
i  f  rEsr ivAL TNTERNATToNAT du 61m de Cannes f i rst  opened on the
.nifbrtunate date oI September r, r939. as Hitler invaded Poland. Reborn in
tpr i l  r946 as the 6rst major postwar international cultulal event, the Festi-
,.r i piomised the "frnest 6lms in the world presented in the fioest setting in
,ire world."r Wlth its glamorous sheen, it would help project an image ofthe

':covery of France and would serve, more concretely, as an ideaL vehicle for
!oclving tor.lrism to the C6te dAzur. But it did mor€ than that.

In the context of hlm history, "Le Festival de Cannes" as it was later
kndl!'n, or the Cannes Film Festival, became the shooting star in an ever-
. xpanding cosmos of film festivals after the war.2 lt played a key role in the
.',rvelopment of the postwar "art filrn," helping to larrnch the French New
'r\ave rvhen it ar,varded Frangois Truffaut best director for his les.loo Corrps
,,r r959. The Festival also provided an international venue for the exhibition
.rf hlms made in countries that would emerge after the war as having na-
iional cinemas ofinternational value: Mexico,lapan, Eg)?t, and India.

But the Festival is also central to the cultural history of the postwar era.
r: showcased the importance of film to the project of the postwar global
ization of cr.rlture. At a pivotal moment in American domination of the in-
,elnationalfilm market, the French-run Festival developed an internatioual
platform for the world's lilms and film personalities. ln Cannes, 61ms and
:heir stars had access to an unpreccdented scope ofpublicitl', disseminated
,.',' the increasingly photo-oriented mass international Press. While studies
,;i cultural diplomacy have underscored national chauvinism, rivalry, and
:he frigid battics of the Cold War, the history of the Festival describes the
;olging of a collaborative intemational film culture.3 At Cannes, nations,
nch.lding the United states, coexisted, cooperated, and coproduced. A con-
luence of certain vital elemenls allowed the Festival to succeed: the asso-

i iirtion ofFrance and the Riviera with cultural cosmopolitanism, the Festi-
. al s creation ofa press juggernaut, and the transformation ofthis spot on
rne Riviera inro a literal crossroads for the world filmmaking community
i1l cor.rspired to make the Festival the world's largest EIm market. Thor.rgh
, he Festival fell short ofachieving the true cosmopolitanism to which it as-

'rired, it successfully shaped the fiimmaking comrnr.rnity's practices more
'hen we h:rve rrnderstood.

Cosmopolitanism was the Festival's driving cultural value, photographrc

'tills its primary mode of international publicity, and fiJm commerce its un
lcriying practice; these elements enabled Lhe Festivai to attract the world's
riLn.r producing cornmunity to participate. France cstablished its centrality
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in international film culture by playing host to the r.orld.s nlost important
Festival and rrarkct. If Frencb national products did not dominate the box
office in most parts of the globe, Cannes promoted internationalism and
eventually auteurism instead, The Festival contributed to the international
ization ofthe film industry in sylbolic and actual ternis. The Festival acov-
ities organized at the bchest of French cultural diplomats and film profes
sionals show that thc Frencir morcd beyond the notion of,,national cinema ,
as both an ideal and as a mode offi lm production. In the process, rhey had an
important influence on Holl).wood and in developing a global filn commu,
nity. The Cannes Film Festival, fron its inception in 1939 through the end
of r968, marking its f irst phase, shows how important the French were rn
shaping the direction ofworld film culture in tite postu.ar era, The Fe.stival
cultivated thc idea that such an international film culture existed in the firsr
place and that France could serve as the perfect staging grounds because of
the long-term French investment in cultural cosmopolitanism.

The Festivalmanaged to become wor ld famous because ofthis ur.riversal-
izing vision as well as the actual films shown there. But thc historical\ spc.
cific configuration ofother factors its locatiorr, the manageluent,s canry
organization ofthe press, their abil ity to draw the stars the press favored,
and the development ofthe film market-worked together to establish its
success. Although there can be no doubt that the Festival served French na
tional and economic ends, more significantJl,, it helpcd give renewed valida-
tion to the notiol't offiln as an international business and cultural for m irr a
period of apparent American dominance.

The Festival organizers sought the cooperation ofcountdes around the
r,r'orld, but it forged its strongcst paftnership with the American film-pro
ducing community, for whom the benefits of particip:tion seemed less
obvious than for smaller countries. Though feu,would dispute the rise of
American film hegemony in the first half of the twentieth century in the
wake of World War I, only the French had the conlidence, know-hou,, and
sheer nerve to challenge American ruie afterWorld War II. Most studies have
characterized this confrontation as cultural protectionism and focused on
thepost\^,ar impositions offilm quotas by the French govcrnmeltt to resene
screen time for French fi lms; scholars also stress the French governmen
tal subsidy ofthe fi lm industry rhat made loans for the production ofhigh
quality French films.a The Cannes Fihn Festival, bol,ever, created an intcr,
national stage for f i lms and fi lm culture, and also promoted international
film business. Its direction forged an alliance with Holl1a4.ood that \^,ould
define sucb concepts as "global Holl).!r 'ood."s
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The Cannes FiLm Festival may be the most celebrated film festival' but

it was not the first. That distinction goes to the Moslrdlntemazionale d'Arte

cirr*otogroTro,b"tter known as the Venice Film Festival' which began in

;;;;;"i'; "t "" 
extension ofthe Bien nale d'Arte'By t938when the Venice

f.riiu"l 
"*"rd.d 

r-"ni Riefenstahl's oly mpia (The olympiad) thegrand prize'

oUr.-.r, "na 
p"r,icipants rightly saw the gathering as a platform for fas'

cists rather than as an internauonal competition The British'-Amerlcan'

"rrJrr"n.t 
d"t.g"tions responded by claiming they would no longer par'

,i.ip"* 
", 

v"rri... lhilippe Erlanger' director of the Association FranEaise

dAction Artistique, the agency responsible for the travel ofFrench art and

.ni*r. 
"U-"a, -lis 

capacity as the FrenchrePresentative to the Ve-nice fes-

tival, t"a-ed with the French government's minister offoreign affairs and

the minister ofnational education to establishthat France would host a gen-

uinely international film festival the following year'

rhough itviedwithother attractivelocations such as Biarritz'Vichy' and

even parii to host the Festival, boosters from the city ofcannes were strate-

ei. it.r."..,rit g th. relection oftheirtown The organizers ofthe firstCannes

ita-i.trt*t'*, out to democratically promote film on an international

scale in pointed distinction to the ProPagandist missionin Vtnice Regula

tionsfrom1939 stated that Cannes would "encourage the development ofthe

.t".*.at*Oin *ts in allits forms and to create among al1film produc-

tr."""i.. " 
rpi.ti ofcollaboration "6 The Festival proclaimeditwouldbe

ir.". of ""tl id"ology and nationalism"' and competition rules underscored

that intention.T To ensure fair comPetition' Axis Powers Italy' Germany'

andJapan were excluded Thejurywas to consist of members from each of

,ft. 
"irr" 

p"*i.ip"n, nationsr Belgiurn' the United States' France' GreatBdt-

airr,thet'.tetherlands'Luxembourg,Sweden'Czechoslovakia'andtheSonet
Union. France would simply compete as one among the nations Each coun-

,,y 
-orta 

propor" lts fi1ms, and the jury would select the.best of.each na-

tion s offerings in addition to awarding an overall international prizeJ

A radio ad in July of1939 announced' "the international caPital of film'

was set to debut its festival at the start of SePtember 1939 e Louis Lumidre'

the French father of film, was to preside over the three-week event MGM

,",.,t 
" 

,p..i"t lo"ttoad ofstars including Tyrone Power' Douglas Fairbanks'

and Norma Shearer. A giant papier-mAchd N6tre Dame decorated the Palm

Beach sands to promote William Dieterle' s frlm The Hunchbach oJ N otr e D ame'

;ournalist Maurice Bessy' who manyyears later became the Festival's direc-

ior, noted in Cindmonrle on the eve ofthe event that it would be a "peaceful

victory" artd that the nations gathered "no less inartthan in politics are not



prepared to bend bcfor. tylanny.'10 But events i lrtewened. Hitlcr invaded
Poland at the same moment and attendccs scranrbled to rettlr-n horne. As
Erlanger noted, "the name ofthe festival was up in Lights in the front ofthe
Casino Municipal n'hen human foli l ' turned out thc l ights. "r

Although there would be no flnr festival in Cannes unti l 1946, it was
not fol lack of trying. Traces ofvarious wartime plans offer glimpses into
French cultural buleaucrats and their wartine e)i.periencc ar-rd rcmind us of
just how central 6lm had become not only to government propaganda but
also to everydav life during wartirne. Tl.re .phony wal', as it has been called
by historians, began in October 1939, but Georges Huisman, the director of
Beaux Arts wrote in November 1939 to Jean Zay, the nlinistcr ofnatjonal ed_
ucation, hoping to keep thc festival idea alive despite thc irnpending doom.
Inparticular, henrcrried that thr's new war would repeat the devastationthat
the war ofr9r4-r8 had wr-ought or the French lilm industry and argued that
a festival might keep tbeir national industry alive.1, philippe Erlanger main,
tained plans to reopen the Festival in March rg4o, but urgcd the mayor of
Cannes to keep the local press quiet to avoid enflaming the Italians r.b ile he
worked the proper diplomatic channels.l3 Although he considered the idea
ofa winter festival a terrible one, mostly because the war had distractcd the
press from reports concerning any other topic, thc mayor cooperated but
warned Erlanger that nothing could be worse than..news ofa festival taking
place in fi ont of empty seals."1a The city ofCamres, he teminded Erlanger,
had a high standard ofevent planning, which the conditions ofwar might
spoil. Better to hold no festival than a rrediocre one.

