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The festival is an apolitical no-man’s land, a microcosm of how the world
would be if people could have direct contacts and speak the same language,
(Jean Cocreau)

As an idealistic project for conflice resolution, it is said that the Cannes Film
Festival is part of the public sphere, as Jean Cocteau asserted in 1954, The
quotation remained on the front cover of the festival statutes unal the mid
1980s. Yet the history of the festival does not entirely fit in with this dealistic
framewaork — neither at the time of its inception nor later. Instead, the Cannes
festival is exemplary of the way in which film and the arts more generally are
entangled with political and economic interests in addidon to representing an
arena for debating the meaning and scope of cultural values within national and
international frameworks, Furthermore, these debates dunng a film festval
constitute a good example of affective modes of communication, both aes-
thetic and emotional, in the cultural public sphere (McGuigan 2005).

From the very outset, the Cannes Film Festival was an official event and
financed by state subsidics. Struggles for supremacy characterized the beginnings
of the festival: which city would host it? Where would the money come from?
Whar was 1t to stand for in companson with other festivals such as Venice?
How was it to be organized in a way to foreground French interests without
vexing other participants, especially the Unired States? The festival faced many
challenges, and its foundation was the result of a subtle and patient diplomatic
tightrope act. In the context of the Cold War especially, Cannes was used as a
framework for informal confidence-building meetings between representatives
from both sides of the Iron Curtain or, at least, from both Superpowers, the
USSR and the USA.

Qver tme, diplomatic and state priorities gave way to cultural and economic
considerations. In the late 1950s and early 19605 new forms of film-making
emerged, chiefly the Noupelle Vagiee and the ‘dnéma d'autenr’, and these came
te compete with more traditional film sevles that enjoyed greater state support
and were more likely to pass the official screening, Both the shifting identity
inherent in the concept of a festival and the celebration of an art form that

defines irself through movement and the contraction of space and time imbued
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Films festrval in 1939, Metro-Goldwyn-Mayer {MGJ":"I]I rr.:n'u:.;;l_;l];_,.E.'.!= : ¢ atly
tic liner to ship stars such as Tyrone j.h_'.-\lrcr. Crary Lﬂ(}pcn ]}nug{”]: f
Ir. George Raft, Paul Muni, Nonmna Shearer and Mae W:.-:ur ACTOsS l‘hc‘ &J
Ten Amencan productions. were scheduled for screening, mﬂﬂmiaﬂ 2
vanery: fantasy represented by The H-?.*.:.mf of Oz but ako 3 '-‘l-'mtrn, d ; :
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ducing new cinematographic techniques, since they included the only film
of the festival in colour, But most of these films could not bﬂ":ﬂﬂﬂﬂd.ﬁﬁ
31 August 1939 The Hundiback of Notre Dame was shown dllﬂng.l '
reception, and on the very next day Germany invaded Poland. On3 Septem
France and Great Britain declared war on Germany and the Festival was can.
celled midway through, Pl
Following the end of the war the provisional French ﬂ“"‘mm'ﬂltﬂmd
resuming the festival as early as possible despite the fact that th:m[m‘q}tw“
facing many other urgent problems, One of the goals was to Wh“ﬂthﬂnmn
before the Mastr could blossom once more, Erlanger managed to "-'f"-lﬂm':r
Robert Favee Le Bret {1W15-1987), ay the organizer of the Eﬁw' .E"lﬁ:n
Ihuugla Le Bret had no link to the wiorld ﬂrfill:lﬂa. he had ""ﬂ!n‘gﬂ-bclﬂignfh-
tons i different ministries and this was thought useful ac the hm::muim-af
general financial restrictions. Moreover, Le Bret had F"“-*'-"Wﬂﬂ?mﬁmgfdﬂl&
prestigions. Paris Opera House and: thiis wis artuned to cultural diploma :
{M-‘.}mign}' and Meeks 2007: 40, | .I.”“:.:'.
The festival was relaunched in the name of peaceful competition, In his
editonl ro the special isue of the Journal Le File Frangais, de ﬂ}lﬁali:ﬂ to the fire
Cannes festival afier the end of the war in 1946 and entitled *Le festival de fa
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both the USA and the USSR supported Venice: St
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Venice was not the only festival with which Cannes maingained 5 rvalry, The
late 19405 saw several other film festivals being created, ti:._l‘r;uw_ing, thei s
tion that film was not only 3 successfil and growing industry but ha : lﬂh
that could be used to influence public opinion. Examples include the Brussels
Festival and the Locamio Festival and lacer that of Berlin ﬂ"“"'ﬂ?ﬁi:ii:i{ll_%]?tj%ﬂ

