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ABSTRACT

With the advent of post-war technical progress in amateur film technology, access and
affordability increased rapidly. As a result, an international community of family film and home
movie makers quickly emerged. Many enthusiasts joined clubs and associations to practice
their hobby alongside like-minded individuals. However, these clubs were often composed of
demographically homogenous members consisting primarily of middle-aged, middle-class
men.

This dissertation investigates the Dispositif of the amateur film club and the amateur
film club scene, exploring various aspects of the border region Saar-Lor-Lux-Wallonia (known
as the Greater Region since 1966) during the long 1960s, focusing on the Grand Duchy of
Luxembourg, the German federal state of Saarland, the Belgian region of Wallonia, and the
French region of Lorraine.

Contextualised within the fields of Cultural and Media History, the research puts
emphasis on the community’s film production as a practice and on the social interactions
between members, clubs, and (inter)national associations.

Reflecting on social, political and cultural conventions and transitions during the
research period, the study demonstrates how the filmmakers negotiated, appropriated, and
attributed these elements in order to construct individual and collective perceptions of identity,
both within and beyond the amateur film club scene. The comparison of a border region offers
a unique opportunity to visualise the national specificities and diverse temporalities within
Western Europe, and potential interdependences beyond the Atlantic or the Iron Curtain,
fostering transnational research in European popular culture and amateur film.

In addition to film documents, other visual materials, written documents, artefacts, and
Oral History interviews constitute the source body of the empirical study. The qualitative
analysis of the diverse sources allowed for an analysis of the clubs’ practices and discourses

across countries and years within the Greater Region of the long 1960s.
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L. INTRODUCTION

PREFACE
"Sometimes miraculous films come into being, made by people you've never heard
of, starring unknown faces, blindsiding you with creative genius."

Roger Ebert, Film Critic

A personal Experience of Amateur Film and transnational Space

My first interaction with amateur film was in the late 1980s, when my father treated
himself to a Sony Video Camcorder. He had been discussing this plan for a long time, but
before his chosen model, the weight and size of video cameras had put him off making his
dream come true. Once purchased, he would use the handy little device to film anything and
everything: me re-enacting commercials for everyday products I had seen on television, such
as toast or muesli bars, but also our garden pond, our aquarium, our family holidays, and
particularly excursions in the region, be it to the zoo or local nature enclaves. My mother,
brother, and I were the protagonists, strolling through picturesque tourist towns eating ice
cream, swimming, and visiting sights such as monasteries and museums, while my father
preferred to remain behind the camera. I recall him being fascinated by Zoom technology when
filming a rare bird of prey in flight or mounting the camera on the windshield of our car to
conclude the holiday video with our return. Even as a child, it was evident to me how much
my father enjoyed the technical aspects and did his best to adhere to the high technological
standards this equipment provided in his filmmaking while remaining playful about his new
hobby. Despite being fascinated by seeing my family and our shared experiences, excursions
and leisure activities on screen and sometimes in real-time, I remember that I used to be much
more awestruck during the rare occasions when my parents would show their old Super 8 films,
usually only screened when old friends and travel companions would visit.

As a child in the 1980s, going to the cinema or any other kind of screening space was
infused with anticipation and excitement for me. Hence, transforming our living room into a

cinema-inspired set-up for private screenings are among my particularly cherished memories.

! Roger Ebert, ‘Beasts of the Southern Wild Movie Review (2012) Roger Ebert.” Rogerebert.com. 04/07/2012.
https://www.rogerebert.com/reviews/beasts-of-the-southern-wild-2012. Accessed 23/12/2022.
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More than a decade before I would first see a video projector and mounted screen in a private
household of a friend’s family — around the turn of the millennium, I recall being intrigued by
the transformation of my familiar daily living space into a family-sized cinema space with the
foldable screen and the chairs and armchairs forming a circle or small rows for us spectators.
The change in atmosphere by closing the blinds was something I rarely goat to experience in
that space, as watching television did not require this kind of dim lighting. The backward
counting of the frames —3 —2 — 1 — and the sound of the small gauge film rolling of its reel, as
well as the light beam of the projector, seemingly forming a tangible object of dust particles
dancing in the light, was something I mostly knew from my scarce visits to the cinema or from
depictions - in film.

The preparations, nervous anticipation of whether technical equipment and material
would run successfully, and these first screening frames seemed as ceremonial as viewing the
film itself.

Despite the usually cheerful memories and occasionally clumsy pictures that would
make the small audience laugh, usually all family members were in awe of the pictures of
personal historical documentation. Besides the ritualistic character of these rare, eventified
gatherings, two factors were especially fascinating to me about them as a child.

On the one hand, the moving colour images of a past that occurred before my birth, but
was directly related to me, allowed me a glimpse into my parents' life as a young, childfree
couple. This first-hand account of their view of the world as it used to be gave me insight into
their past.

On the other hand, the colour palettes of small-gauge film of the period differed from
those of contemporary television programs and personal videos. I enjoyed this unique aesthetic,
which was also present in commercial films of the 1970s I had already seen, such as Woody
Allen's "Annie Hall" (1973) or George Roy Hill's "The Sting" (1973). A particularly memorable
moment was seeing my mother tumbling down a sandy dune in Namib Desert. I could not be
sure if the image's graininess was due to sand in the air or on the lense, or due to the Super 8
technology's characteristic visual. Looking back, I am convinced that Kodak Color played a
significant role in this memory, as its distinctive colour characteristics made the image stand
out in my mind.

While I watched my parents' younger selves travel the world, they would casually slip
in stories to teach me about apartheid, colonialism, and the age of discoveries, to explain what

I was seeing on screen.
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As a little girl, I experienced how amateur films, particularly home movies and family
films, provide visually documented micro-histories that enable us to contextualise and
understand macro-history.

Later in my life, I spent more than fifteen years organising art exhibitions and film
screening series for cultural institutions. In this respect, occasionally I had to screen, cut, and
clean several open-reel films in different formats. The experience of the material, the
technology and their characteristics, and the respect and tenseness I felt when working with a
projector and films made by artists caused a positively challenging nervousness every single
instance. Despite fearlessly handling modern technology and larger technical equipment, I
asked myself if I would have taken up Super 8 or open reel filmmaking, had I not grown up
with video and digital cameras. I had to admit that I might not have invested the energy and
dedication these formats required outside a professional context. By the time the present study

began, my interactions with open reel film were mostly limited to these experiences.

Research activities for "Ambitious Amateurs" began in September 2018 and were
initially designed to juxtapose amateur film clubs in Luxembourg, Belgium, and Austria.

Each of the three countries provided a promising archive situation for amateur films,
although nation-wide or transnational, research focusing on films made in an organised context
of clubs and national associations has yet to be implemented.

Funded by the Luxembourgish Fonds National de la Recherche (FNR) and the German
Deutsche Forschungsgesellschaft (DFG), the dissertation "Ambitious Amateurs" is part of the
research collaboration "Popkult60" (https://popkult60.eu/) between Saarland University and
the University of Luxembourg (2018-2025), investigating transnational European popular
culture in the long 1960s.

This transnational approach seemed an ideal opportunity to focus on one of more than
seventy Euroregions; European cross-border cooperations connecting two or more countries'
neighbouring border regions to one transnational region. This choice directly applies the
transnational character of the research study to the research space.