Discussions continued into the next year. Georges prade, a Cannes
booster in Paris, ra.rote to the nayor urging him to constder supporting a
('artine evert so that the city would maintain its hold on the Festival and
not lose it to competing sites ifthe Cannes municipal authorities lost inter,
est.1s No one seemed to worry about the dangers ofthe actual wal interven
ing, echoing l\,larc Bloch s famous indictment ofFrancc.s lacl< ofpreoared
nes( lor thc \^.rr \^-herr i l  er.enLuallJ came.l

The invasion of France in Mav and the defeat in June had important
inplications for alJ French industries, filn.r among them. In the reorganl_
zation of many of its agcncies, the Vichy govcmmel.lt created thc Comjti
d'organisatlon des Industries Cinimatographiques (COIC), u.hose connec
tions to the Gcrrran occupiersr{ere stroDg. The COICwouldlal, thc ground-
wod< for thc post\a'ar structure ofFrench cinema, derclopir.rg after thc u,ar
into the postwar Centre National de la Cindrnatographic. After a pause
starting inJune, fi lm production began agaiir at the end of194o in strrdios in

l-
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the southern unoccupied zone while the Germans set-uP Continental Films

in Paris. The French moviegoing public was unaware of any of the distinc-

tions since Continental's French-language films were not meant as ProPa-
ganda vehicles but rather to keeP uP the veneer of norma.lity and morale in

occupied France.rT
The ColC extendedthe hoPe that awartime festival might hapPen lnOc-

tober of 194r, a note from the Action Artisl ique to rhe secreta ry ofstate ofna-

tional education andyouth informedthe secretarythat Count d'Herbement

of the COIC had approached them' having made certain advances rvith his

connections in German film. His ambitions ranhigh The note says the count

planned to accomplish what evenVenice never had: "a gathering where' de-

spite the current state of affairs, the peoples ofEurope, America and Asia

would meet."18 How they planned to accomplishthis is left unarticulated le

Two months later the escalation of the war with the bombing of Pearl Har-

bor and the American entry into the war made the gathering ofthe peoples

ofEurope, Asia, and America impossible.
The archival paper trail relating to the Festival runs cold for the rest of

the war until October 1944, only months after the liberation of Paris and

only a month after the Germans were driven from France At that time'

Philippe Erlanger and Henri Gendre, a Cannes hotelier (and father ofactor

Louis Jourdan), suggested to the new general director of cinema that a fes-

tival be planned for December 1945. Erlanger himself had not even been of-

ficia\ reintegrated into his civil service Post in the Action Artistique ser-

vice. (That came in December 1944. Because he was aJew, Erlanger hadbeen

decomn.rissioned on December r9, r94o.)20 Such determination on his part

was prescient but also suggests the central place that film would occupy in

the cultural and economic agenda of the nation after the war' The Ministry

ofForeign Affairs certainly understood this. Its culturai affairs officer com

mented, "It is clear that French cinematic production will be called upon'

after the war, to become one ofthe most effective means of French propa-

ganda abroad."21
Planning for the Festival officially began inthe spring 1945, but thepost'

war conditions presented many challenges. In April of that year' the orga-

nizing committee of the Festival wrote to the Ministry of Foreign Affrirs

e*pl"ining that all the major hotels in Cannes had been requisitioned and

occupied by rrench and American forces. In fact, Cannes sewed as the of

ficers'site in the United states Riviera Recreational Area (Enlisted men

,,vent to Nice.)A note fromHenri Gendre infotmed the Qgai d'Orsay that the

Amcrican colonel Gum had promised that when hostilities actually ceased



they would take up Monaco's offer and move their offices and troops there
to make way for the Festival.22 For a varietv ofreasons, many budgetaq,, the
Festivalr.as pushed back again to September r946. The olganizcrs excluded
Germany, Spain, and Japan but invited Italy, mostly to fend off the poten -
tial revival ofthe Venice festival.23 The Soviet Union was counlted amongthe
twenty-one participant nations in what its organizers heralded as the first
postwar intemational cultural event. 2a

Fireworks, flower parades, receptions, and an impromptu nlovie housc
in the municipal casino made the first Fcstival a stunning few weeks in an
era ofotherwise profound deprivation. The opening evening party also fea-
tured Grace Moore, the American star ofthe Metropolitan Opera, singing
such popular French favorites as selections fromJules Massenet's louise and
performinS a rousing renditionofthe Frenchnational anthem, the "La Mar-
seillaise." Married at the time to a Frenchman, Moore's presence signaled
the vital importance of American participation in the Festival. As a press
release announcing the Festival in 1945 boasted, it would be "a big show of
friendship between nations, and particularly betwcen France and the United
States who began the project."2s This comment came on the heels ofpartic
ularlytense moments after the warwhen the flooding ofFrance with Amer-
ican films led to the plagued negotiations of ihe Blum-B1,rnes Accords 26

Despite the bitter anti'Ameripanism that the quota battles produced in the
filmmaking community, the Festival organizers clearly believed that coop-
eration betw€en France and America was possible and mutually beneficial.

Although the first Festival lr'ould be remembered in the lonS term as
a significant event in the history of film aesthetics because it introduced
Italian neorealism with Rossellini's Rome, Open Cifg. its inaugural program
also confirmed the overall health of France after the war and the role fiLrr
and other forms of culture might play in promoting intemational under-
standing. The poster for the Festival in 1946 featured a 61m camera operator
witha globe for a head, posedto evoke the transformation ofa machine-gun
into a movie camera. Through his can.rera runs films composed of differ'
ent national flags (fig. z.r).'z7 French observers echoed the Festival's graphrc
message of intemationalism, stressing filrr's capacity to prorrote unjr.ersal
understanding in the era of newly achieved peace. As L6on Moussinac, cor-
respondent for the Communist film publication IEcranltrrrnedis, remarked
in his opening comnentary describing the Festival, "There are thousands
ofways to serrre peace. But cinema's power ofrapprochement and influence
goes beyond that ofother modes of expression in that it dir ectly and sinrul
taneously touches the worldwide crowds."23 Peoplc associatcdwith the Fes
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tival such as poet, writer, artist' and filmmaker Jcan Cocteau' a regular on

the Riviera social scene and president ofthe jury several times' perpetr'rated

the notion of lilm as the universal language He applauded the Fcstival as

"an apolitical no man s land' a microcosn.r ofwhat the worldwould Iook like

if people could spcak to each other directiy and speak the same language "'o

War torn Europe looked to the popularity of film and to the seeming uni

versalism ofboth entertainment and the language of images to repair its fis

sures. This rhetoric recalls prior cliscussions ofearly American cinema's role

in ir-rtegrating immigtants, but in Postwar EuroPe rt look on new meanlng

and ursencv as the need. for inte(national undcrstanding emerged 30



The first Festival mav have been a success but the event's future was
hardly assured. Cornpetition from Venice presented the new Festival with
its foremost problem. At the time, it seemed to both the Festival organizers
and the press that there would be room for only one Iestival.3l In fact, wheu
the Frenclr learnedinlate spring ofr946 thatplans were afootfora Venice re-
newal, shuttle diplomacyby Erlanger resulted in an accord between thc two
festivals in which each would host a major international event every other
year and in the off-year the other would offer a "filmweek" that involved no
intemational competition.3'? This competition from Venice and the unsure
budgetary contributions of the French government compromised the Festi
val's stability between 1946 and !95o. In fact, the French government's sup,
port of the event declined in the initial years. In 1946 government money
accounted for 89 percent of the event budget. By 1953, the government's
contribution shrunk to 55 percent.33 After the 1942 event, the Festival also
took on the hybrid administrative status of an 'Association de rgor," which
meant that it became an independentlyrun organization in the public inter-
est, the equivalent of a nonprofit organization, but onc that, because ofits
general public interest, would and could receive government money. This
established its independent status while guaranteeing a long life ofdepen-
dence on the government for financial support.

A diverse cast of characters ended up leading this hybrid organization
from its headquaners in Paris. While Philippe Erlanger remained an ac-
tive member of the Cannes team. Robert Favrc Le Bret became the Festi,
val's administrative director in 1941 Favr-e Le Bret combined the finesse of
a cultural diplomat with commercial experience garnered from someyeals
spent working as a journalist. During the years he ran the Festival, he also
headed the Paris Op6ra, where he organized foreign tours. He set the tone
for the mondain quality ofthe Cannes Festival (he I'as often photographed
looking at ease in a white tuxedo and sunglasses)and was accused over the
years as director ofnot caring or even knowing enough about film. Thus, al-
though the Festival reported to the goverrunent, its personnel had experi
ence in the private sector. AIso joining Favre Le Bret were film profession-
als such as Marcel I'Herbier, who represented the producers and wdtets
organization the Sl,ndicat des Producteurs FranEais et de lAssociation des
Auteurs de Filn.x. French film producers always had representation in the
Festival's decision-making bodies. Although France is reputed for its "stat-
ism," the Festival's administrative operation suggests that the commercial
and public sector worked in tandem as it organized this international cul-
tural everlt.
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tn the wake of Cannes Film Festrval's success' film festivals popped up

tro^C"rtrU"a,o pt-""a del Este' from Berlinto Beirut The Cannes's files list

.*"", "Oi,.." 
*r,ivals in 1963 alone on the surface' festivals promoted

i".rtr-, *n"n n"ps explain why many localities yearned to 8et into the

;;;i;; ;t ;t c""''"' ..itv ofn i"l reasoned' given the usual cost of

iir.r;tril;, ,n. ,.tenteen Festival days and "the hundreds of magazines'

*.Utl"r-""U O"nt.s that publish articles' photos and colorful reports of

.1.r".r, . . ti U *" to see that the festival gives cannes immeasurable pub

li''itv"3l Film Drofessionals, however' did not always meet the multiplica-

liJ"t t"t,t".t".vt,n great enthusiasm As early as r947' variety noted' '1he

ii,i"r" tl m- f*tiv"ls in Europ-e is becoming a permanent headache for

the bona 6de pictule PeoPte ' rveryone is hoping that som€ regulation

l"ti nr"ta. t , 
""" 

festival a year in all of Europe similar to the ones gov'

.^ilg th" Oly-pit Games and international fairs "3s A 195r dispatch from

the U.S. Embassy in Paris discusses a movement to create a single "Nobel"

t"* ii- **i, 
" 

proposal that had gained the approval of th€ lnterna-

tional Federation of Motion Picture Producers 36 ln 195z' Andr6 Lang' rep-

."r.rrtittg th. t.","h Critics Association' explained to the Cannes FihnFes-

tival orglnizers' "there aren t enough good movies to divide thembetween

ttstivals in a single Year'"37
fach festivaisought to distinguish itselffrom the next but a clear hrer-