This 'threat’ of international competiion helped Cannes cons olidate its P

nomic basis through state subsidies in the carly 19505, Later on, when e
impact of the festival on tourism became apparent, an Arrangement “'“ﬂﬁﬂa

with the local authorities 1o increase their share in the bu_fdgc-_r. Thi'ilﬂ‘]ﬁ:u

fixed quota system for the first half of the 1950s with 72 per f:‘n!.ii:lf.tﬁt-.bmig_q'

coming from the state, 16,5 per cent from the City of Cannes and 11.5 per ceac

from the regional council, This did not even change 'ﬂgﬂiﬁ'ﬂ“'-f{}'"ﬁl‘.;iﬁ'-jjj:mﬁ

19905 the French state continued to support the Cannes F'Iﬂlﬁmqﬂﬁtﬁtﬁ
subsidies, the latter making up 874 per cent of the hudgr.’*t TG00

From eultural fact to cultural value
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enharice the critical and artisgic :.cmihili_n'cslnf viewers and, an thi b
the depiction of national characteristics an an aummng_.m},._
change in the 19505 with the emergence of the Nouvelle Fague.

A time of turmoil and new beginnings
The expression Nowvelle Vagre first appeared when the ¢m”

i chief o
L' Express, Frangoise Giroud, announced a major survey mﬂﬂmiﬁ

eration aged between 18 and 30 on 23 August 1957,

The results were published in the issues [of L'Express] from 3 Ocrohe, o
12 December 1957, The front cover of the first isue show :

with the caption "La Nowrlle Fagie 15 coming!” followed
from Peguy: *We are the centre and the heart, The axis g
It is from our warch thar nme wall have to be read.” This quo
the importance that the eldest artach to the new generaton. T
Vigue' designated a sociologcal reality, and this was the way it w
fist apphbed in relation o the cinema,

Ry
Hence, the term Nowelle Vague came to refer to all new ﬂ'l‘.'lfﬁ':ili
society inthe Lite 19505 In film it was soon asociated with 2 volnne sernes

1925 and 1949, Famows film directors such as Jean-Luc Mr
Truffaut, Enc Rohmer, Jacques Rivette, Claude Chabrol and others wrote
their finst Al cnticism there, even before they started tunﬂ;ﬂ,qﬁﬁw
movies (Deforsean 2007). \ s
André Bazin was the spiritual father of this new generation of
wha would soon be referred to.as *Young Turks'.* Bazin conside
a way of emanciparing people, and assumed thac if high-quality
explined to a broad public this public would become more de
discriminating. Bazin basically focused on films and the storie:
Truffave and the like-minded Jean-Luc Goddard and C]Mldﬁ
these ideas one stage further and developed the :pp]:b&di? _ i
d'antenrs’. The pnnciples of this ‘author-driven cinema® wm* ived by
John Hess in 1974 as follows. f T
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Truffaut was also of the opinion that all critics shared his negative yimwe

the Cannes Film Festival, but did not dare to say so in order not to endans..

their press accreditation, As if he 1.-.':mrf:d_ to prove that Truffaue wﬁmﬂ‘ R
Favre Le Bret actually excluded him in 1958. Yet that was also l;hg?eai’.;ﬁ el
Truffaut managed to use the festival to his own advantage b}'_'suc eding o
attracting funding for his first film. He persuaded his ““’Fﬂthtr,j
Morgenstern, to buy the Soviet film The Cranes are Flying (Mikhail 1 alato,
1957). When the film was awarded the Golden Palm it became a huge*m}ﬂé
and Morgenstern was able to fund young Truffaut’s project, which became 73,
400 Blows and earned Truffaue the Best Director’s Prize at the 1959%
Film Festival (Baecque and Toubiana 1996: 197-201). NN
[n cinema the 1960s were strongly determined by the opposition be ¢1:l
the ‘cinéma dautenrs’ and commercial movie productions, cm“““ﬁ@t
place where a minority presented its movies, and yet they were still censored

VA=

by the nation-states thar selected the movies for competition in the ﬂmgphcp
It was therefore difficult to access a divensified international film selection.