While the initial approach foresaw a comparison of several countries, fostering a
transnational approach in source selection led to an in-depth tactic of not comparing entire
countries but focusing on their border regions. These regions connect to a newly formed
transnational and transregional construct, communally united, yet each is also part of their

respective countries.
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Personally, I perceive myself as a genuine product of this Greater Region (Saar-Lor-
Lux-Wallonia, the border region of France, Luxembourg, Belgium and Germany), who has -
among other places - lived and worked in all its four countries. In combination with both partner
universities of the research group located in the heart of the region, the preconditions seemed
ideal for transferring the planned study to this spatial area. Nevertheless, an exciting and very
personal challenge should follow. While the neighbouring countries - also pre-nation states -
had been connected in this region with regularly moving borders throughout centuries by many
historical, cultural, economic, and geopolitical factors, it was only towards the end of the
research period (1969?) that the region was creating its newly branded identity. Considering
this area as culturally peripheral based on location and economic conditions, and envisioning
myself in international metropoles, I left this area in 2000 to explore life in several European
countries. However, when I was residing in the Euroregion Maas-Rhine (the border region
between the Netherlands, Belgium, and Germany), I recognised similar characteristics to the
Greater Region and learned to appreciate the extraordinary qualities that these transnational
constructs embody.

When I returned to the Greater Region to reside in Luxembourg, one of my personal
and professional goals was to foster cross-border cultural cooperation in this area.

In the context of the present study, my initial ambitious plan was to conduct a parallel
study in the Euroregion Maas-Rhine and compare the results from both transnational regions.
Eventually, this endeavour proved too extensive for a four-year doctorate. I hope to have the
chance to extend this research and conduct a comparative study in the future.

Studies on amateur film clubs were relatively scarce within the scope of amateur film
research, with notable exceptions in Eastern Europe, the UK, the US, France, and the
Netherlands (as discussed in the Literature Review of the present study). A transnational
approach was rather novel in amateur film research in 2018.

In the following years, a trend towards transnational studies crystalised, and I am
confident it will foster further research and archival collaborations on an international scale.
These quests aim to preserve a filmic heritage that would otherwise be lost: enabling future
generations to witness the past from a level of previous generations of would-be-peers and to
write the history of common people from below to learn about the great narratives in history in

order to understand their own present.

2 Anemone Geiger-Jaillet, Saar-LorLux. ‘Versuch einer linguistisch-interkulturellen Analyse (Dissertation, Universitit des
Saarlandes, 1995), p. 15.
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I encountered an additional intersection of the history of amateur film clubs in the
Greater Region, of the region itself, and of my family, when I showed my parents a DVD-copy
of a 1967 small gauge film. The documented 700th-anniversary celebrations of the village
where my father was born were already focusing on the place's transnational history. Besides
my father revisiting the festivities he had to miss as he was attending a study exchange
programme in France, he pointed to several individuals I had knew of. It was the first time I
would ever see a moving image of my great-grandfather who had passed away two years before

I was born.?

3 Heather Norris Nicholson describes this transcendence of past and present, of the living and dead as well _
Heather Norris Nicholson, Amateur Film: Meaning and practice 1927-77 (New York: Manchester University Press, 2012),
p. 108.
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I.1. Spatial, Temporal and Theoretical Context of the Study

The present study was conducted from September 2018 to March 2023 as a doctoral
dissertation at the University of Luxembourg.

"Ambitious Amateurs" is one of seventeen subprojects of the research collaboration
Popkult60 - "Transnational popular culture — Europe in the long 1960s".* The partnership
project between the university’s two departments of history, the Centre for Contemporary and
Digital History (C2DH) and Institute for History (IHist), and Saarland University has been
taking place in two project phases from 2018 to 2024 (from Project Phase I, beginning 2021,
also including the Friedrich-Schiller University in Jena). It aims to address a gap in
contemporary historical research: Western European popular culture in phenomena, practices,
and products and its potential to affect social and political change, focusing on the long 1960s,
with source-based studies comparing several cultures and societies.

The sub-studies of the collaboration, which combine empirical case studies and
theoretical debates, are designed with the potential for interdependence and synergy.

As explained in the Introduction section, I changed the spatial frame of the study from
the initial project design of combining Luxembourg, Belgium, and Austria to the Greater
Region, comparing its transnational border regions. This alteration allowed not only the
application of a transnational research approach but also a focus on an area where
transnationality is part of its inhabitants' everyday reality.

The socio-cultural-economic cooperation between Belgium, Germany, France, and
Luxembourg at their shared borders, forms one united transnational region, which is at its
margins connected to the areas of these nations that are not part of the border construct.

The initially planned multi-country study made way for a single-region study yet
simultaneously functioned as a multi-region study due to the transnationality of the region in
question. Keeping the time frame narrow allowed for an in-depth comparative investigation of
the sub-regions of the Greater Region and their actors on an interdisciplinary level, drawing

on theoretical influences from several fields.

4 Popkult60, https://popkult60.eu/popkult60/project/, accessed 20/06/2022.
3 Arthur Marwick, The Sixties: Cultural Revolution in Britain, France, Italy and the United States,
¢.1958-¢.1974 (Oxford, New York: Oxford University Press, 1998).
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The study primarily contextualises within the disciplines of Cultural History and Media
History, with an opening to Media Culture. Amateur films, as well as amateur film clubs and
their practices, have been studied within these disciplines before (see Literature Review,
Chapter 11.1.).

The transnational character and the relatively short research duration add an innovative
angle to the present dissertation. This approach is an exceptional one, both in the context of
both popular culture and in the one of amateur film research to date, which I will further

elaborate on in the following chapters.
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1.2. Objectives, Hypotheses and Research Questions

Most research studies about amateur media culture consider the rather general private
context of home movie and family film making. The community mode of amateur film clubs
and other participatory initiatives has only been the focus of a lesser number of studies to date.

Studies that have inspired and informed aspects of the present dissertation are discussed
in Chapter II.1's Literature Review.

International symposia in the field have led to transnational anthological essay
collections with scientific, archival and artistic contributions from all over the world (compare
the Inédits Jubilee book (1997), Ishizuka and Zimmermann (1998), Kmec and Thill (2009 and
2012), Rascaroli, Young and Monahan (2014), Vignaux and Turquety (2016, however mainly
by scholars from the French academic sector), Fibla-Gutierrez and Salazkina (2018,
purposefully adding the word "global" to the title) or Aasman and Motrescu-Mayes (2021)).

Research focusing on Transnationalism,® however, has been a recent trend and novum
in the field. These projects include, among others, the virtual exhibition Rhlnédits (2019-2021)
by the Université de Strasbourg (FR), University of Offenburg (DE), and University of
Freiburg (DE), as well as the University of Vienna's Zeitgeschichte Journal's 2023 edition on
transnational amateur film in post-war years, and several ongoing transnational research
collaborations worldwide.

The shortcomings and gaps identified in previous studies have significantly influenced
the hypotheses and research questions of the present study and its aim to contribute to the
ongoing development a historiography of transnational amateur cinema and amateur film clubs.

The Greater Region has received little attention in amateur film research, with only a
few studies conducted in the Grand Duchy of Luxembourg. To date, "Ambitious Amateurs" is
the only research to focus exclusively on amateur film clubs in the region.

Keeping the timeframe short with a focus on the long 1960s and the spatial frame
narrow yet transnational by focusing on the Greater Region has facilitated a broad,

interdisciplinary research approach to the source body.