"r.hy "-"rg.d 
in 

-hich 
the cannes pilm Festival became the first among

;h."J. ;;.;rt1, ", 
tn53' the organizers noted that it had become "the univer

sal meeting ground for hlm We can say that the Cannes Festival has be-

.r,l*, tii * Ot tud., a sort of olJtnpic games of fiIm "38 tn r'956' the Parrs

correspondent for Vrrrietg, Gene Mo;ko;iu' tleclared' "it is possible to say

that cannes' prestige is far greater than its chiefrival' the Venice Film Fes-

tival."3s The next year, variety called Cannes "unquestionably the ma]or

film event onthe Continent"4o The sdfu rday EDeningPost proclaimed it"the

-orri-port",1t 
it"'tival) from every point of view-in attendance.Public-

in 
"".,i0", "t 

ni-s shovm and amount of business transacted "al Darryl

Zanrrcl<, head oITwentieth CenLury Fox' \/v'rote Lo Fawe.Le Bret that' Ihere is

oced for onll one lesLival in the world and Lr'r ouid say rL rs L annes -

The Festival's scale and genuinely international qualiry helPed.Cannes

achieve recognition' While it may have promoted French ecolomlc. inter-

"r., 
Uy *i-.it.,i'.'g tourism' it did not serye as a mere pretext tor showcas-

t, ii...n ot-, irench aspirations were grander' The Festival organizers

sought to establish and drrect world cinema from the beaches ofthe Medi-

terranean and readily envisioned France as the perfect place because of its



associationwith both internationalism and a comntitment to excellence rrr
culture. As a press release boasted. "No nation other than France could bet-
ter preside over such a gathering with a spidt ofartistic independence and
absolute impartiality."a3 In a later moment of self,congratulation, the Fes
tival administration noted, "we must never forget that our liberal and open
policies, especially towards countries without a distinguished film indus,
try (the festival must also offer encouragement and a model), contributed
enormously to our world wide fame and to the success of the festival.,,aa
The Festival offered small but significant film-producing countries such as
Sweden an incomparable audience for products made in Northern Europe.
It also invited people interested in film from countries with little or no na,
tional film production to participate as obsewers, hoping to help stimulate
filmmaking around the globe.

When officials boasted (and boast they did) about the success of their
event, they often defined their achievement in creating the crossroads of
the world's film culture. As a Festival official noted in 1959 in a report des
tined for the newly created Cabinet of the Ministry of Culture, headed by
Andr6 Malraux, "all the big stars of world film have come to Cannes in the
course ofthe last fewyears."as The Festival measured its success by its abil-
ity to host the world's cinema community, calling it in 1949 "a sort oflnter,
national Conferenc€ on the cinematic arts . . . the biggest film gathering."16
In Cannes, argued th€ Festival's pronoters to the govemment, Francewould
host theworld, reinforcing both the nation and its leadership in the geater
international communitv

Others touted the event in similar terms. The executive secretary ofthe
Motion Picture Academy ofArts and Sciences applauded the Festival's inter-
nationalismr "it did bring most ofthe cuffent films ofthe world into the fo-
cus ofa single showplace. . . . small countries and large ones were accorded
the same courtesi€s and privileges."a? Cannes'mayor also noted ,,the pres-
ence ofa cosmopolitan crowd speaking all the world's languages gives the
festival its incomparable ambiance."rs

How broad was the Festival competition? Over the years diplomatic is,
sues came into play at specific moments, but an overall ethos of inclusjon
and participation prevailed to embrace as many of the film-producing na-
tions as possible. The Eastern bloc nations. for example, came in and out of
the list ofparticipant nations.ln attendance at the Festival in 1946, the USSR
abstained in r947 and t949 and returned in r95r. Absent again unti) 1954, the
Soviets participated from then on suggesting that actually being a par.t of
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the event was more imPortant than posturing or using the event as a Polit

ical football. The chinese in Taiwan sent a frlm in r959; in r96o the People's

Republic ofchina began to visit Cannes The former Axis powers (except

Italy)were absent frorn the participant nations in r946; by 1949 Germany Par-

ricip"t"d at,d in r95r,Japan and Spainjoined the participant nations Latrn

AJerican countries participated and presented films' and Mexican cinema'

in particular, received a great deal of positive critical attention Most of the

European natio.rs (such as Sweden, the Netherlands' and Finland) particr

p",.a f..qo.rr,ty, U,.tt only when they felt they had a sufficientV Sood film

to exhibit. The Festival cast its net wide: the new state of lsrael sent a lilm

in 1949; India, Eg1pt, and Morocco regularly sent films The original seven-

t".n f"rtl.ip"rri ,,"tions eventually numbered' on average' about twenty-

cight. althoughsome nationswould come and go' the Festival exhibitedthe

br"o"d.rt ,"ng.'. of the world's films in one place at one time' What this ever-

sn,lffling UsJofnations suggests is that theworst ofpolitical enemies could

come togethel to particiPate in an international cultural event 4e

Visitors and the press brought a host of associations and exPectatlons

with them to the South of France and this played an important role in the

construction and reception ofthe event Like therestofthe Riviera' Cannes

had been an international playground since the early nineteenth cenLury'

Yet unlike Nice, tinged with faded nineteenth-century Russian and British

adstocracy, Cannes was perhaps best known fot sumptuous villas and its

swank beach clubs, and for its new American money Frank Jay Gould built

bis first Riviera palace in Cannes; its 19z9 beach and casino cLub was called

Le Palm Beach and movie stars such as Charlie Chaplin' Rudolph Valentrno'

Gloria Swanson, andDouglas Fairbanks helpedfound the summet season in

the late rgzos and '3os (figs z z and z 3)'
Cannes' success in drawing film people from around the world was due

in no small measure to its billing as "Holl1'wood on the Riviera'"so By con-

necting the Riviera and Hol\wood in the public imagination' th€ Festival

also .rnderscored filmmaking's link to a "Mediterranearf' climate Atmo-

spheric comparisonswere constantly made; it is not clearwhether the mov-

ieswereassociatedwiththesunandbeachbecauseofHoll}rvoodorbecause
the sun and beach ernbodied the glitz and glamour with which film culture

had early become associated Recalling the rhetoric of California boosters

who imagined their state as an Amedcan Mediteranean' Cannes boosters

invoked california.sl Georges Prade' municipal deputy ofParis' explained

in arguing for the Festival in its Planning stages'



L€ l']lItu Be.ch (Ro#r scassdl, arch.; Nice

2-2 P.s1.:rd. l th.P.mB..chC!b DC.nNei. .  e:  yt ! -<O. a.Lr l , iV aarncsl , / r r_ i r  r r . l r \ . "

It

,-,€
2.3 i . t - . f  i r . i :h!  ! - . .  . r  ! r r :  : i  -  

g_.r  r l

.''"{:



l  ire adnncrt' i ln Iartirdl

/\s one Amedcan producer recently told me: Noon on the Croisette, the boat for
the islands, the water ar Juan-les-pins, at Cap dAntibes, the yachts, the planes
rlT:rt cross with their white trails. . . is this not "lajoie de viwe," and the same c1r'
rniite as that ofthe cinema itself? This is something that will t(ansform the C6te
.lAzur into a center of olte of the most important industries in modern times.
\'Vith its climate, with the astonishing range of its cultures, by the proximity to
snow. the C,lte dAzur, a night away from Paris and a few hours from London by
pLane, wil l bccome the Florida and California ofEurope.s2

Americans sawin the Riviera anenvironment that evoked California, but the
French also appeared bent on promoting this association as well. Philippe
Erlanger applauded the Festival's ambiance and its parties and receptions
by remarking that "they give the festival the actual atmosphere ofCalifor-
nia."s3 The French associated sun and filmmaking with California, br.rt the
ellusion had its own local reference as well. As the news bulletin from Uni-
France Film suggested, "the C6te dAzur may well be called a French Calr-
l'ornia. And foreigners from all over the world, even California itself, do not
deny it."sa

Just as movies became associated with the sunny climate of Los Ange-
1es during the samepedod inthe United States, so theydidin France, where
rnany people in the film industry hoped that the studios in nearby Nice,
rvhere frlms had been shot as early as 19u, would take root. The studio La
Victorinewas off,cially opened in rgrgbySerge Sandberg, anearlyfilm exhr-
birion pioneer in France who believed that the South ofFrance was a poten-
tialparadise forfilmmakers as it had been for painters.s5 Frenchfilmmakers
from then on attempted to establish the Riviera as a center for filmmak-
ing. A truly remarkable wartime attempt by Jean Renoir to create a studro
in nearbyValbonne (Renoir has other-wise been represented as having never
had any intention of staying in Vichy France), underscores the interest by
French filmmakers in transforming the south ofFrance into another Holly-
wood.s6 In addition, like California, the South of France immediately be-
rame associated with the new culture of the automobile and stood out in
France, much as Los Angeles did in the United States, as a motorist's para-
dise (fig.2.4).s7 Finally, to many obsewers, Cannes seemed so picture-perfect
irs to resemble a film set. Critic and filmmaker Alexandre Astruc noted in
1946 that the city was a "ville cindma" which seemed to emerge "like a pre-
t-abricated set from a Technicolorfilm. One might saythat a set designerhad
plopped down a surnptuous construction at the edge ofthe lvlediteranean"

n, .
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(figs. 2.5 and 2.6).53 Cannes was an excellent backdrop for any festival. but it
was the perfect site for a festival dedicated to film. When contrasted to t;rc
charn.ring but decrepit lagoon-city ofVenice u,jth its Lido beach. one cannor
help but draw rhe HoLl l .woed-1-sn,r"r .onrpar ison.

In Cannes'resort culture, festivity and pleasure became a fundamental
part of the Festival's image. One crit ic asked whether Cannes was a ,,f i1m
festival or a festival of festivit ies?" He complained about the frantic pace
of events: "scleenings, scleenings outside the competit ion, pr"r. aor-rf".
ences, cocktail parties, receptions, Iuncheon.s . . . Too many banal society
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{eceptions where cinema has nothing to do with it."se Another cdtic had it
both ways: "across this enormous Carnival, this fair offilm a nd mondanitls.
film (which is after all an art!) still manages to find its placc.',6 a The mond.an
ambiance seemed to matter so nucb that thc organizers insisted that eve,
ning screenings were to be attended in formal attire by guests and report-
ers alike.6l The Festival organizers invitedjournalists to the main beachside
boulevard, the Croisette, in black tje. Other events included the flower pa
rades along the avenue, press conferences, and appearances bymovie stars.
The press, decked out in theil finest, coveted the Festival as one big party.