L. I

Simultaneously, and despite the strong contradictions within it, the Frene
cinema was undergoing important changes. T

In 1968, and against the background of the growing social and Eﬁ]mﬁl;ﬂﬁﬂ
content among the French student population and working class, an atternne
was made to oust Henri Langlois (1914-1977) from his post as ﬂl‘ﬂsﬁnmd
technical director of the Cinémathéque frangaise, which he had fuund:dm
thirty years earlier in 1936, and which nurtured a close relationship with the
film directors of the Nouvelle Vague. This attempt was spearheaded by Aﬂdﬂ,
Malraux, another great film aficionado and a major supporter of the Frencl
cinema, who was Minister of Cultural Affairs at the time. Malraux Was] _Ilm"‘h_.

an art critic and historian but did not entirely agree with Langlois’ deference =
the ‘anema d’autenrs’ and was keen to see a change in the directorﬁhii:; Shite
Cinématheque after thirty years.® i
The film world was appalled by this coup. Under Truffaut’s and Renoir'
leadership the Comité de Défense de la Cinémathéque was brought m[:t'enn ;
demonstrations were organized as of 14 February, which were gtnt' mﬂf"hm-
m!ly repressed by the police. Following this pressure, Henn Lﬂngtnuwuﬁn:l[y
remstated on 22 April. The atmosphere of this fierce conflict would still be
palpable when the socio-political crisis erupted in May 1968. H“““ﬂltu_
gins of the events that occurred in Cannes during the 21s¢ Fem?;lca:;h
traced back to the broader context of a national crisis but also .t‘s-ﬂ.li'intéfé}ﬁ].
crisis in the French film world that had started earlier. neern

The politically and socially charged atmosphere soon reached the stival, which
was scheduled to take place between 10 and 24 May. Opinions as tﬂﬂlﬁf{d&nﬁt‘j’
:*:-F thr:- Cannes Film Festival appeared to be as disoriented as those mncgmlﬁ’g«;hg
identity of French society as a whole. For this reason the festival became an arena

of conflict. What did it mean? What did it stand for? How was it tu.be-mqu?}f

. The 5tudent_ revolt reached the Cannes Film Festival on 13 May, ﬂm:hcfﬁys
after the opening, On 10 May the organizers managed to hold 4. alm and

P
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ceful opening ceremony, withagt
niversities. But the absenc - of p

Frr-"gztugiy of trouble. 10 May is also §
ic["aris and notorious for the heavy-h; i K
i.lml whilst the capital was the mﬁ i

w;]cmm:d celebrities from all over ﬁ}ﬁ .

jeliberately ied to play dﬁw?. cnsions g
yiemam War from the competition,
On 13 May the Association Frmr;dm

lidaricy with the s!:udcnt movement and r
o interrupt the festival t!‘:at. dﬂ?ﬂﬂdd
;nd ‘cultural liberty” (Thévenin 2008: 41). This

i

, call for a general strike by the students of th
ﬂ;‘néummgmp.'ri:_rm:s. who then procee 3
CNC and demand an immediate end to th
movement was supported by the pro --;_:..
May a small party of people suppor ing ¢
et in his office to inform him that the fe
paris. As Robert Favre le Bret refused to ¢
wal. this group of protesters occupied th
further screcnings. L
The demonstrators challenged the institution of the -
but they also had to face disagreement niches y
qvalgoers. The debate first concerned whe
Second, if the festival was over, the question
should be shown or not. By the late afternoon.
o close the competition but to continue s
agreed to show their films {Thé.\rﬂun
Truffaut and Godard prevented further screer
atlunchtime, Robert Favre le Bret declared ¢
Film Festival. i
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Towards a French stage for the cinemas of the world

Atone level, the consequences of the 19¢
than feared; the dress codes remained, cou
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and the events taking place in the palace a
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presented. o
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not a single one, Were it made by Forman, me, Polanski or Frangois, there ;

none’ (INA 1968). One year later, film directors with movies presenting conten,

porary issues Were

British public school and reflects the ideas of counterculture and antiauthoriggs.

ian movements, Dennis Hopper was awarded the Prx de la premiére oeyppe

Easy Rider, a movie depicting the atmosphere of the late 1960s mthmx.drug;#
and rock 'n’ roll. g

