create a clearer picture of the reception of Vedres’s film-related
work in the Netherlands. As I was seeking out materials, one thing which surprised me
was that I found no direct correspondence with or reference to meetings with Nicole
Vedres in the Filmmuseum’s business archive — which I expected to find. After all, Jan de
Vaal went to Paris to settle the acquisition of the film and related posters. Moreover, de
Vaal seems usually not to have hesitated to contact filmmakers directly (he corresponded
with Jean Cocteau and Hans Richter, among many others), yet no direct correspondence
with Vedrées is held by the Filmmuseum. Time will tell if such correspondence is held
elsewhere. Meanwhile, the centrality of Vedres’s work during the Filmmuseum’s early
years may serve as a new departure point for re-evaluating the decision to acquire and
show compilation films as a way to teach film history — as well as offer an alternative
origin point for the institution’s commitment to poetic appropriations of archival
materials.

Notes

1. The residency was part of Eye Filmmuseum’s Artist and Scholar-in-Residence program,
launched in 2017 in celebration of the Filmmuseum’s 70th anniversary. See: https://www.
eyefilm.nl/en/about-eye/news/new-artist-and-scholar-in-residence-program-in-eye-
collection-centre, last accessed 24 October 2019.

2. Among these films were: Veertig jaar cinematografie (B.D. Ochse, Willy Mullens, Cornelis
Simon Roem, Haghe Film, NL, 1936), The Beginnings of the Cinema (British Film Institute,
UK, 1938), Film and Reality (Alberto Cavalcanti and Ernest Lindgren, British Film Institute,
UK, 1942), La naissance du cinéma (Roger Leenhardt, Les films du compas, FR, 1946), Uit de
oude doos (Nicolaas Kérmendy, Haghe Film, NL, 1948), Paris 1900 (Nicole Vedres,
Panthéon FR, 1947), Eerste stappen (Nederlands Filmmuseum, NL, 1954), De Geboorte
van een nieuwe kunst (Nederlands Filmmuseum, NL, 1954), Het gebeurde gisteren (Wim
Povel, Polygoon Profilti Producties, NL, 1957), Aan de wieg der jongste muze (Nederlands
Filmmuseum, NL, 1961), Images fantastiques (Nico Crama, NL, 1962), Het witte doek (Nico
Crama, Nederlands Filmmuseum, NL, 1964). Several of these films are labelled as “Film
historical reflections” in Eye’s catalog (“filmhistorische reflectie”).

3. At this point in time, the Nederlands Filmmuseum did not exist yet but was configured as
two separate institutions both led by Jan de Vaal, respectively the Nederlands Historisch
Film Archief and the Uitkijk Archief (NHFA/Uitkijk). These two institutions later became
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the Nederlands Filmmuseum and is today known as Eye Filmmuseum. For the sake of
simplicity and to encompass these historical configurations in the context of this article,
I have chosen to refer to them as the Filmmuseum throughout.

4. A video recording of a round table discussion with Vedres’ son Laurent Vedres, Cauquy and
Eisenschitz can be viewed. https://festival.ilcinemaritrovato.it/evento/il-cinema-secondo-
nicole-vedres/, last accessed 11 September 2019.

5. These boxes are: BA 0001 - Correspondentie 1947-1948, A t/m J; BA 0002 -
Correspondentie 1947-1948, K t/m Z; BA 0003 - Correspondentie 1949-1950, A t/m C;
BA 0004 - Correspondentie 1949-1950, D t/m O; BA 0005 - Correspondentie 1949-1950,
Rt/m Z.

6. With the exception of two-three handwritten letters that were too hard to decipher.

Original quotation: “We moeten wel trachten uit de aanschafkosten van Paris 1900 te

komen, eerst dan heeft een samenwerking (...) waarde. Dit is ons eerste grote experiment.

Halen we de onkosten er uit, dan hebben wij zowel als U en andere filmgroepen die

meedoen, de eerste poging gewonnen en dan kan met wat meer vertrouwen verder gewerkt

worden.”

8. It is not documented in Eye’s catalogue when exactly these subtitles were added.

9. Between 1948 to 1951, Philips Experimentele Televisie produced 265 broadcasts before
television became considered a medium with a future and television production moved to
the town of Hilversum where the radio industry had flourished for a couple of decades
already.

10. For an illustrated historical overview of early television in the Eindhoven region see: http://

eindhovenfotos.nl/televisie_eindhoven.htm, last accessed 12 September 2019.
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Veertig jaar cinematografie. Directed by B.D. Ochse, Willy Mullens, Cornelis Simon Roem. Haghe
Film, The Netherlands, 1936.

The Beginnings of the Cinema. British Film Institute, United Kingdom, 1938.

Film and Reality. Directed by Alberto Cavalcanti & Ernest Lindgren. British Film Institute, United
Kingdom, 1942.

La naissance du cinéma. Directed by Roger Leenhardt. Les films du compas, France, 1946.

Uit de oude Doos. Directed by Nicolaas Kérmendy. Haghe Film, The Netherlands, 1948.

Paris 1900. Directed by Nicole Vedres. Panthéon, France, 1947.

Eerste stappen. Nederlands Filmmuseum, The Netherlands, 1954.
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1957.

Aan de wieg der jongste muze. Nederlands Filmmuseum, The Netherlands, 1961.

Images fantastiques. Directed by Nico Crama. The Netherlands, 1962.

Het witte doek. Directed by Nico Crama. Nederlands Filmmuseum, The Netherlands, 1964.
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