The social events and their accompanying spontaneous andplanned rit
uals that prominently featured in the popular press presaged the ,.pseudo-
events" ofmass media cu1ture.62 Byr95r, most Festival events andpress cov-
erage were in place, except for the creation ofan overall lirst place prize, the
Palme d'Or, first awarded in 1955. Until then, the prizeswere a hodge-poogc
designed to honor as many films as possible. Continuity in administrative
leadership also assured a coherent development of these rituals and tlteir
publicity. Erlanger continued toparticipate activelyin the event's organiza
tion and Robert Fawe Le Bret seryed as the primary organizer and director
ofthe Festival until 1968 when the winds ofsocial and cultural upheaval af-
fected even the film world. Henri Langlois and his partisans used the broad
events ofPads inMay1968 to shut down the Festival and it was subsequer.rtly
reorganized.63

Though some critics faulted the Festjval for its fl ivolity, the padies gave
reporters something to talk about. ln fact. the Festivalwas so associated with
paracinematic eventsthat Fawe Le Bret, writing to lExpr€ss editor Frangoise
Giroud, complained about journali.st Pierre Billard's coverage ofthe Festi,
val,lamenting that hewas most upset about the magazine's notion that the
Festival preferred parties to fihrr: "I will limit myselfto reminding you that
from Italian neo,realism to the New Wave, the entire evolution of film for
the last twentyyears has been forned at Cannes."6a Farre Le Bret needed to
ren.rind thepress that the Festivalwas about film because he had helped ttre
Festival succeed bv staging an unrelenting series of extracinematic parties.
The press, relying on clichdd notions of the gdietd frdngaise, eirthusiastically
covered the fun in Cannes.

Movies alone could not establish the Festival as a worldwide stage for in-
ternational film culture but press coveragc of"events ' could. For the exclu
sive ears ofthe Festival's organizers, however, Fawe Le Bret admitted that
extracinematic events were essential as he lool<ed back over trore than fif
teen years of festivals in r966: "lf the Festival is recognized worldwidc, it
is much less due to film reviews. . . than to all the extra cineDratic evenls.
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\,Vhether we like it or not, this is what gives the Cannes meeting its appeal-

ing shape and provides an alluring atmosPhere that pleases ail the foreign

guests and provides their memories with lively and brilliant images "5s

Ihe keyvehicle for the representation ofthe international gathering be-

i.rn-re the worjdwide Press corps The press assured the greatest interna'

rionaL buzz. Printjournalists, especially reiated to film trade and fan publica-

tions, attended from many countries. The photojournalists covering Cannes

rcncied to be either French (the Mirkine family became the key Cannes Pho-
rographers and were given excellent access), but by the mid-r95os photog-

r.rphers arrived from all over the world; they often worked for one ofthe big

photo agencies such as Magnum and Rapho. Once television coverage in-

creased in the mid-196os, the audiovisual press corps included journalists

rr-rostly from Europe and America. Cannes events and the photo opportuni

ries they generated played a central role not only via print' but also by the

inrernational dissemination ofphotos as a pdmary vehicle ofpublicity. es

trawe Le Bret noted, "this extraordinary publicity, that reaches millions of

people around theworld, is due inlarge part, it must not be forgotten, to the

hundreds ofphotogtaphers and reporters ofFrench and foreign TV."66

The Festival had a fairly straightforward approach to the international

press, more is better. In fact, much ofthe Festival's budget went towald Pay-
ing forjournalists, both French and foreign, lo attend. From the start, more

tl.ran halfthe Festival's invited guests werejournalists. Over time, and as the

Festivalhad hoped, the number ofjournalists who attended at their own ex-
pense far outnumbered lhose who were invited. ln r95r, 3oo joumalists at-

tended, ofwhom r5o wete invited. In 1954, of the 4oo journalists in atten-

Jance, r77 were the Festival's Suests. only a year later, 614 arrived to cover

the Festival, ofwhom only zor were invited. The Festival steadied its invita-

tions at about 20o but by r963, 8o8 journalists attended ln 1972, there were

r,ooo.67 A team of seasonal employees, led initially by a young woman who

rvould become the well-known novelist Christiane de Rochefort and her

.lssistant Louisette Fargette, who eventually assumed the director's posi-

tion, were charged with the onerous task ofhanding out press certification,
which also guaranteed admission to the frlms and press conferences ln a

tribute to Fargette on the occasion ofher fortieth year working at the Festi-

val, noted television interviewer Franqois Chalais remarked, "l saw her of

fi ce under siege as if an imPenetrable fortress . . I'd often ask myself,'How
does she do it? Your job put you in front of the worst of the starved savage

beasts of the jungle... journalists."'63
The press did not simply "cover" the Fesrival. Its Presence also helped

create the Festival's ceremonies, Photographers' needs created the Festival's
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great dtual-ld flontie des rnalche-r (the staircase climb). In thc old Palace,
the staircase stood at thc center ofthe interior hall, not unlike the stairs at
the Opira in Paris. Journalists fought each othcr to get a photo ofthe stars
as they entered the theater. This led lean Cocteau to utter his famous re'
gret: "c'est un festival d'escalier" (a staircase festival).6's In the Palace, the
live crou'd outside missed tl.re ascent ofthe staircase entircly and its dcsign
made it difficult for photographers to shoot entries and even more difhcult
for television cameras to lilm. ln fact, most ofthe images ofthe elening ar-
rivals u.ere taken uot on the .stcps but as stars enter cd. As thc Festival greu
in size, pressure for better photogr-aphic access to the stairs iucreased. The
neu,Palace, which opcned in r983, alloved the show, complete \ , ith a huge
led- carpeted outdoor staircase, to take placc on the sidewalk betterforon
lookers and sti l l  and television cameras (figs. 2.7 2.9).;0
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Once filrymakers and cultural diplomats from ar ound the n orld under.-
stood the extent oftbe media presence, they u.anted to send tbeir films and
stars, and even attend themselves to take advantage of the wcll-organized,
fre. 'publ ic i r r .  As (he lesr ivr l  organizers nored, .oursic lc Ihc , r t r r i l_ut iorr
of the prizes, the Festival is an extraordinary publicit"v launch for a good
movie."71 Nathaniel Golden of the Departmer.rr of Commcrcc, thc Ameiican
delegate to the Festival in 1959, urged even greater American participaLc,'
in the tesr jval  for  j rs goldmine or worJd wide free publ ic i ty. . l ,  ln ornt .u
lar, he observed the large numbers ofstill and newsreel photogrrph"r, *1lo
acquainted audiences around the world with an actor or actreis,s imaee be
fore their l i lm perfo rm.r rrce w;s er en l<nowl.

Butthe "news" fromthe Festival came iD a varietyofforms. Newspapers,
glossy magazines. and the bu rgeoning ficld oI Lelcjourrra l isrn n,aa" a elobal
audience spectators at the Festival. In par.ticular, the rise of such pjl ica_
trcns as Time, Life, Vu, and Match in thc late thirties had spar.ned new play_
ers in the profession-the photojournalist aDd the photo .g.r.,.r..,.1., 

".tr4agnum and Rapho.73 The confluence ofthe Festival with the rise ofthe
photojournalists- or "paparazzl', (as they became known after Fellini,s
shutterbugging hour.rd ,,paparazzo..in tJre r96o film and palme d,Or winrrer
la Dolce uita)-and oftelevisionjournalism favored coveraqe ofthe Festival
as a series ofphoto opportunities. lf, as [oted earlier. Car,nes appeared as
the perfect studio lot set, f i im stars, f ihn professionals, starJets and onjook
ers stood out against this backdrop as the beautiful subjects photographed
in the foreground. A.s an American joumalist observed, ,,Sirrce phltogra_
phers are the elite ofthe Festival and are welcomed everywh"r., 

" 
good lu_1,is to borror. a camera and, looking hassled and irritable, porh throrrsh.,.r,

Being photographed was the name ofthe ganle. A.s the sane reporter flr the
Saturday Euening Po,sf remarked, ,,the Festival.s host is M. Franeois Mitter
rand, the Minister of Justice-chosen for the honor not because justice has
anvthing to do \^.ith the film industrl. bur bc,cause he is the most photoge_
nic of French ministers.":s

The historl ofthe press coverage ofthe Festival also dovctailcd u,ith the
rise ofthe new medium oftelevision and its rcportine. Festi\.al organjzers
sought to use televislon in a variety ofways. As earl,v as thc r9;r, they con_
sidercd featuring a simple demonstration of televjsron. After all, thc m.-
diurr was still in its infancv Anotheryear tbey contemplated that, in light
ofthe Palace's limited number ofspectators. they could retransn.tit the Fes,
tlval films on a giant television screen. But they worried that the potentially
poor-quality would only magnify public aggravation with thc exclusivity ol

-)
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Fcstival events.T6ln general' this group chargedwith the promotion offilm

did r.rot imagine the new medium as a threat to the seventh art' As one orga-

nizer noted, "television has enriched film "7t

The press-print, fi lmic and televisual-represented the Cannes Festival

.rs an elite international gathering to which millions around the worldwere

invited through the voyeuristic powers of the mass media lf staged events

drew the press, the movie stars drew audi€nces As Fawe Le Bret noted'

i hc seductive nature of the site of this international meeting offi1m is decidedly

tavorable to the development ofsuch an ambiance but it is not the essential ele-

ment. That element can be found more so in the animation that goes on during

ihe entire event; this animation is crystallized around the presence ofcertain al'

ristic personalities which confirrn its spectacular physiognomy it is those per-

sonalities that also allow the journalists from all over the world to write stories

that wiil interest a broad public.73

Stars were a key lure. They paraded in convedibles on the Croisette' gave

Dress conferences, and most ritualistically, appeared in formal attire fol the

"vening 
,cree.ring, the apogee ofthe day's events As one Canadian news-

paper explained, "comparedto all the distractions thatCannes offers during

rhis intern"tion"l "vent, 
thehighlight ofthe day is the arrival ofthe stars for

the evening performance."Ts The evening screening showed stars '?oing to

the movies" as well as stars accompanying their own films At these screen-

ings, formal and ritualistic star aPpearances were on offer' Unlike tradi-

tional star iconography, which relied on the single star or the fan magazine

coverage of events such as film premieres that related to a single film' the

Festival offered a collective portrait of the film world comparable in scale

only to the Academy Awards, which it could even claim to exceed because

ofits international reach tnfact, the Academy Awards, which on-lybecame

a "theatrical event" in 1944, was not telecast until 1953' By then' Cannes had

already garnered a great deal ofinternational press coverage'