Many films with social and political dimensions shown in 1969 were ¢ not i

the regular competition but_ i.n a new section called '[Jircc.tnts_? Fﬂ!‘hﬂght«?
(Quinzaine des Réalisateurs). This section was completely urgmlz*d"hﬁ"':lﬁ:aﬁp;
ciation of French directors (mostly from the Nouvelle _Vague] with the title
‘Socidte des Reéalisateurs de Films'. Twr:nr'_.:-twn nationalities were tep‘;é_;gm;di
exemplifying many different political issues: the Frenchman Louis Malle
showed a kaleidoscope of stunning shots from Calcutta; Walter Lima presented
a pessimistic science-fiction film about his country, Brasil A."ﬂ 2000, whereas
Barravento, by his compatriot Glauber Rocha, was to be considered as thﬂ:mﬂl-“'
ifesto of Third World cinema; Evald Schorm, known as ‘the conscience of the
Czech New Wave', had trouble with the Czech police after showing his film
Five Girls Around the Neck; Ed Emshwiller presented his first underground fe;-
ture film with two dancers and other couples discussing their m]aﬁﬂmhips';_aﬂﬂ
lives in a candid display of self-revelation. From its very first year on, the
‘Quinzaine” was a success in democratizing the festival and opening it up to a
wider range of directors. _

In other words, 1968 had three major impacts. First, it allowed the world of
the cinema to be defined as a sphere where socio-political and cultural issues
could be staged. Second, it legitimized the international character of the Cannes
Film Festival as an arena for New Waves from all over the world; a home was
now guaranteed for new generations of filmmakers. Finally, what hadﬂmad},
begun in the late 1950s was confirmed at the end of the 1960s: the move from
diplomatic and governmental issues towards a greater focus on the cinema
world itself, its heterogeneity in styles and origins. Indeed, the shift from
‘nter-nationalism’ to multiculturalism started to occur after 1968 and led pro-
gressively to the suppression of national censorships of the film Ee]gcﬁgm
Cannes was no more the stage of the world of cinemas, but welcomed the
cinemas of world. '

The “Directors’ Fortnight” was, of course, the most important consequence
of the 1968 revolution for the Cannes Festival, but as carly as 1962 another
section had been created to free the festival from political pressure, namely the
‘Critics” Week', designed to showecase first and second feature films. Frnmtht
outset it was organized by the Association of French Film Critics, independ-
ently of the official festival, although it was clear that it should take place in
Cannes at the same time, The programme of the first event was clearly more.
exempt from political and diplomatic pressure than the official festival: of the
ten films selected, Strangers in the City (Rick Carrier) depicted the life of a

re i

granted centre stage. If by Lindsay Anderson was dverdd]
the Grand prix intemational du festival. This film tells the story of a rﬁhﬁm‘mﬁ&l _

Rijcan family na Manh;mﬂm i
th a young man's dcpmumm, S

.ntioned, everyone could see the fi
g chis ‘war without a name’. In’

1 Fin -3 ] - ,:
‘,‘Eir!::d no fewer than seven of the twelve
oli€ { e

puentc
It W

This had in great part to do wi

il
nc“' Erﬂ"' - e -y _ e -
inema aficionado, unlike both Maurice

;tf'ﬂm him. His attention was therefore focus

form, besides maintaining the glamour associar

the dip]ﬂlﬂ.‘ltic game. The hﬂﬂ: WHSStIIlim tant, b
had been during the first years.” s o i a4 .
jacob initiated a new ﬂfﬁﬂﬂiﬁﬂmﬂn{?ﬂ_:;.
[[:'u certain regard) for pfumunng ﬁlmsthhg
Jgistic or Innovative, Fﬂnls.seicctvf:ii-ﬁ:; the ‘R
Jdvertising material and posters — Just as those
sse ‘en compétition”. Thus, as of the late | 960s
figious programme :nmpnnentr.‘::-tlie-zqﬂ'i_. i
.nd the Director’s Week. This -lal:t:r-s:i;'gﬁl
o its director, Pierre-Henri Deleau, who ran
antil 1998. This rise in prominence partly |
Gilles Jacob. Z
Another component of the festival tha
the ‘out of competition’ screenings of, mainly,
did not qualify for the official selection but that ¢
Cannes as a platform for gaining publicity. T: t
the ‘Golden Camera’ award (Cameras_ii’é(?ﬁﬁ_'
film by a director in any section of the festival. ™=
Recently the festival has launched a new section ir
n the development of film as an art form a
the emergence of new talents. Headed by Gex
consists of three main parts. Theﬁmi;
screening of short films during the festiva
The ‘Résidence’, created two years later, a
world to live and work in Paris for almost!
that they can write the script of their first or se
another. Since 2004 there has also b :
are selected, each with the script and also
dlready completed. The film directors in-
professionals in Cannes during the festival and *Cinéf
complete their budgets. vl .
Cummitmcnt to cinema a.ﬂd m R
have a long tradition in Cannes, even if othi
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this respect. This is, among other things, 2150 e