¢ For detailed definitions of Transnationalism, please refer to the Department of Geography of Washington University:

https://geography.washington.edu/research/publications/transnationalism (accessed 04/11/2023)

and Brittanica. https://www.britannica.com/topic/transnationalism (accessed 04/11/2023).
While the concept is often used within the context of migration, it can inter- and transdisciplinarily applied to Economy,

Politics, Geography, Culture, etc.
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The problematic archival situation for amateur film (discussed in the Sources section,
Chapter 11.2), as well as the use of Oral History, fostered a Grounded Theory approach. The
methodology, research questions, and hypotheses did not stand at the beginning but originated
from the sourced material as part of the research journey.

Instead, I had to find other guiding lines in the search for and viewing of primary sources until
the findings showed recurring themes:

Besides the objective to establish a transnational club study in a spatial area which is
under-researched in terms of popular culture, I identified an initial set of central themes which
served as orientation points in order to navigate the search.

These themes originated from two different frameworks: the transnational research
collaboration Popkult60 within which the present dissertation has been conceived and existing
research in amateur film and amateur film clubs.’

The project suggested seven "tension fields" as an intellectual backbone for its sub-studies:
"American — European", "Popular Culture — Politics", "Generation — Generationality”,
"Mainstream — Avant-Garde", "Time — Space — Place", "Social Diversity — Transversality”,
"Dispositif — Mediality — Media Ensemble" and "Event — Seriality — Entertainment".

While all of these tension fields were useful in providing a contextual framework for the found
and generated material within the temporal and spatial scope of the study, only five of them

proved relevant enough to inform the hypotheses and research questions.

The following tension fields align most closely with recurring discussions in amateur
film research:

- Locality and Localism ("Time — Space — Place"). An inherent theme in amateur film
research matches the transnational focus of this study.

- Technology and demographics, including gender questions ("Generation -
Generationality")

- Aesthetics as a vast field (corresponding to several tensions fields: "Popular Culture —
Politics”, "Mainstream — Avant-Garde", "American — European ")

- The concept of Serious Leisure as first put forward in amateur film research by Ian

Craven and Ryan Shand (compare Chapter I11.5).

7 This might be controversial in Grounded Theory, however due to time constraints, I had to conduct literature search and
field work in parallel, hence the use of ‘themes’ before hypotheses.
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Each aspect of this research relates to the broader context of identity, informing the main
research question:

Which means and factors serve identity construction relating to the context of
the transnational amateur film club scene of the long 1960s?

How is identity appropriated or ascribed in this context?
as well as its supporting hypotheses and questions:

Notions of locality, nationality, demographics, aesthetics, technology, politics,
and club membership and their expression play a significant role in the appropriation
and ascription of identity.

Certain narratives, discourses, and aesthetics recur transnationally and
throughout the long 1960s in the amateur film club scene context. These reflections of
social constraints, transitions, and technological advancements are likely to vary and
evolve through the research period and the spatial research area, as evidenced by the
diverse range of primary sources.

How does the organised leisure context of the amateur film club, as opposed to

individual filmmakers, relate to the questions mentioned above?
In which ways do amateur film club practices and aesthetics differ from their own
individual ~ film  practices in  family  films or  home  movies?
How do factors such as competition, comparison, and cooperation contribute to these
practices and aesthetics? How do the filmmakers perceive themselves in comparison to
the general landscape of leisure at the time (i.e., other hobbies or clubs)?

How are transnational identification factors that unite the area based on its
shared sociocultural heritage represented and negotiated in the clubs' film productions
and other practices? What are the perceptions and connotations of these shared
markers?

The Oral History approach facilitates the retrospective reflection of how the
interviewed filmmakers relate to their practices after a period of forty-five to sixty-five
years. Is there an evolution in how they review their practices and themselves as
members of the amateur film club scene in hindsight and relation to the transformed

sociocultural environment?
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1.3. Structure and Thesis Outline

Initially, I had been considering a more conservative approach to structuring this
dissertation: regionally and chronologically. Each national sub-region within the spatial
research area was going to be described in an individually dedicated main chapter, discussing
its particularities and commonalities with the other regions throughout the long 1960s.

With the research progressing and the growing number of diverse sources, the research
questions discussed in Section I.1.2 of this introduction chapter (Part One) gradually evolved
in line with the Grounded Theory approach, identifying recurring themes and subjects in the
source body.

The subject matter, as well as the source material itself, considering the transnational character
of the study, informed questions of appropriation, attribution and reception of identity of (these)
club filmmakers and their clubs.

The number of research studies and publications investigating amateur film and its
creators within the structured context of leisure time clubs and their umbrella organisations is
comparably minor. Ryan Shand (2007) and Ian Craven (2012, 2015) both reference the
theoretical frameworks of Amateurism (1977) and Serious Leisure (1982), as proposed by
Robert Stebbins. This sociological approach made an impact on the definition of the scope of
this study, distinguishing it from research about home movies, family films, and amateur film
in general, and focusing on amateur film clubs.

Part Two, following this introduction of the dissertation is dedicated to a discussion of
the theoretical framework, source material, and methods.

The Literature Review in Chapter 1.1 gives an overview of existing research about
amateur film, focusing on literature about amateur film clubs. The chapter outlines how this
dissertation aims to close certain gaps and add contemporary, transnational perspectives to the
field.

Chapter 11.2 lists the different sources: Oral History interviews, amateur films, written
records of diverse origins, as well as physical objects. The chapter describes the detection and
localisation of these sources, what challenges originated in the study's particular character, and
what research difficulties arose during the COVID-19 pandemic of 2020-22.

Chapter I1.3 lists and describes in detail the methods chosen to analyse the primary
sources and explains the reasoning behind these choices. The present study makes use of
Discourse Analysis and Praxeological Analysis based on the initially performed methods of

Oral History, Film Analysis, Text Analysis and Object Analysis.
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The thesis's main part (Part Three) is divided into six chapters. The first three of these
introduce the premise and historical background. More precisely, Chapter II1.1. invites the
reader to learn about the immediate historical background of the Greater Region and its sub-
regions, Lorraine (FR), Saarland (DE), Wallonia (BE) and the Grand Duchy of Luxembourg,
during the research period, focusing on geo-politics, economy and related sociocultural history.
An insight into the world of amateur film clubs in the long 1960s and maps of the Greater
Region's amateur film clubs from the 1950s to the present, as they could be located, without
aiming for or claiming completion, round off the chapter.

The following five empirical research chapters (/11.2-111.6) each contain an introductory
chapter, several thematic subchapters, and a conclusion, placing concrete historical examples
in context with existing research and corresponding theory. Most examples bear a vital
emblematic significance for several of these themes and will, therefore, be referenced in more
than one chapter or invite to cross-read of certain sections of the thesis to follow emphasised
interdependences between the themes.

Politics, or its absence, is, for example, a connecting theme discussed in all four chapters.

Chapter 111.2, “Home and Away”, discusses the different meanings and the importance
of Space, Time and Place, or its very absence, in its four subchapters, both in a literal sense of
geographical locality and in an imagined, conceptual manner.

Examples of such imagined, constructed spaces play a role in film production and
sociocultural club practices.

Different levels of 'local’, from a clubhouse or meeting location to the village, the region
or the nation, illustrate the importance of the permeable exchange between these levels, in
particular during periodically recurring events such as the nomadic annual meetings of the
international amateur filmmakers' association, UNICA.