The connection between stars, photography, and film was integral to

how the star system functioned in general.so But the Festival also contrib-

uted to the development ofthe star system as a s)'rnbolic order (as opposed

to an economic structure). Edgar Morin, one ofthe first sociologists offilm

and celebrity, commented on the Festival evenbeforehe publishedhis land-

mark books, Le Cindm a ouI'hommeimaginaire (r955) and Les Stars (1957) 31 As

other observers had also noted, it was not the films, but "the filrn world on

parade" that made the Festival exciting.s2 At the center ofthis world' Morin

argued, were stars whose actual presence seemed to prompt great curiosity
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about their status as "real" people as opposed to their cinematic image.
What one could observe at the Festival, ntuch Iike on a safari, were the in,
teractions ofstars with each other as well as their individual and collective
display for thc public. yet Morin observed that the lived reality ofthe star
was simply one extended photo shoot. The Festival itselfwas like a sound,
stage: "Ifthe star's real-life is like a movie, it is also that the Festival life is
essentially cinematic [c'est que la vie du festiva] est essentiellement du ci-
ndma.]"83 For Morin, at the heart ofcinematic culture was photography rt,
sell "All that is filmed is photographed a hundred times. All that is phoro_
graphed resembles that which is fih.ned. AIJ that is photogenic aspires to be
photographed."3a

Modn interpreted the Festival's iconography in an essay written in r955
in whicb he developed many of his important observations ofthe star sys
tem as embedded in long,term cultural habits and rituals. He identified
several t14les of image: the star,s entry to the palace; the,.staircase climb.,,
which he compared to the Roman triumph or the ascent ofthe Virgin; the
classic poses that suggested the lives ofstars are filled with joy, h"ppin.r.,
and Iove; the Madonna and child sequences in which a female star is paired
with a child. tn addition, he noted that the images served over time to hu
manize the deific stars. Finally, he commented on the image ofthe starlet,
whose structural necessity inhered in the fact that she shone lisht on thc
grandeul of the more important star. In other words. Cannes. it turns out,
provided Morin with the material for what became some ofthe earliest and
most influential ideas about film stardom as a system.ss

Yet in trying to render the Festival within a longer visual cultural tra,
dition, Morin missed the particularity of the Cannes mix of star imagery.
Cannes'novelty included juxtaposition ofthe classic ,,star', photograp\ of
the staged Holl]'\^rood premiere and other official,,photo shoots', alonqside
the seeming spontaneity that the beach seemed perfect to exploit. for ex_
ample, for €very traditional star photo of celebrities in formal attire (figs.
z.ro and z,t) there is an image ofa Kirk Douglas or even Sartre on the beach
(fig. :.rz). fhis informality reinforces the gay life that Morin identified bur
also goes beyond it to ernphasize what the paparazzi became faurous for_
the unauthorized in.uge.

Ifglamour functioned topresent a sophisticated star, the Cannes imaqes
offset that with a certain natural and spontaneous style. In the early years,
stars and fihamakers did stroll on the promenade, and photog.rph"r. *ct"
as likely to catch them off-guard (see figure 2.13 ofBatdot and older theatcr
and film star Edwige FeuillEre at a cafd)as theywere to ritualistically photo
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. ir.rph lhem .rt the stagcd photo shoots. tn fact, thc spontaneity ol ihe Fes

r ir.rl photographyled to heightened concellts among stats that had some-

, i.,rr.rg to hide. tn a note from publicist Rupert Allan to Robert Favre Le Bret'

\llan suggests that Gene Kelly be hidden away at a less central hotel than

.he Lllrlton where photographers lurked day and night. As he explained to

,hc Festival director, "Gene has a hair problem, which means that he must
,.\ car a cap or a headpiece for phoros. This, in a way, presents a problcm for
i in in C:rnncs with all the photographers alound."36 But careful manage

;rrnt ofa studio perfect image did notwork here as it didinHollywood. The

.,t.1rs whose careers were made by Cannes were stars such as Brigitte Bardot'

,vLio basked in rhe spontaneity ofthe Festival events and its convivial atmo-
sphere. Anineteenyear old starlet in 1953, Bardot's natural charmbefore the
.-lmeras at Cannes worLld make her the most famous woman ofthe decade.

Cannes played a cmcial role in the career ofBrigitte Bardot, who in turn
p,layed a crucial role in promoting the Festival. At her first Festival she was
,itrscribed as a "charming. .. young starlet" who was "so adorable "sT she
lud, in fact, jus t completed her first starring role that year in Willy Rozier's
riln Marrinrr, whose English title is sometimes The Gil in the Bihini. The
riJnr s publicity materials underscored that the character lived a "free and al-
lost wild life." This quality wor dbecone a key element ofBardot's style
ii,rppily repeated in the beach photos at the Festival.33 The crossover to the
ccll beach in Cannes was thus not a big leap ftom the theme ofBardot's first
tilln. ln that debut year at Cannes in 1953, she also had the good fortune to
rc photographed with one of the most famous stars in attendance, Leslie
i,-rron, ,,vhom she knew from their days at dance school in Paris. Caron was
by thenon her own rise inHollywood, having alreadystarred in AnAtrericnn
ir Paris, andwas present in Canneswithli i i , a fi lm that received much posi
tive response at the Festival.

r r is NEVER easy to explainwhy solne are elevated fiom the ranks ofstar'
L.ts to become stars, Let alone definitively er?lain the sort of phenomenal
ilme of someone tike Brigitte Bardot. Yet, to consider her celebrity with-
dut attaching it to the photojournalism of the Cannes Film Festival misses a
major elemcnt in both her meteoric rise and in the influence of rhe Festival
on international film culture more generally. Bardot and her husband Roger
vldim mastered rhe Cannes-slyl€ photo by making even arranged photo ses-
sions seern spontaneous- This sort ofspontaneity became synonymous with
Lhe "ircting" career of Bardot, but its quality and cultivation may well have
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been first developed for the still images of the .shutterbugs on the beach at
Cannes. Her early champions such as Fi.auEois Truffaut, wririne $,hen he
was a fi lm crit ic, noted, ,,she is founding a ncw movenrent in cinema.,.r, yet
rather than see this Dew st14e as energing mereJy as a response to the stag_
iness of the traditional French cinema. Vadir.n and Bardot f irst cultivated
their "cinematic" style in relation to thc photojournalism of Cannes. Our-
side ofconsiderations ofstyle, as Far,re Le Bret $1ote to Raoul Ldw. the orc,,
ducer of Ef Dierr crda lafentne (And God CreaLed !4,orncrn), as if i t wele iclf:
evident, "the Festival served as Mlle. Bardot,s launching pad from the start
ofher career."s0 The Festival and its cosmopolitan culture advanced her ca_
reer in a way that allowed her to emergc as an internationai superstar nho' tnas c leal l )  thcughr of  a.  . .French ar the can-c r i r r . .

- 
The canny management ofphotojournalists at Canncs helped Bardot go

from starlet to star. photographers hung out on the beach and stars and star
lets appeared in suitable lack ofattire to take advantage ofthe photo oppor _
tunities. whjle images sucb as figurc z.r4 ofBardot with Ki.k lorlsl"r r."..

_--
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, trged (in this casc to promote his fi lm .{ct ofloue in which Bardot had a bit

; 'rrrt), Bardot also had a knack fbr just showing up on the beach when the

photographers were loitering rvaiting for pcoPle to shoot (f ig 2 15)'

l l '  the Festi\-al took its "discoverv' of certain hlms as a point of pride,

,,trrlet iconograPhv scwe d as the more popular visual equivalent ofthe hunt

i.rr .utistic talent. As I'laurice Bess1, longtitne film journalist who directed

rhe L'estival irlmediately after Favre l.e Bret, obsewed in retrosPect: "lt was

ihc crrr whcn young women, rather lhiu recording an album wanted to get

r,rro 1ilms. They r,vent to Cannes."sr Tl.re Festival, in short' became an inter-

.r.rtional "schrvab's'-the drugstore on Holl,r'wood Boulevard said to have

i.turchecl a thousand careers. The fact that Bardot corild rise fromstarlet sta-

r.ls to superstardon1 encouraged photographers to lurk in search of other

lrretty vour-rg hopefuls And careers were made' American Tina Louise' not

iong alier her appearance at canres in 196z' became Ginger on Cil l igan's

.lnn,l, a show on rvhich she played, of all things' a starlet. But most ofthe

-voung hopefuls Pltotographed remained nameless for posterity'
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The starlet photos wele part of the growing genre of the pin,up.s2 The
commodification of female sexuality may, in fact, have been as universal a
language as film. The beach setting offered a seemingly legitimate reason
for their state ofrelative undress. Fairly lax censorship laws and a long tradi,
tion ofnudes and erotica in France encoutaged risqudphotos. Vdriety noted
about the Festival, "What's'news'to a photographer? Girls, Girls, Girls.,'r3
As th€ Scturddy Euening Post reported of one starlet, ,,she is usually clad rn
the absolute minimum of clothing allowed by law, and that, in France, rs
two tiny wisps offabric known as a bikini. . . . She will also do almost any_
thing to get herselfphotographed."ea Since the launch of the bikini in r94o
by Cannes designers Jacques Heim and Louis Rdard, the French reinforced
theirreputation as a sexually open society, and the photographers at tbe Fes
tival used the occasion to sellthese sexy photos around the world under the
veneer of legitimate repotting, even ofthe racy monokini (iigs. z.16).

But starlet photos also provided an interesting critical commentary on
motion pictures themselves. As a lile magazine headlined punned, .,Lady,
do you want to get in Pictures? you CAN at Cannes.',ss tfyou couldn,t get
into "pictures" as in motion pictures, there was always the world of pa
parazzi photos. This starlet hunt {einforced still photography's importance
to film, while highlighting the social and cultural hierarchybetween the two
photographic forms. The introduction oftelevision at the same time as the
Festival took hold as an important yearly image-fest added a third mode of
photographic representation to the relation between still photography and
moving photographic images.

The first postwar festivals were covered in fairly simple one,minute
newsreels, which filmed the openings and closings or panned the Croisette
and beach but did not offer visually distinctive coverage. These films were
made by Gaumont and distributed worldwide through newsreel outlets. The
6lmed iconography ofthe Festival would find its great directorunder the tu-
telage ofjournalist Frangois Chalais (fig. z.17), who attended the Festival as
a newspaperjournalist from the start (and was then married to equally im_
portant joumalist France Roche). Hls RefLets de Cannes, beginning ir r95r,
and then Cindpanardmc (r95S), a !^.eekly filn show broadcast by the French
national station RTF, were essential elements in the spread ofthe Festival,s
public image.e6 Like newsreels, Chalais'Refets captured the palm trees, the
Palace, and the general ambiance ofthe Festival on film. Always set tojazzv
music with an up beat and swinging tempo, his broadcasts enphasized the
event's festive element. Like the still imagery itfeatured many images ofthe
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i,clch and wonen in bathing suits. In fact, some members of the Festival

Jilcction complaincd that Chalais emphasized the mondain and frivolous

lrr. l l i t ies so much that he was Siving the cvent negative Press. As one orga
.rizer notcd, "This broadcast gives a false impression ofthe Festival. and can

.,nlv do it a disservice in the eyes oi among others' the Public servants rvho

, Lrcady think that it is consists ofnothing but trif les and parties."sT Chalais'

.overage particularly irked Festival organizers since they were suPpo!ted
rn part by pr.rblic monies and the governn.rent was also responsible fbr teie-

i ision. But Chalais refused to be controllcd by the subjects he covered He

,.esponded to these compLaints by reminding the organizers "I 'm not here

Lo be a Festival apologist."es Chal.l is seemed far less the dupe of the Festi '

\.al than most ofthe press corps, or at least he understood that thejournaf

ist had the right to represent the Fcstival as he or she w;rnted and not as the

Festival did.