known 1in am ;
::ffmnces organized occasionally within tl;'u: ﬁ'a.mt:wnrk of the fe
1977. when Roberto Rossellini accepted chairmanship of the jury, it

on condition that he could hold a workshop on the ‘social and economj
P cinema’.!! In 1989 d-‘:lhal:t:sir.m democracy took centre <m
symposium entitled ‘Cinema and Liberty” was held to commemorare
anniversary of the French Revolution, attracting over a hundred d; &
all over the world. ;
The Erench Minister of Culture, Jack Lang, often employed the fu

vehicle for announcing key elements of his policies, so it El‘aﬂua.lly‘- :
assume a European dimension. In his press conference in Cannes on the rals.

tions between Europe and cinema on 17 May 1985, Lang de‘:hm'ﬂ:i %

In my view, these are the goals to be achieved and thg-cgnditiﬁ@-‘ _
fulfilled to safeguard the future of European cinema. [t cannot happer.
without a national endeavour on the part of every 'm-“ntl:fg-;'_ en
forgetting egotism, without the participation of the creative them "
who can do a lot to enhance public awareness, by the political repre.
sentatives of the cultural and economic issues at stake. They also haye ¢
take responsibility for this future, making their ExPEﬁEHEEs.'_tHﬁi, =
tions, joint issues; is not the 38th Cannes Festival, a crossroads aﬁi
ing point, the ideal place for these exchanges and the pursuit of th
common idea?'® G s

In the vear 2000 the establishment of a 20-million-Frane ﬁmﬂlﬂgp:;q T
was announced to promote Franco-German co-productions. On this occasion
Prime Minister Lionel Jospin commented that the future of French cine

increasingly that of European cinema.’ ol

Conclusion

Cannes is everything that defines cinema: glamour and strictness

and gravity, sexual and cerebral, excessive and sophisticated, art

ness, the ridiculous and the sublime. A strongly diseriminator '3

at the same time the ability to change, to embrace the nuw.;j;_i;-_.g_";;;

ema. Competitive and very open. « . A
(Todd McCarthy, film director and criti

on the website of the City of

Unlike the Berlin Film Festival, which is an open space attended by
of the population, Cannes stands for something that is compa o
international conference of experts and government officials. Cannes
circle, which only highly select people have the right to join, at |
official selection. Cannes is ruled by strict dress codes and & "?E\
Cannes’ paramount task is to assess films. e

llecugnizt:d by all maj?f_st_ak_eliﬂﬂ;
o in the world, Cannes’s influence on ¢
t. this reason some FE’DPiE ﬂ'ﬂght?n :

for Bur what are the specific characteg

n its unpredictability and '* oG

r =

it rely o : S Oy dapiiyisity
ive and innovative way? Or dﬂl._‘.i_i;:'!:_li:ft::_:__;__u
which is then produced as a result? Does C:
pilization of the art of the cinema, notion
Does it present a 'd:scnnun_a!iﬂl'?' elit;mr %v
organized, burlalso by exf:ludmg-ﬁlms._"
ity of the festivalz o
when the value of films came to the forefr
the Nouvelle Vague, it became necessary to in
whilst pr{-s-::nring a certain tradition. "’ :
of the festival. This balance between traditio

_""ﬂ

be achieved thanks to the highlights d :.

helped to reform the structures of the festiv:

ion could represent the festival m&u
Uh: 'IQHl'u'.-?:'u:llln‘!:'T and 'Cﬁﬁfs’ W:gk' "-'Ftﬂ
promotion of new generations. Thtnc;;tf_-. Y
in 1972, when the selection of ﬂmw
committees to a group of experts and speci
move enhanced the legitimacy of the festiv:
wlected by cinema Expﬂrtsﬂgm;mi&.. o
value and removed from the bias ﬁfn
wlection mode also made the f‘gmvﬂmoﬁr-
more freely to express criticism,
| e _
Apart from the coexistence of the official and par