Chapter II1.3, “A Family beyond Borders and Customs”, discusses identity,
identification and ideology variations. Aspects of appropriation and ascription, from within the
transnational club scene as well as from outside, in terms of values, borders and barriers,
technology, age cohorts, film content and imagery, give an insight into the construction and

perception of identification and its manifestations.
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Chapter I11.4, “A Gentlemen's Club?” applies the concept of Generationality to the
amateur film club Dispositif. Following Mannheim's "Problem der Generationen"$, which goes
beyond the concept of generations as mere age cohorts, the chapter is concerned with
generations of technological inventions and transitions that impact user generations, which
technology, member and user generations exist, how they evolve diachronically over the long
1960s, whether they differ transnationally, and which influences they experience.

Chapter II1.5, "As if running a Business" relates the amateur film club Dispositif to
various aspects of Robert Stebbins' Serious Leisure Concept’, such as professionalisation,
professionalism and highly organised free time: It explores several types of organised amateur
filmmaking instead of individual amateur filmmaking (what Ryan Shand calls the "lone
worker" or home movies). Beyond the Serious Leisure-mode of club life and its social activities,
hierarchies and competition, the chapter discusses amateur film clubs as subdivisions or
extensions of other leisure time activity clubs and as employer-organised leisure time activities
for employees. The chapter also elaborates on connections between the professional and
commercial sectors by discussing the role of the film and photography equipment industry and
the publicisation of amateur film on National Television.

Chapter 1I1.6, “Experiments undesirable” explores art, life, politics and the
contemporary Zeitgeist as the clubs and their productions mirror them. The four subchapters
connect the topics of Avant-Garde, mainstream, politics and Popular Culture, with a
consideration of the American and European influences and interdependences within those as
mentioned earlier.

Chapter 1V. serves as the concluding chapter, providing a comprehensive analysis that
connects the observations in the five empirical chapters. The primary objective is to offer a
final assessment of the amateur film club scene of the Greater Region during the long 1960s,
including its transnational practices, and to contextualise this analysis within existing global
research. Additionally, the chapter provides an outlook on the decades that follow the research
period and a recommendation section on how amateur film (club) research in a globalised
world can benefit from transnational, transdisciplinary and transinstitutional research,

archiving and cooperation.

8 Karl Mannheim, ‘Das Problem der Generationen’, in Kélner Vierteljahrshefte fiir Soziologie 7 (1928), pp. 157-185,
pp. 309-330. (first published in English as ‘Theory of Generations’, in 1952).

 Compare Robert Stebbins’ concept, also discussed extensively by Ryan Shand in this context:

Robert A. Stebbins, ‘Serious Leisure: A Conceptual Statement’. The Pacific Sociological Review 25, no. 2 (April
1982), pp. 251-72. https://doi.org/10.2307/1388726.
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R THEORY., SOURCES and METHODOLOGY

II.1. Literature Review

When studying literature on amateur film initially, it becomes apparent that both,
references to the film industry as a standard and the difficulty of defining the subject matter are
prevalent. While most scholarly works address these challenges, in the end, the terms home
video and family film often prevail.

To justify these limitations, it should be noted that most literature on amateur film refers
to productions created in home and family environments, with no intention of reaching an
audience beyond this space in terms of location or social group.

In this context, Patricia Rodden Zimmermann introduced the distinction between the
Private and the Public Sphere, drawing on Habermas's work to understand amateur film as
home movie or family film.!° Since its inception, this distinction has been regularly adapted and
expanded upon.

In their search for a precise definition, film historian Bert Hogenkamp and archivist
Mieke Lauwers have observed that the terms home movie and family film are frequently used
interchangeably,!! which, according to them,

"has specific negative consequences for the study of amateur film and, by extension,
for the usefulness of amateur film as a historical source.

Amateur films can be defined based on technology (9.5mm, 16mm and 8mm amateur
film gauges versus professional 35mm film), filmmaker (amateurs versus professionals),
production circumstances (filmmaking as a form of leisure versus profession), form of
presentation (home screenings versus cinema screenings), content (authentic representation of
everyday life versus scripted narratives), and style/aesthetics (amateurish versus professional)."

(cited by Tim Van der Heijden).!?

10 Patricia R. Zimmermann, Reel Families: A Social History of Amateur Film (Bloomington: Indiana University Press,
1995), p.1; citing Jiirgen Habermas, Towards a Rational Society (Boston: Beacon Press, 1970).

1 Bert Hogenkamp and Mieke Lauwers, ‘In Pursuit of Happiness? A Search for the Definition of Amateur Film’ in Jubilee
Book: Essays on Amateur Film, ed. Nancy Kapstein (Belgium: Association Européenne Inédits, 1997), pp. 107- 116.

12 Tim Van der Heijden, Hybrid Histories - Technologies of Memory and the Cultural Dynamics of Home Movies, 1895-
2005 (PhD diss., Maastricht University, 2018), p.18.
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As expressed in the introduction of this dissertation, amateur film has only been
included in media history studies in the past few decades. Prior to that, it was at best considered
an auxiliary medium for anthropological or sociological research.!?

In 1995, Patricia Rodden Zimmermann transformed this approach with her seminal
work “Reel Families ”, pioneering a research discipline of amateur film from within.

Zimmermann's own definition, as applied in her work, uses “amateur film” as a blanket
term to encompass the intricate power dynamics involved in amateur filmmaking, while I
employ "home movies" as a descriptive term for films actually produced by families.'*

Not acknowledging amateur film as a form of cultural expression or a work of film but
rather as a historical document, Zimmermann advises to "detour from the analysis of textuality
into the power relations of discursive context". However, she also refers to the "previously
unexplored territory of film history of the private terrain of cultural production".!>

“Reel Families” criticises the inadequate attention paid to the history of amateur media
as problematic'® and introduces a historiography of amateur film based on its technological
evolution, divided into three significant periods spanning one hundred years.
This framework has been a guiding reference to scholars of amateur film ever since.

While Zimmermann drew attention to amateur film, it was often through the lens of
anthropology, art history, and related fields, with little consideration for the impact of economic
and technical developments and their subsequent impact on sociocultural transitions in amateur
filmmaking.!” However, in the years since, and with the increasing number of research
publications on the topic, scholars such as Ryan Shand have made the opposite claim,
criticising that writing on amateur film has tended to focus solely on the history of
technology.'®

It appears that the tides had turned over the course of the recent long decade following

Zimmermann's impact.

13 Richard Chalfen, Snapshot Versions of Life (Bowling Green, Ohio: Bowling Green State University Popular Press, 1987),
p.74

14 Zimmermann, Reel Families, p. X.

15 Zimmermann, Reel Families, p. X.

16 Zimmermann, Reel Families, p. X.

17 Zimmermann, Reel Families, p. X.

18 Ryan John Shand, Amateur Cinema: History, Theory and Genre (1930-80) (PhD diss., University of Glasgow, 2007), p. 5
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As the title suggests, in addition to focusing on technology development in a “family
tree of amateur film technology” or “reel families”, Zimmermann highlights the significance
of home movies or family films. Comparable to the influential connection Zimmermann makes
between the history of amateur film and its technical progress, for a considerable period, the
focus on family film or home movie, the private practice of amateur filmmaking, has also been
a significant theme in the field.

Although “Reel Families” primarily focuses on the US, Zimmermann draws
connections with Europe when discussing technical and related economic advances and
collective filmmaking, particularly in the first half of the century.!” International scholars
referencing Zimmermann's work can adapt a significant portion of the technical historiography,
as many inventions during the first half of the century primarily originated from Europe and
the US.

Roger Odin has cautioned against applying theories of leisure and other concepts
developed within the context of the US and Europe, arguing that they may not be entirely
transferable.?’