2.16 : t . r  ! r  n m!. . r .  .
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Despite the complairlts and defenses, the R€fets established its diffel
ence from the paparazzi and the newsreels in tn o lvays. Fir-st. Chalais' tearu
filmed not onlv the event being covered, but also the press cover-age ofan
event. There are countless images ofthe photographers taking pictures in
the television broadcasts; thus thc television cameras filned the subject of
thephotos and the subjectbeing photographed at the sarue time. The tele-
vision programs emphasized what could ah ead_v be found in t)re still phcro
graphs, which often had troublc getting their subjects u.ithout photograph
ing photographers as wel1. (See fig. 2.9, a shot of\\ran.en Beattv anti Naralic
Wood, as well as fig. z.r8 of Alfi ed Hitchcock and Tippi Hedren on the stair _
case r.ith photographers lurking behind and in the center. of tlre con.rposi
tion). The television camera's "eve" reveals the fabrication of the c\.ent as
an event by showing thc photographers at \^,ork. lclevisjon t1;itNrl tted a
sort of metacrit ical p(.rspective coverage and lhe coveLage of coverage.
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Perhaps lhis is what bothercd the Festival organizers, since it was theirjob
to produce thc event as smoothly and seamlessly as possible.

Chalais' shows also carued out thc terrain of the celebrity interriew in
France. Like the imagery that seemed to undctscore image making, Chalais'
interviews oftcn focused on celebrit ies. He interviewed most of the ma
jor hgures that visitcd the Festival-althorLgh French-speaking stars were
clearly at an advantage. Amcricans sucl.r as Jayre Mansfield, Mitzi Gaynor,
and Dorothy Dandridge did not attempt to speak in French and werc thus
lilmed in motion-on boats or dancing-to mitigate their mute status. F()r
thosc who could speak, hc pror.npted them to comPlain about the dif6cul
ties of celebrity and in so doing revcal their "private" selves Sophia Loren
cxplained that she had no more privacy bec:iuse "you have to pay the Pri.e
of celebrity."l00 Brigitte Bar.lot pouled that' iny l ife is a big prison," and
Martine Carole explained tl-rat onc's ccLcbrity st:tus 'dcstloys,voLrr private



life."101 Some had more clevet replies to bis asl<inq abr.rri thc p,-rr,. er ofcelcl'r
lit1. Simone Signoret lenlind ed hjm that ifsh c had beeir tr-'ulv pol erful th er.
would be doing the intervieu, at a timc shc selected and not ths reverse. Ja nt:
! 'onda, u'ith a lbirl ' , good facil i t! witb the languagc. underscored rhc !1..
tbat \,\'hcn thc camera is on. an actor alwa,ys acts undercutting thc clar-ade
that the Chalais interviertu'ould leallvbring audienccs cioscr to those intc:l
r.ieu'ed.102 In sum, telcvisiolr covei:age combined the spontaneit\ of thc pr
parazzi photos with an attempt to achieve greater intimac\/. Yet. televisior-.
differed frompaparazzi photos in its rrore self-reflexivc stance. It offercd :r
discourse on image making rather than acting as just another medium fol
searTrless represeDtation.

Photo and television journalists cultjvated tlte spoDtarteous irrage:rt
Cannes and thus helped uncierscore the specjal costtopolitan space ol t irc
Festival. Only here would such international groupings ofstars be possible
(figs. z.r9 and z.zo). Riding in the convertible in figurc :.r9 a;:e the ltalian
Sophia Loren. the Frenchman Alain Delon and his girlfr ier.rd, the Austrian
star Rony Schneider who had becot'uc a super.star in Erl1'ope in the wildlv
populal Sissi frlrr-rs. Figule z.zo features Frencb and American "twilts'---
Bardot and Kjrrl Nor.ak. This iconographl'embedded Amelican stars inio a
br-oader cosrnos ofstars from all over the world.

The Cannes ima€es represent one of the Festjval's signal qurlr 't ies: the
constitution of a film culture bloader than llolllwood's. Yct. both Hollv-
wood and the growing community of Englis}r language independent filn:-
makers also attended in force, which the Festival organizers achieved
through steady cultural dipiomacv with film professionals rather than anl'
governtnerlt. The Cannes organizers recognized the iDtetnational impor,
tance of Ar'nerican product andpeople and sought to exploit its status. Thcv
trotted out the American presence like a prized pony: American participa
tion in and endorsement ofthe Festival not onlv contributed to its success,
but also suggested that the Ame cans felt they had something to gaiu bv
coming to France.

Before the u,ar, it had been the rejection offascist plopaganda tl1!t the
Anericans shared with the French and British, rvhich resulted in their sup
port ofthe Festival's creation in the first placc. Despite thc short l i fe ofthe
19j9 Festival. Phil ippc Erlanger wrote to thc ministcr of education that
'Amcrican fi lm pcople, notabJl, have rnade it their business to assure the
success ofthe event."ro3 Their attendancc at Cannes helped t e establjsh the
importance ofFrancc in the intemational film u,orld. Thc story ofthc Amer-
icanparticipation offers a different sensc of"film relations" bct\^.een thc two



2,19 SoFh a L.rer i  : i : i , )

!  n r  D. n.  iFf .n. . l .  . r r iL l

l io,ry ! . f iFe. ler ,  ALi i r r . : )

; i  ihF Fei l  va . I962

2,2O f .1 n- i  : r  r  r : - ;

i l . r  i r . :  1Ff. . . : . ,  : . . r

r .  -  l . .e l . . :  aa) : : . ' r i

a: .  _, : -  iFr  r  ' - ' :6.

arLrr_r: : , , .1_r l  : : :  r . : ' .



communities than scholarship about quota battl€s nanates.toa Rather than
taking any stance against Holl].wood, the Festival organizers saw their role
as promoting film in general and accepted that Holl].wood's participation
would enrich and enliven their event. In fact, wben negotiations in Wash
ington in 1954 threatened to preveDt American participation in the Festi'
val, Valiety editor Abel Green reassured Favre Le Bret that this would not
affect American stars from coming to the Festival. Although his position
was probably incorrect, his reasoning is ofinterest: "the Franco-American
breakdom on the film treaty. . . doesn't have any effect on Holl).wood stars.
After all, the American motion picture industry is aninternational industry
and French-American relations are always ofthe highest."l0s

Explicit cooperation emerged from the first postwar Festival. In a mes
sage to the Festival organizers from Eric Johnston, president ofthe Motion
Picture Associatiolr of American (MPAA), he granted that "we Americans
have much to learn from our talented colleagues around the world. . . . No
people ever had a monopoly oftalent."106 Perhaps such a disposition facili-
tated observations such as this fiom the executive secretaryofthe American
Motion Picture Academy ofArts and Sciences who attended the r952 Festi
val: "l never encountered the supercilious dislike ofAmericans and Ameri-
can films which I had been warned I might meet at everyturn. My experience
was one ofgood-will and eagerness to nauow the inevitable breach caused
by our quotas and business agreements."

Between 1946 and 1952, American participation appeared insufficient to
some observers. The publisher and editor ofthe expatriate newsletter Jlmd's
Pais Grapevine, American Viola llma, wrote to Dwight D. Eisenhower after
the r95r Festival and called the paltry Americanpresence "an outright insult
and disgrace to ourselves and to our hosts."10t The problem persisted the
following year as evidenced by a report from the executive secretary ofthe
American Motion Pictures Academy ofArts and Sciences, "the impression
at Cannes was that the U.S. film industry had snubbed the Festival and had
sent pdnts ofwhatever films were easily available; that we had not tried to
present either our best pictures or a varied impression oflife in the United
States."1o3 This comment suggests some lack of mutual comprehension
since An Americcn in Pads, the winner for best picture of 195r, represented
the United States, among other films that year.

The problem ofperceived lack of interest on the part of the Americans
seemed to disappear over time. Hollluood's most important film profes-
sionals, from itsproducers to directors, fiomits distributors to independent
theater owTlers, started to mal<c an annual pilgrimage to the Riviera. New

)
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York art housc theater olvnet and .lislributor Walter l{eade wrotc to Flrvrc

I e BreL noting, '1nany oIthc theater ou''ners of our cor'tntrl' have becn inter

ested in fthe FestivaL'sl activity rrnd its grert international significance "'nr

Rea.1e attended in orcler to brty the rights to show fihns tiom lround the

lvorld in the Unired States. That rhe Festival facil i tated the rise of foreign

hlm exploitation in America is another vadation on thc two lv'ly strcet r)f

t'Llm relations. Even studio heads srrch as Spyros Skortras' president o fTrven-

tieth Centu(J Fox, lauded the Festival irl tlon-nationaiistic terms:

Ntyliith ir-r the universally important good the Festivil ofcan esperlbrlnsro Lhe

beneiit ofthe wL.rld industn' is es steadlist rs ever' Proliding as it does e Dlr'l-

ror ieflecting the best crelLive achievements of artists and cratismen of so mrny

countries, the Festival has assumed a public and lvorid indusrry signihcance

lbu hale my own and my company's complete co-operation irr the perpetuatlon

ofthe purpose atd objective ofthe Festival lnternational du Film u0

Although muc hhas been made ofthejingoistn associated with the "patriotic"

efforts ofthe studios during the rvar and Hollywood's sr'rbseeluent flooding

of Europe rvitl.r American fi1ms, their Level of interest aud cooperation rn

Cannes indicates a recogrrition ofthe kcy role played by the French-lecl Fes

tivai in its cultivation of filn.r as a "world indusrry"

The Festival heiped the American industry develop lhis broader or'Lt'