A
-

rnty of the balance between tradition and

- s Ty
P

committed film experts in the managemen
dent of the festival, Gilles Jacob, is a person able to challenge cinem:
festival and always on the watch for new forms of cinema art, The same i
of Thierry Frémaux, the festival's general delegat . The organizers feel a rea

commitment to cinema. Yet critics i e f
fear that Cannes encourages a format th
copy in order to win a prize. The feﬂ;
avoid losing its ability for s:lflrefﬂll:ﬁﬁ'

For the 2009 event the Cannes Film |

Fraen

as much as possible by adapting to digita
accessibility to the films presented; a 3D

ing ceremony and the first five minutes of
online. At the same time, traditions and.
specific needs. After all, the glamorous ¢

Jl‘"‘ i e

utes to another major .a;sp_:}:_ﬁ.-aﬁz"ﬁij

s

political and contemporary issues. It 1s al
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from reality for a little while, using aesthetics and emotion as mﬁinsnuﬂhﬁdﬁrﬁgﬂ ;
communication in the cultural public sphere. A . -

Finally, Cannes has a threefold reputation to }'Fhﬂld* F““: with support
from the national level it is a channel for promoting democratic values and 2
worldwide stage for dialogue and cultural exchange, and this is an important
element for France's cultural diplomacy. Second, in order to remain in the
leading position, it has to seek and find new dire::l:m:s and new film geu::ﬁand
be open to new technologies, thus acquiring the right l:l:':- judge and gwgm
impression of new trends in cinema. Third, it has to foster its f:stablis_hei:lsi:ﬂagﬁ
and celebrate its achievements, making it into an arena where previous young
generations can continue to grow and return again in the course of time to
present their subsequent ocuvre,

Ultimately, even if the Cannes Film Festival manages to unite an important
diversity of aspects and even if it derives its energy from a history shaped by
major challenges, it is one of many events, larger and smaller festivals, that all
contribute to pluralism and diversity in the world of cinema. Cannes has cer-
tainly left its mark on the map of film festivals all over the world, not least as
an example to follow or one to question. This makes it into a fixed point in
the cultural public sphere, a guarantee for the constant progression of the art
of cinema.

Notes

I Erlanger was of the opinion that a new festival was necessary not only because the
Mostra had come under Mussolini’s influence but also because Salzburg was gradu-
ally being brought under Nazi control, 3

2 The agreement was so called in honour of the persons who led the negotiations:
Leon Blum and Jean Monnet on the French side, and James F. Byrnes on the
American side. i e08

3 All the translations from the French are the authors. This quotation is taken from
the Archive of the Cannes Festival, stored at the Cinémathéque in Paris (Bibliothéque
du film), here FIFA14B4 (FIFAxxByy refers to documents from file XX, box YY in
the archives of the Administration of the Festival intemational du film).

4 Le Fascinateur, the first cinema journal, established in 1903, and other reviews were
the fisst arenas in which film criticism emerged and evolved. These reviews
targeted professionals in the film industry and were intended to contribute to its
prosperity.

5 FIFA93B13 pp. 6 and 7.

6 This s a reference to the Young Turk Revolution that restored the constitution in
Turkey in 1908, The initiators of that revolution defined themselves as progressive.
and modernist, :

7 The Truffaut archives are also located at the Bibliothéque du film,

8 It should be added that Langlois’ contract was due to come to an end that year.

9 The very arduous negotiations with the Soviets held by Jacob in Moscow in
Fﬁ'lfmin' 1977 illustrate this important aspect of his work (Jacob2009),

10" This programme was in part conceptualized to counteract the ‘Critcs’ Wﬂk‘?

which had selected the best second film by a director since 1962.

e

(1 J:cuh devoted a wl':,u]ct:ham .
ated that Rc-sselhm_s d{?&[ﬂé’.’.;
huge involvement in this
the workshop, Le colloque de Can

(2 Archives nationales, F"“ﬂsﬁﬁﬁ;,

13 Report o the French H;ﬁ_ﬁjﬁf emb
q° 3197, recorded at the Record Office ¢
on the strengths and weaknesses ’

40 and 62.
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