In an examination of the public discourse, “Reel Families” revisits how the role,
function, and purpose of amateur film, along with the relationship to the industrial market and
technology, were continually revamped and argues that amateur film enacts continually
realigning social relations and discursive presuppositions; relations that function in a complex
dynamic with the professional film sector.

Zimmermann notes that during the first two decades of the twentieth century, there was
intense competition between investors and companies producing film and equipment for the
burgeoning film industry. She suggests that during this period,

"professionalism and amateurism complemented each other: the professional embodied

the logic of scientized work, while the amateur constituted spontaneity."?!
alluding to the supposed experimental tendencies of the amateur.

Experimentation is a point that Zimmermann emphasises, quoting Enzensberger's
criticism of mass media's hindrance of meaningful communication, to argue that the "derailing
of amateur media to the technical consumer markets defused democratic potential by

reconstituting it as irrelevant pastime with limited socio-political or aesthetic consequences. "

19 Zimmermann, Reel Families, pp. 20-26.

20 Roger Odin, ‘Il cinema amatoriale’ in Storia del cinema mondiale edited by. Gian Piero Brunetta, vol. 4, (Turin: Giulio
Einaudi, 2001), pp. 319-354.

2! Zimmermann, Reel Families, p. 9.

22 Zimmermann, Reel Families, p. ix.
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In summary, Zimmermann views amateur film as ideologically opposed to the film
industry and, as a result, an experimental form of democratic expression. This idea has been
very influential in amateur film research and, as Ryan Shand would later criticise, created an
expectation of discovering visually and formally unusual, experimental film footage that is, in
reality, extremely rare.?®

I can confirm this observation based on my research experience in the Greater Region.

Shand supposes that Zimmermann's (in his opinion, erroneous) idea, as mentioned
above, is grounded on her focus on the second phase of amateur media development (the 1920s
to 1950s) before amateur film technology became more affordable and thus a mass medium in
the Enzensberger-sense.?* Avant-Garde filmmaking tendencies were prevalent in Europe and
essential in the US during this period, and the division of amateur and professional technology
was in its infancy.

Given the scarcity of findings in this line, Zimmermann's reasoning, citing
Enzensberger, is that, due to the market and the market-controlled press, consumer
technologies were

“drafted into an idealisation of the family instead of used to critique social and political

structures."?

In her anthology ‘Mining the Home movie’ (2007), edited in collaboration with Karen
Ishizuka, Zimmermann would later argue that video contributed to the end of family film and
the end of the nuclear family itself:

In her essay Morphing History into Histories: From Amateur Film to the Archive of the
Future from 2001, Zimmermann stated that:

"Amateur films more often than not lack form, structure, style, and a coherence
of normative visual tropes, precisely because they occupy psychic realms and psychic
fantasies that are themselves unformed and forming. These various 'lacks' and
'insufficiencies', if you will, are exactly what make the amateur film such a complicated
social document, where the larger political world collides with psychic terrains, where

invisibility vies with visibility."?’

23 Shand, Amateur Cinema, p. 32.

24 Shand, Amateur Cinema, p. 32.

25 Zimmermann, Reel Families, p. 67.

26 Patricia R. Zimmermann, ‘Morphing History into Histories: From Amateur Film to the Archive of the Future’, The
Journal of the Association of Moving Image Archivists 1, no.2 (Spring 2001): pp. 108-130.

27 Zimmermann, ‘Morphing History into Histories’, p. 114.
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This statement of Zimmermann’s corresponds to the contradictions in the diverse
definitions of amateur film and to amateur film as text. It has, however, been criticised for its
generalisation (compare, for instance, Shand).?® It attempts a democratic diversification of the
genre, yet is mainly incorrect when delving into the body of existing amateur film works, in
particular when it comes to quality.

Despite being contradicted or criticised in reviews and more recent studies, “Reel
Families” is still widely quoted as a reference work by amateur film scholars to test their own

theories and findings.

In 1999, Roger Odin was the editor of a special edition of the journal

“Communications "%’

with essays on amateur film by diverse scholars, titled "Le cinéma en
amateur". This edition and Odin's summarised account of "Le cinéma en amateur" from 2001
may be dated in some respects,’? as they end where contemporary amateur filmmaking begins.
In the meantime, research contributions have evolved, taking digital media into account. For
the present study, which focuses on the long 1960s in France, among other countries, “Le
cinema en amateur” has been invaluable. Besides Odin's writings, for the present study the
most informative essays in the journal, are the contributions by Laurence Allard and Gilles
Ollivier. These will be referenced in Chapter I11.5.

Odin's works are still a benchmark in the field, similar to the ones of P. R. Zimmermann.
His 2001 summary reads like a complete guide to amateur film research. While he sees family
cinema as the apparent beginning of all film practice with the Lumiéres' early films, he
acknowledges that it took some time for academia to acknowledged the use of amateur film in
order to understand a culture. The first scientists who recognised this potential were the
ethnologists Sol Worth et John Adair, studying the indigenous Navajo people in the 1970s.3!

Nevertheless, Odin criticises that historians impose their own discourse on amateur
images whose intention might initially have been different:

"Amateur film reports on history, not on the history of amateur film."*?

28 Shand, Amateur Cinema, p. 246.

2 Odin (ed.), Communications 68 (1), 1999
30 Odin, ‘Le cinéma en amateur’.

31 Odin, ‘Le cinéma en amateur’, p. 331.

32 Odin, ‘Le cinéma en amateur’, p. 335.
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In his opinion, amateur film is not neutral — in fact, it often stems from the well-off
class in developed countries — thus representing an outside view for anyone beyond this
world.??

I can confirm Odin's claim that amateur filmmakers had an “Important material and
technical fetish™4, creating gadgets that do not exist for professional filmmakers. Furthermore,
beyond the Greater Region, this claim is consistent with the writings of younger scholars such
as Shand (2007) and their calls for an independent amateur film historiography.*>

Similar to what Zimmermann and Ishizuka’s describe “Mining the Home movie”, Odin
claims that amateur film is

"a mine for researchers [...] unfolding into a multitude of histories, not only written
without a link in between themselves but also without a link to national history,"3

and relates this to Frangois Dosse's essay “L'histoire en miettes” (1987), which
translates to a “history of breadcrumbs”, referring to pieces of local history. The microcosm of
local history in amateur films I discovered in the Greater Region echoes this statement.

In response to Zimmermann's elaborations on the American leisure time activities and
the concept of Serious Leisure, respectively amateurism being the privilege of the advanced
social classes, Odin states that French and US amateurism differ in the way that, in France, the
contrast between the professional and amateur sectors was stronger. According to him, the
French were not as attached to their free time, thus not to their “hobbies”.?’

As a communication scholar, Odin is critical of the technical press, even though he
considers it an "essential link between technology, industry and economy."*® In his opinion,
the intention to teach people how to film is a mistake as it is the “wrong communication space”.

In reference to Zimmermann, Odin tries to explain her inclinations towards certain
findings - albeit also with an investigative undertone - that she has a specific “ideology at
heart”.%

Odin states in his 2001 essay that amateur film had gone through radical mutations in

the previous 15 years due to technical and societal changes (referring to the number of video

cameras worldwide), which had an impact on modes and movements of filming.*

33 Odin, ‘Le cinéma en amateur’, p. 331.

34 Odin, ‘Il cinema amatoriale’, p. 337 (translated).
35 Shand, Amateur Cinema, p. 357.

36 Odin, ‘Il cinema amatoriale’, p. 341.

37 Odin, ‘Il cinema amatoriale’, p. 343.

38 Odin, ‘Il cinema amatoriale’, p. 347.

39 Odin, ‘Il cinema amatoriale’, p. 344.

40 Odin, ‘Il cinema amatoriale’, p. 353.
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Van der Heijden follows the same thought process to confirm his own hypotheses in
2018 (in detail discussed in the following pages in this chapter).*!