Iook. Hol\'wood's ParticiPation was of the highest priorjty for the besti

val's organizers who systematicalb/ cultivated their presence. As much as

they wanted An.rerican films' they also wanred r\merican personalities to

attend in order to feed, inpartictilar, thc photographic corps that lhe Festi

val worked harcl to gathel In a lctter to Nladame Gcorgcs Bidault (nde Suzy

Borel), wife of the presidcnt ancl an attach6 athe l'{inistry ofForeign AiTairs

(herself an organizer of thc Fes!ival in 1939), Fa\ac Le Brct conhded that "it

is without doubt the particiPation of American stars irnd personalities who

already have an international leputationhas crealed an atmosphere that has

furthered the Festivafs success."lu The Festival organizers identif ied the

Arnericans as key: "lt ml$t be admitted that it is thlrnks to the Anrerican

participation thal lve have not ody rhe best &lm selection bitt also the prcs-

ence ofbig stars."1r2
Procuriug rhe paiticipation of r\merican studios and sti l ls \! 'as rn Part

acirieved by thc yearly triP lnade by FalTe Le BIet to the United States He

visited NewYork, trVashington, and l-os AngeJes, meeting "viLh 
the |. ikes of

Eric Johnston, Howard Hughcs ofRKo, Arthur Lowe ofI'{(litl Luigi Lulas-

chi of Paramount, and "Elby" Mayer ar his home io Be1 Air'r1r He sarv French
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journalists such as Ldo Sauvage, le Figdro's New york correspondent, and
French ex-pat director and writer, Robert Florey in Los Angeles.la These
trips also depended on two great Cannes friends in AmericaiRupert allan,
a publicist who had been with the MpEA (Motion picture Export Arro.i",
tron, originally known as the MpA)in pads before moving to the West Coast
in r95o as the editor for looft; and Anne Buydens, a German_born, Belgian-
raised, and Swiss educated ,diplomatic hostess,, who served as a protocol
officer for the Festival after the war before marrying Kirk Dougla. and r",
locating to Holllwood. During the r95os and ,6os, Allan and Anne Douglas
voluntarily served as the central liaisons betweenthe Festival and the Arner,
ican industry

The Festival archives are filled with correspondence in which Allan and
Douglas identify films and the stars that might accompany their films ro
Cannes, They seemed to pay careful auenlion to French_tiemed fi lms rn
particular. After seeingFunny Face, Nlan noted in a letter to Fawe Le Bret,
"l don't think any other film has ever paid such a tribute to paris as it does,,,
and suggested they procure it for the Festival.rrs Douglas reported to Fawe
Le Bret that she had seen Can,Can, which was charming but not as good
as Gigi, which they had screened two years earlier. r16 Allan fauor.d yJ,r.rg
starts, hislogic evidentas he explained to Fawe Le Bret the serection ofMitzi
Galrror: "Mitzi issure to get a great deal ofpublicitybecause ofher cuteness,
her animation, and enthusiasm, her amiability, and above all, she looks
terrific in bathing suitsl,,rlr The careers ofAmericans such as Kim Novak
were launched at Cannes. Ja)me Mansfield took advantage ofthe beach set_
ting to show offher assets. Francophiles such as EdwarJ G. Robinson, Kirk
Douglas, and Gene Kelly, hairpiece or no, attend€d on several occasions.
Rupert Allan s publicity stunt of introducing Grace Kelly to prince Rainier
ofMonaco in 1955 at Cannes became the event around which the nextyear,s
festival was organized-the royal wedding in Monaco.

The presence ofstars was easier to negotiate than that of the films. The
subject ofthe exhibition ofAmerican films is a complicated one, whichfirsr
needs to be embedded in a more general understanding ofthe Festival,s film
screenings. Bothstructural and aesthetic factors led to the selection offiLns
destined forexhibitlon at Cannes. Most countriesused nationalpanels, usu,
allycomposed ofgoyernmental film authorities, to selectthe films tobe senr
to Cannes. ID the United States, the Motion picture Association, working
most closely with its paris office, selected the American films to be sent.
Over time , however, Fawe Le Bret became involved in the selection of Ame!
ican films on hisyearlyvisits. This set the precedent for what would, in t97r,
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become one of lhe Festival's major policy changes: the Festival selected the
illms and those films no longer represented a nation. There are severai rea-
sons why this shift happened. First, by the late 1960s, as Fawe Le Bret noted,
''lt has become harder and harder to determine the nationality of films.""^
The increase in coproductions in Europe (and FrancoJtalian ones in partrc
rLlar), the decline ofthe Hollpvood studios and its star system, and the rise
,lf "auteurism" also started to brand films by director as opposed to nation.
This development of cosmopolitanism within film culture was not.just re-
flected in the Cannes program, it was a product of the internationalism of
Cannes itself.

The Festival awarded prizes for the best frlm fiom each nation and with
one overall international prize. dthough categories of awards have come
and gone over the years, the Palme d'Or was flrst awarded in 1955. But to
study that award over time to establish some sort ofpattern wouldbe futile,
since the small group ofaround ten jurors changed from year to year and
rvas ahvays eclectic, not only in its composition but also in its tastes. Jour-
nalist France Roche cy'dcally commented on the jury awards in t957: "The
jr.rry did not judge quality. Its awards are a ritration of politics, commerce
and tourism. They give a small award to one, another small award to an-
o rher and a bigprize to the Amedcans to make sure in exchange they will get
Hollywood stars the next year."1ls Contrary to Roche's claim, America did
not win a disproportionate number of awards and only won its first award
for best film with Martyin..955.

The initialjury was composed ofa member from each exhibiting nation.
'fhe followingyear the jurywas all'French, though its makeup shifted again
until eventually returning to including as many non-French as French mem-
bers. There were all-French film professionaljuries, international panels of
cultural celebrities (acadirnicians) such asJean Cocteau andJules Romains.
Eventuallypanels included an increasing nr.rmber offi1m stars and directors.
Fromthe mid r95os onwards, internationalism, glamour, andtwo and ahalf
we ek availability guided the selection of members to the Cannesjury.

More salient to a discussion of"Cannes 6lms" mightbe the kinds of films
exhibited, especially once the Festival itself made those selections (which
is beyond the scope of this study chronologically). Even then, it is critical
to remember that production schedules and distribution deais contributed
to what could be shown in Cannes, since Festival rules specified that films
shown had to have their Europcan prcmiere in Cannes. (Exceptions, holv-
ever, were made to this rule. For example, int964 Les Parapluies de Cherbourg
screened at Cannes and actually lvon the Palme d'Or, despite having already



been released in Paris. Protests abounded from interested parties in Italy,
the Soviet Union, andJapan.)

Both the Festival leadership and the press valued films for their status
as discoveries and reyelations. Just as "discovery,,marked the Cannes events
discussed earlier-the spontaneous photo, the newstar, the starletwho be_
comes a star-this quality marked film exhibition as well. Discovery could
mean many things. Films could "discover,' stars (Kim Novak); uncover new
film aesthetics (neorealism and the New Wave); or reveal the work of film-
makers whose films had not previously been exhibited outside their own
country The Festival would "discover" such directors as the Indian Satyajit
Ray, the Eg)?tian YoussefChahine, and the creekMichel Cacoyannis, malor
directors within their national and regional contexts, but largely unknown
in the major film-producing nations such as France, Italy, England, and the
United States. For American frlms, Cannes would discover modest budget
character-driven f,lms such as Mdrty, which went on to win the best picture
of 1955, awarded in March 1956 after having won the palme d'Or at Cannes
rn May1955.

Although films were not awarded prizes based on their likely success at
the box office, potential commercial value certainly drove fihn selection in
the first place. Films such as the Italo-French coproduction BlachOrpheus-
set rn contemporary Brazil during Camival-exemplified the sorts of films
favored by Fawe Le Bret. Exotic, shot in a rich color palette, with a lively
samba beat and untrained actors ofcolor, it packaged the popular taste for
spectacular color and music in the pretension of the classical tradition,
since the story is that ofOrpheus. Blcch Orlheus did, in fact, win the palme
d'Or and went on to great box office success (selling sz3,+s6 tickets), mak
ing it the fifth most successful film at the box office in France between r95o
and r963.r20

If small nations might have benefited from the publicity machine at
Cannes, what did the Americans gain by being there? There were obvious
drawbacks: the Americaru never believed they had enough films exhibited
at Cannes because their level ofworld film production was so much greater
than other countries. American producers feared that failure in compe-
tition might hurt a film's box office abroad, a segment ofprofits that was
on the dse during this period. yet the benefits outweighed these concerns,
enormous press coverage; a cold,war inspired need to be present where
and when the Soviets were in intemational cultural settings; and to pres-
ent proofoftheir international cooperation to counteract accusations that
Holl)'rarood wanted to purge the world offoreign production.r2r
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' i  herc wcre cconomic incentives as weil for every nation, but rhey were

.1iLicrLlrrly app!'aling to Anericiln studios lhat strugglcd rvith French-

;Lrr(rsed Lrost$-ar; !l!!ot.is. hl a briliiint move that helped guarantee lh€ Fes

":,1 high cltLaiity hlms fiom all natious, arry fi lms entered in the Festivai
.r ' ld DLrt cor-1ot against .]uota l imits and $z5o,ooo in proii ls from each li lm

.Lrlt i bc repatriated directly b.rck to the producer domestically instead of

. ing lrrrzen in European accounts. Oldinerily, the American studio profits

, I rr nr c star ed in Fre nch rrccounts in order to stem the flow of dollars out

:rLi ope. Five Amcrican 6lms shown at the Festival could mean as much

, si.z5 mill ion dollals back to lhe States. At t imcs, the Americans screened

,ii:is srrch as Gigi ar.rd ,'\round tirc !!-orld in Eighty Day'r. but (efused to enter

iun in the competition to avoid risking the reputations of these big in

,:tmCnts.
For these occasions, the Fcs tival created the hors corrpitition category oc

.r:.d mosll)'to bloc kbr.rsters because their scale ivor dallow, "especially for

,-rcnine night, .rn opPortunity fol cxrra-cinematic events lhat wordd likelv

.J to the Festivirl's glitter"'l2'z This privileged forum of the film screened

..isi. le the compctit ion becaine an essential part of rhe Festival and in-

. '-.occi sLtch blockbusters as Ben Hur (1950), Exodrs (196o), andDouot Zhivago

-:, 5). In this way, the Festival fostered what might bc called thc "iuterrra'

,-,r:rl" film of the Late filiies and to the mid-sixties-massive, irtemalional

i ritaf co-productions such as,lroriitd lh e Wctld. in Eighty Days 'Thc Lcopard,

' 'r"iir-., The Fall o/ rhe Rorndn Inrpire, The Fcbulous Aduenfitres olrlfarco Polo,

.- i Dcctor Zhilago, rvhich p layed at the Festival, and such popular series as

. r'ink Parl lhcl and James Boncl fiirns which cor.rstituted a popular, cosmo

rli ran internat ior.ral fi 1n-r.
iloilpvood .rcknowledged the Festival's importance, and the Festivel

c.,r th;rt ,;vithotLt American filn.r there could be no "iLrtcrnational" Fcsti

r . lihis cooperation cmerged because of a shared affinity between the Fes-

;rl rrrganizers and the i\mericans: the French fihrl community grasped

,:d pr-omoted the commercial quality of Elms as much as they valued art

, -,. Time and again, Favte Le Brct and his team underscored their commit-

.r,t to hln as reflccting PoPular taste and felt they should never abandon

r st.rnce. The tlotion that the Cannes frlm is a[ "alt" Elm is a function of

, ;hings, the prizes ended up being eclectically awatded to many non-

r-rmercial films whiie Cannes' bloc]<busters played outside the conPeti

. 'r. incrcasing[y, r 'ron-American 6.lm was associated wi!h noncomn'retcial

:,. Because Caoncs showclsed illternational hlm. it has been seen as Pro-
i;ing art tilm, Qr.rite thc reverse is lhe casc: the Fcstival organizcrs cared



deeply about promoting commerciallyviable films not onlyfrom the United
stat€s, but also from all over the world.