Odin assigns an element of authenticity to the amateur — his assumption being that this
causes to their truth or reality not to be questioned by the viewer. Subsequently, amateur film
as document and amateur filmmakers as characters are utilised in commercial or professional
films as an element of truth or revelation to the spectator, for instance, in Soderbergh's “Sex,
Lies and Videotape” (USA, 1989) or Kieslowski's “Amator” (PL, 1979).4?

While Odin does not elaborate on his reasoning for this observation, we can assume
that it is related to amateur media technology's limitations in terms of image manipulation.

However, these limitations no longer hold true in the use and adaption of digital media
in the 21% century and may, therefore, alter the perception of authenticity of amateur film from

how Odin had theorised it at the beginning of the millennium (2001).

Following Zimmermann's and Odin's work, a large and expanding body of literature on
amateur film has sought to contribute to of amateur film history and research. Due to the
immensity of the topic and the medium's popularity, there must be spatial, temporal and
definition limitations set as a framework for individual analyses.

As previously elaborated, most studies approach the field from within focus on family
film or home movie.

Experimental and independent film as an oppositional practice is also recurrently
investigated in the context of amateur film (compare Zimmermann*?, 1995, Elsaesser, 2011,%

Maya Deren in the 1940s,* and Jonas Mekas in the 1960s%).

Despite the strong presence of amateur film clubs' and their considerable contribution
to amateur film production history, academia has largely neglected them as a study subject.
Notable exceptions in this respect are Ryan Shand's 2007 dissertation “Amateur Cinema:
History, Theory and Genre (1930-80)” about amateur film club productions in Scotland and

Heather Norris Nicholson's “Amateur Film: Meaning and Practice, 1927-77”, on British

41 Van der Heijden, ‘Hybrid Histories .
4 Qdin, ‘Il cinema amatoriale’, p. 353.
43 Zimmermann, Reel Families, p. 30.

44 Thomas Elasser, Film History as Media Archaeology: Tracking Digital Cinema (Amsterdam: Amsterdam University
Press, 2011), p. 95.

4 Maya Deren, ‘Amateur Versus Professional’, Film Culture, no. 39 (1965), p. 45-46.
46 Jonas Mekas, Movie Journal; the Rise of the New American Cinema, 1959-1971. (New York: Macmillan, 1972).
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amateur film clubs and their nationwide networks. Both studies partly cover a similar period
and research focus as this dissertation, while Norris Nicholson's approach includes a
comparison with the practice of family filmmaking. Their broadly designed research approaches

allow, in turn, for reflections on society and societal transitions.

Considering the amount of important literature about amateur film that is reviewed and
cited in my study, I chose to refer to it in the individual chapters. In the remainder of this
chapter, I will review and discuss most seminal works that informed this study, focusing on
research of amateur film clubs and/or the geographical region I am investigating, respectively
writing which informed the methodological process of this thesis.

Eckehard Schenke's 1998 dissertation “Der Amateurfilm — Gebrauchsweisen privater
Filme” (“The Amateur Film — Usages of private Films”) is an earlier account of amateur film
club research and informs my research design in many aspects. Schenke published “Der

199

Amateurfilm” chronologically between Zimmermann's “Reel Families” (1995) and Odin's
edited volume “Le Cinéma Amateur” of the Journal “Communications” in 1999.

Except for research from the same period by Patricia R. Zimmermann and Austrian
scholar Franz Schlager,*” who seems strongly oriented on Bourdieu, Schenke's work was not
yet impacted by the vastness of literature about amateur film research in different contexts and
different countries that is available two decades later, which makes it rather unique in
comparison.

Schenke contextualises his work as media sociological, thus being informed by
communication and media studies, but also by film studies.*® He is mainly interested in the
motivations of amateur filmmakers.*’

The Private-Public distinction Zimmermann makes, in her turn influenced by
Habermas, also finds its way into most aspects of Schenke's work.>°
His study is outstanding in terms of the sources and groups he chooses to juxtapose and
investigate:

Besides film productions and individual amateur filmmakers in comparison with
organised amateur film clubs, both in the Federal Republic of Germany as well as (in

retrospect) the GDR, he also adds a comparative layer of the German Offene Kandle, the federal

47 Franz Schlager, Amateurfilm in Osterreich. An Beispielen des personlichen Gebrauchs (Vienna: VWGO, 1992).

48 Eckehard Schenke, Der Amateurfilm — Gebrauchsweisen privater Filme (PhD Diss. Universitit Gottingen, 1998), p. 8.
49 Schenke, Der Amateurfilm, p. 35.
30 Schenke, Der Amateurfilm, pp. 11, 15, 35.
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public access channels, and examines German magazines for amateur film and video
production.

The latter allows for a study of the reception of amateur film among non-amateur
filmmakers. The reason for the rarity of this approach (exceptions here are for instance Shand
in 2007 and Van der Heijden in 2018) might be that the majority of amateur film studies often
focus on history and not contemporary subjects, in which Schenke is an exception. He mainly
concentrates on the 1990s, although he also gives a brief insight into the German Association
of Amateur Filmmakers (BDFA) history since the 1930s to provide a historical context before
and after then period of separation of East and West Germany. His methods of a postal paper
survey and little reference to the academic study of Oral History or sociological survey design
might appear dated at first sight. However, considering that his study took place in the early
days of commercial internet use and that he succeeded in accessing the unusually large group
of more than 500 participants, his results speak for themselves.’! His study and subsequent
quantitative evaluation with the early StatView software - an uncommon approach in amateur
film research - are compelling. Furthermore, they succeed in covering the spatial frame of an
entire nation that had only recently been reunited after a forty year-period of separation, as well
as three different modes of amateur film production (hobby or family filmmakers, club
filmmakers and those broadcasting on the public access channels) and the public discourse in
the technical press.

Schenke's work may have less international exposure due to being published in German
language. However, it contributes to amateur film research on a national scale that should be
considered for international comparison and reference, particularly in the study of amateur film
clubs, such as by Norris-Nicholson and Shand.

In contrast to Odin's claim that the amateur (film)'s authenticity and reality remain
unquestioned, Schenke, whose additional interest lies in the reception level (i.e., the level of
consumption of amateur films by viewers outside the club scene), claims that the amateur (film)
is in general not taken seriously based on the fact that its amateur origin is known to the

viewership (referring to Robert Stebbins research on amateurism?).

3! Schenke, Der Amateurfilm, p. 322.
52 Robert A. Stebbins, ‘The Amateur: Two Sociological Definitions,” The Pacific Sociological Review 20, no. 4, (October
1977), pp. 582-606.
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Laurence Allard's journal paper in the 1999 edition of “Communications” on amateur
film about the nationally operating Paris-based film club Ciné-Club 9,5 de France> (local
branches partly still exist), which was founded in the 1950s (accounts vary), might have
suffered a similar fate as Schenke's study due to language preferences in academia. The
publication most likely overcame potential international oblivion due to its modest length and
the fact that it was part of Roger Odin's 1999 journal anthology, whose status in the discipline

"534 of amateur

has overcome language barriers. Allard identifies sociability and "publicisation
productions as the primary motivations of the club members to join the club she investigated.>
Also giving importance to the previously mentioned in this chapter Public-Private distinction
(Habermas), she argues for the consideration of the exhibition of audiovisual practices as an
aesthetic Public Space within the private sphere. She takes into account Bourdieu's “Sociology
of Culture ">, essentially making the argument that the objective justification for the existence
of amateur film clubs is the social aspect. For the context of my dissertation, I found valuable
links in Allard's short account as it focuses on the umbrella club of one of the clubs I
investigated (Ciné -Club 9,5) and from the text, it appears that one of the participants features

in both studies, twenty years apart. Furthermore, her conversation analysis of a screening night

figures as as a basic discourse analysis.

Melinda Stone's 2003 doctoral dissertation®’ in communication about the San Diego
Amateur Film Club with the striking title “If it moves, we'll shoot it”, delivers precious insights
into the sociocultural aspects of the club life. These might not in detail apply to the Greater
Region's clubs, due to the very different infrastructure with San Diego being close to Los
Angeles, and the club in question serving as an outlet for independent filmmakers.

Like in Laurence Allard’s case, Stone's research leads her to regard the amateur film
club as a “family substitute” with the club activities offering solace.’® According to Stone,
while competition is encouraged, the results of the contests might not necessarily depend on
quality but rather on friendships and personal tensions among members. Preliminary results in
the Greater Region and UNICA do not seem to confirm this statement but serve as an

encouragement to approach the topic from additional angles.

33 Allard, Laurence, ‘Espace public et sociabilité esthétique’, Communications 68, no. 1 (1999), pp. 207-37.

4 Allard, ‘Espace public et sociabilité esthétique’, p. 219.

35 Allard, ‘Espace public et sociabilité esthétique’, p. 207.

36 Allard, ‘Espace public et sociabilité esthétique’, p. 207.

57 Melinda Jo Stone, If it moves, we'll shoot it. The San Diego Amateur Movie Club (PhD diss., University of California, San
Diego, 2003)

38 Stone, If it moves, we'll shoot it, p.54.
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The dissertation is the most kindred to the present one in two aspects: its Oral History
and textual sources and its objectives:

"Moving the study of amateur film outside the domestic sphere" of family film:
examining "the importance of vernacular visual history" and the impact of the "collective
spirit" and revealing

"how and why amateurs established cine clubs — small, localised communities that

engendered an atmosphere for filmmakers to improve their craft, experiment with

equipment, receive assistance with projects, create new methods of storytelling, screen
their films to large audiences, and receive feedback from other amateurs.">
Stone's most extraordinary insight is the film club members' certainty

"during the process of shooting and editing that an interested audience is

awaiting their finished piece. Unlike non-affiliated independent filmmakers, amateur

film club members are assured an outlet for their projects,

a statement I cannot fully share regarding the Greater Region's amateur film clubs and their
productions, at least not in the twenty-first century.

Ryan Shand criticises Stone's thesis because it

"does not attempt to situate its findings in relation to the established theoretical debates

within amateur film studies, a limitation that underplays the importance of the

evidence."®!

While I agree with Shand's criticism of Stone's thesis lacking when a theorisation of her
results — and, as [ am allowing myself to add, a lack of clarity in the outlined methodology —
there are three points to add to the contextualisation of her work:

As Stone admits, hers is

"not a typical dissertation. Although a significant portion of my dissertation adheres to

the dictates of scholarly research, I must admit that some portions veer from traditional

academic form."%?
While providing an extensive literature review which contextualises her ideas, also

outside film or communication studies, she writes her dissertation mainly from a position as an

activist and advocate for amateur film research and as a film director. Despite not following

%9 Stone, 1 fit moves, we'll shoot it, p. xviii.
60 Stone, I fit moves, we'll shoot it, p. 68.
61 Shand, Amateur Cinema, p. 21.

62 Stone, I fit moves, we'll shoot it, p. 10.
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scientific guidelines in every detail, its quality lies in its unusual form and approach that

contribute to the research landscape in a unique way.

Franz Schlager and Peter Gruber edited a very detailed volume that historically traces
ergonomics for amateur film.®® They cross-reference its history in aspects of feminist amateur
film, multi-media archaeology and archival problematics with topics per decade and
ergonomics, ending their publication with a chronicle of the Klub der Kino-Amateure
Osterreichs, the Austrian national amateur filmmakers' association. In his greeting foreword,
Gerhard Jagschitz uses the term Privatfilm (Private Film) as originating in amateur film, but
not being concerned with aesthetics, but merely with the documentation of private life,
specifically not everyday life, but special occasions (compare home movie or family film),
however decidedly avoiding public display. He traces this radical distinction between the
public and the private in amateur film (once again — while not referred to as such — recalling
Habermas’ distinction) back to a search for private stability in the inter-war years.** This train
of thought is evidently of interest when researching amateur film clubs, i.e. amateur
filmmaking for an audience, as it sparks thoughts on how such private filmmakers on a quest
for the very private might have negotiated membership in clubs and related practices for
themselves, as it is likely that there was an overlap. Die Angewandte (University of Applied
Arts Vienna) collaborated with the Osterreichisches Filmmuseum on the project "Doing
Amateur Film", with three researchers working with the museum's collection, focusing on the

1920s to 1980s.

Meindert Talma's account of the amateur film club De Groninger Smalfilmers,
published in 1994 by the — now defunct — Geschiedeniswinkel, a local history workshop in the
Northern Dutch town of Groningen, associated with the Rijksuniversiteit Groningen, it is more
of a popular historiographical, anecdotal work. I discovered the publication through the
dissertations of Susan Aasman and Tom Slootweg. It sparked my interest because of its title

no65

"Amusement of Avant-Garde"®> when 1 was looking for traces of avant-gardist films from a

club context.

63 Franz Schlager and Peter Gruber (eds), Von Débler bis DV-Cam. Ergonomics for Amateurfilm (Wien: Peter Lang
Européischer Verlag der Wissenschaften, 2000).

%4 Gerhard Jagschitz, ‘Geleitwort’, in Schlager, Gruber (eds), Von Débler bis DV-Cam., pp. 7-8.
65 Meindert Talma, Amusement of Avant-Garde. De Groninger Smalfilmers 1933-1969 (Groningen: De Geschiedeniswinkel,
1994).
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However, this aspect was very helpful for the present research, as these public history
initiatives often work with Oral History and approach history "from below”. As there was no
digital version of the publication available, it took almost two years until the travel restrictions
of the COVID-19 pandemic were loosened, and I could make a scan of it at the EYE Archive of
the EYE Film Museum in Amsterdam. This fact had the advantage that it came in at the right
time to compare results instead of impacting my hypotheses too much. Indeed, the observations
that Talma makes when comparing the club with several others in the Northern Netherlands
(not to be confused with the Dutch province of Noord-Holland), without being too much
concerned about analyses or contextualisation, are very similar to the club landscape in the
Greater Region: Talma describes the impact and consequences of the implementation of Super
8 technology which coincides with the socio-historically tumultuous 1960s and the generation
conflicts of the period, the skepticism and heated discussions about experimental films of the
"bourgeois and a little elitist" club and names a chapter "the ambitious amateur filmmaker",

followed by a chapter on a "crusade against the press" (translated). ¢

Ryan Shand's take on the existing scope of research in the field is that scholars neglected
to question genres within amateur film. They researched

"to find their pre-conceptions confirmed as well as their existing categories fulfilled

instead of challenged"®’.
However, the field is remarkably diverse.

Shand's aim in his 2007 thesis ‘Amateur Cinema: History, Theory and Genre (1930-
80)’ was to

"outline the basic generic characteristics of amateur cinema as they developed in

Scotland, over a period of fifty years"®®,

trying to establish a basic national historiography and pointing out transitions and
adding a "fresh theorisation of local amateur production within a national film culture".®
While Shand focuses on Scotland, his approach to isolating local production within the national
film culture with the resulting understanding of how much England impacted Scottish amateur

film culture shows similarities to the present study of individual national regions in

transnational comparison.

66 Talma, Amusement of Avant-Garde, p. 62.

67 Ryan Shand and Ian Craven (eds.), ‘Small-Gauge Storytelling: Discovering the Amateur Fiction Film’. Edinburgh:
Edinburgh University Press, 2013.

8 Shand, Amateur Cinema, p. 7.

% Shand, Amateur Cinema, p. 21.
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According to Shand, the archiving situation for amateur film seems to be favourable
and even improving in Scotland (based on his 2007 account), as he states that it enables scholars
to write and analyse instead of collect and search.”®

This is a rather exceptional luxury, than an international standard which enables him to
select the genres he wants to focus on, crystalising certain discourses within the amateur film
club scene as well as in amateur film journals and manuals.

Shand uses the terms ‘cine clubs’’!

and ‘photo clubs’, existing alongside professional
practices and enjoying an ambivalent relationship to inherited professional standards. I would
like to point out that he seems to make use of the term cine c/ub interchangeably with amateur
film club, as it seems. In French, and therewith in two-third of the area of the Greater Region,
this term is used almost exclusively for clubs that get together to screen and discuss art-house
or commercial films (notable exception is the Ciné Club 9,5, which is possibly also a hybrid
form as it appears from Laurence Allard's article (see Chapter I11.6.1).

Shand makes a very detailed distinction between the restricted mode’®, exhibition and
production’3, as well as the home mode and the club mode.”* He argues that genres and film
types give insight into the club (practices) instead of vice-versa.”> This thought has informed
my contextualisation of club works in connection with interviews and other documentation.
Based on different club outputs beyond film, such as club newsletters and social gatherings,
Shand investigates the diverse roles of amateur film club members in the club as a social
construct.”®

His and (his PhD advisor) lan Craven's approach to contextualise amateur film clubs
with Robert Stebbins' concept of Serious Leisure’” could be considered trendsetting in the field.
Together with Shand's elaborations on amateur animation, collective identity and localism, it
has given me important insights on my own source body. Furthermore, Shand establishes a
new terminology’® and suggests that considering the uniqueness of amateur film genres,

79

scholars should try to go beyond existing categories to define them,”” a thought already

70 Shand, Amateur Cinema, p. 7.

71 Shand, Amateur Cinema, p. 150.

72 Shand, Amateur Cinema, p. 45.

73 Shand, Amateur Cinema, p. 9.

74 Shand, Amateur Cinema, p. 182.

75 Shand, Amateur Cinema, p. 155.

76 Shand, Amateur Cinema, p. 134.

77 Stebbins, ‘Serious Leisure’, p. 53-57.
78 Shand, Amateur Cinema, p. 14.

79 Shand, Amateur Cinema, p. 14.
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formulated by Odin in 2001. However, Shand does not refer to this previous application of the
genre question in amateur film or to Odin.

Shand applies an analytical method from a different discipline, Historical Poetics, to
move away from an analysis based on visuality as mere interpretation. Instead, he focuses on
interpretations of films and genres based on empirical evidence. Quoting David Bordwell,

"Historical poetics offers explanations, not explications."

In the years since the publication of Shand's dissertation, numerous international studies
on amateur film have been published, yet, writing on amateur film were a more limited field at
the time. Shand thoroughly engages with Richard Chalfen's anthropological investigations of
amateur film but appears to completely leave out Odin while discussing "the exhibition of
amateur film",3! a concept similar to Odin's semio-pragmatic approach to amateur film

analysis, respectively to the Dispositif of amateur film (as a decade later extensively discussed

by Van der Heijden).

In comparison to Zimmermann, whose work he criticises for lacking interest in
empirical evidence and for the claim "that systematic analysis of amateur film is not valuable
due to lack of cinematic language to decipher",®? although Zimmermann is one of his recurring
main references, his approach is more focused on empirical evidence. It appears, Shand can
maintain a certain 'academic distance' by focusing on archive material and Oral History
interviews, which serve him as sources quoted from articles and television programmes.

Quoting Laraine Cookson's claim from 1993 — around the period that Patricia R.
Zimmermann claims the problematics of the supposedly opposite prevailing general approach
— Shand criticises that.

"Amateur film has mostly been discussed for its technology, with little attention given

to its aesthetic, cultural and historical perspectives."8?

In his 2014 paper in the journal “Leisure Studies”,3* Shand uses Oral History and Artefact

Analysis to investigate how competitions encouraged club and individual productions within

Serious Leisure.

80 Shand, Amateur Cinema, p. 18.

81 Shand, Amateur Cinema, p. 255.

82 Shand, Amateur Cinema, p. 18.

8 Shand, Amateur Cinema, p. 4.

84 Ryan Shand, ‘Memories of hard-won victories: amateur moviemaking contests and Serious Leisure,” Leisure Studies 33,
no.5 (2014), pp. 471-490.
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Heather Norris-Nicholson provides a comprehensive account of the British amateur
film scene, including its clubs, over a fifty-year period (1927-1977).%5 Despite focusing on a
limited selection of archives, she covers the entire country, including networks among clubs.
She compares these with individually operating amateur filmmakers and the British amateur
film press, which, as she argues, evolved very differently than in the US:

independently and unbiased by the competitive big players of the industry. In an attempt
to surpass common definitions such as home movie, family film and club film, Norris-Nicholson
compares topics and genres that mutually concern all these stakeholders, investigating the
social practice of filmmaking. Each individual chapter traces its topic diachronically through
her research period. Comparing both clubs, including their administrative club records, as well
as individual filmmakers, enables her to tackle a vast range of diverse production in terms of
location, quality and genre. This approach gives insight into evolving ideas, assumptions and
values in transition, eventually into a changing society. However, the contextual information
about clubs remains somewhat limited due to the geographically widespread distribution of
club material. While the examples of film analyses are brief, they are comprehensive and tie in
with each other and with local social history.®® Considering the often-frustrating lack of meta-
context of film records in archives, Norris-Nicholson's use of amateur film magazines helps to
draw contextual conclusions.

Comparable to the present study in its structure, "Amateur Film: Meaning and Practice
1927-77" aims to provide historical insight on life in local communities to provide background
knowledge about the amateurs' life reality.®’

While she looks at five decades of filmmaking during the 20" century, Norris
Nicholson’s writing is also informed by new technologies of the third millennium, and she
points out the redefinition of “technologies of the self” (quoting Foucault®®) memory practices
from selective to broad, based on access and availability.

Despite criticising archiving policies and funding issues that favour non-fiction films
due to their role as historical documents (a repeatedly discussed issue in the majority of studies
on amateur film), Norris Nicholson appears to doubt that there is a cultural significance of

amateur (fiction) films beyond their historical value, similar to Zimmermann.®

85 Norris Nicholson, Amateur Film.

8 Norris Nicholson, Amateur Film, p. 51.
87 Norris Nicholson, Amateur Film, p. 77.
88 Norris Nicholson, Amateur Film, p.