The Festival proclaimed itselfat once concerned with art and corrrmerce.
In a summary witten by the Festival directors describing its significance
to the new minister of culture Andrd Malraux, they noted, "lt is undeni-
able that the Festival sewes both the cinematic arts and industry."123 From
its conception, the Festival favored the logic ofproduction: the number of
films exhibited per nation was proportional to the number of films pro-
duced in each country yearly. Thus, film production trumped both quality
and diplomacy. The organizers did not see quality and popularity as neces'
sari\ in conflict. As the Festival organizers noted in 1958, "One ofthe rea-
sons for the Festival's success is that the direction has always been as liberal
and eclectic as possible, not limiting its choice to a few esoteric filrns whosc
qualities could not be appreciated by a large audience."12a

The quality/commerce debate emerged early in discussions ofthe Festi
val's films. In r95r, journalist Simone Dubreuilh mockingly defended film
festivals as gatherings where qualities other than commercial potential
mattered. As sheput it, "without festivals, the Temple merchants wouldnot
have their yearly moment of disinterest," as if to say that the competition
at least encouraged the consideration ofartistic merit.12s Maffist film critrc
and scholar Georges Sadoul as early as 1949 pronounced that it was "once a
glorious festival which has become a publicity fair used exclusively to pro'
mote commercialproducts and casinos."126 Andrd Bazin, more interested in
the development of"film art," complained as early as 1949 that the Festival
had lost its soul to commercial interests.1'z7 Yet defenders ofthe Festival re-
spondedwithvigor. RogerVadim argued that the importance of festivals in-
hered in the veryjuxtaposition ofart and commerce at theheart of film: "fes-
tivals orchestrate a commercial and adistic movement thatbenefit cinema,
it seems to me that they offer a practical interest for the seventh art."128

Some critics may have been interested in the discourse of cinematic
quality (on which their existence depended), but those who produced the
Festival and the thousands who attended and who reported on it (film crit-
ics aside) did not separate quality fron the develoPment of the industry.
Fawe Le Bret articulated this philosophy in a letter to John McCarthy, rrce
president of the Motion Picture Association: "The strict goal of the Festi
val , . . is to facilitate, by virtue ofthe comparison of the best films from all
over the world, a focus on world-wide Production that invigorates the film
industry while helping to advance the artistic evolution of filtn.i'12s ln the
late 196os when the Venice festival had fallen on hard times, Fa\Te Le Bret

-a
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j ,,rcnted that Lhc problcm was lhe Venice festival's "intellectualism." Al-
rLgh hc noted that ihis approach was, withortt doubt, commendabie, he
j.nsiste,,1 it was "inore appropri:1te for a conference, of the cind-clt lb va'

- , t i ln lbr a testival which. after all, contains the term'fCte'within it."r" '
iae, to the C:lnncs crguizers, became knowri as the 'ciDi-club de luxe."

.rch :i,rrountcd ;o call ing it ;. high end f, lm appreciation circle. LiL By con-
:r, commerce and popuLar film iemair.red thc grLiding principles of the
,ric.! Festi! al 's organizcrs.
ihis open door policy to!!ard commercial f i lm made the spontaneous

.relopment of the r,r 'orld's largest f i lm market possible. C;lnnes was no
,,ie highb{o!r fllm exhibition; it uas cer.rtrally c'irgaged in promoting the
:rusrrl: The Festival not onl.,lr promoted films from all nations brit also be-

: me an i[ternational marketplace for film. As the Festival organizers noted
, t.rrlyas r948, "virtually sidebyside with the Festival is a realand true film
,rlrket."'12 This mirrket took many forms. Some Prodncers rented out the-
, -ers in townto screen movies that had notbeen entered in the comPetition
:,:rlLrse the number of film professionals in attendance at the Festival of-

..,. rsd Lrnplecedented exposure to distributots and other film professionals
;i:m around the rvorld. Movies r,r,cre bought and sold at caits, on the beach,

:r nci at parties. fire nlarket business incteased to Lhe extent rhat the organiz-
(irs wondered whether they should integrate the unofficial market activity
iato rhcir ofFicial dor,ain as Part of Lhe Festiral's sanctiorred erenls. As thc
\mcrican panicipant reporting to the Academy in r95z noted, "the Festival
iti an excellcnt showcase for the bcst v!'ares curlently available in the world
ilm rnarket," and he urged Americans to participate even more 133 The
"rnarket" developcd in and alor.tg the movie theaters on the rue dAntibes
'..,'Lrerc fiLms r,vcre screcned. Deals lvere slruck in bars, caf6s, on irapkins and
lith hi.ndshakes b.'lbre being written t1P. In 195-1, the n.uri<et did twice as
much business as the prioryear. In 1955, one source estimated it did about
one and a half miilion francs ofbusiness; by i957, the market was thought
to generate trvo million lrancs in film irade.r3a Eventually, the market came
rilrjer the Festival's offici:rl sponsorship in 1959 and is an imPortant indica-
tc)r oi ihe Festival's central role in the economics ofthe world [lm market.
Bv r9ri5, Neurstur,:k noted rather matter-of-iactly that the Festival was "the
inovie wo1.ld's biggesr commctcial e!'er.rt ir,'ith 35x of the year's 6lms dealt
lt Cannes."1:5 Lcrng before Miramax struck gold io r989 ar Cannes with Jrr,
l. irr rnil t i  idictapr prcduccrs sirch as Cailo Ponti:rnd Raoul Ldvyrnade for-
tunes brL,ving ind sell ing fi ims ihere.'ra As the Festivai organizers noted tn
thciareJi t i ics." thcFest i t , : . r r - r t r rs i tssuucessloi tscolnnicr l ia l r ,a luc.  .  ic is
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a real stock exchange of fiIm."r37 The French weekly l'Erpless reported that
business was so big that "the number of deals struck at Cannes would suf-
Iice to keep the movie business afloat for tenyears."r38

The film market developed in part, as Festival organizers grasped, be-
cause the particular geography ofCannes turned the reson into une cit,! du
cindma, the dense cluster of hotels, the Promenade de la Croisette and thc
beach made for excellent and easy encounters among filrr professionals who
sought to conduct the business of buying and selling films already made
or developing projects and deals.13s As the American delegate remarked in
1959, "the primary purpose ofthe Cannes Film Festivalis as much to getfilm
people together from allparts ofthe world as it is to show the top films."1a0
ofthe thousands ofpeople who descended on Cannes for the Festival's two
weeks, the overwhelming majority were members of the film community.
Professionals andjournalists so dominated the event fi ol.r the start that thc
local authorities in Cannes complained that all the seats to the films wer e al-
ready given away: "To attlact tourists, you can t only promise thern the pos-
sibility but also the reality of actually attendir.rg the films. "1ar Edgar Monn
summarized it best: "The purpose of a festival is to commercialize that
which is aesthetic and aestheticize the comm€rcial."142

By the mid-rg6os, the Festival in Cannes had firmly established itselfas
the major yearly crossroads ofthe world film community. While the Festr-
val may have helped French film and certainly played a key role in the emet-
gence ofthe Frencb New Wave, the event itselfalso facilitated the intena-
tionalization of film culture. The Festival combined the market exchange
with rhetoric about the international advance offilm culturc and the press
glitz of a galary of movie stars in bathing suits by day and turned out in
formalwear by night.

Butbecause of film's peculiar andprivileged status in relationto the real
world as represented in films, the Festival also created more than a global
filmmaking community. As a Brazilian newspaper celebrated in r95r, "we
have spent these weeks in a splendid spectacle ofuniversal humanity from
the four corners of the world with these sixty films; its spirit, its custon.rs.
ways oflife, ofthought."ras The Festival appeared to re-present the world it
selfthrough the films shown and talked about. Although thevery success of
the Festivalin Cannes spamedotherfilm festivals, thus creatingthe festival
circuit oftoday as its direct legacy, it was a vital force in developing the post-
war internationalization of film. Rather than hardening national idcntity
through international contests, the Festival eventually broke down its own
rr.rles of corrpetition between nations in order to achieve its self-professed



Thc adn'rdr filnr I?rriudl

;.ills ofpresenting a costnopoiitan smorgasbord of films. In so doing, I hope
*)h.ivc shown that"itwas so French" toclaimthat France could, would, and
, noLLld be the logical host to such an international event.

Yet, the cooperation between Festival organizers and Holl),.lvood and rhe
rr. 'ss delivery of the cosmopolitan spectacle they orchestrated forces us to
rcconsider postwar Franco-American fl lm relations. By privileging stories
i:f competition and conflict, we have missed the Franco-American film part
rership that ibrmed a cornerstone in the emergent .,international,, film cul_
iirre t,f the postwar era. If institr it ions sr"rch as the Festival in Cannes ern
bodied this new lilm criiture, it fostered two significant elements of the
rmergent global lilm culture of the late r95os and r96os. The first was the
seismic eruption of Brigitte Bardot to international celebrity that {eveals a
great deal about the France-America connection. The second was the devel-
opment of the international system ofcoproduction that generated the cos_
rnopolitan film cycle, which took off after the record,breakins success or
the lilm based on a late nineteenth-century novel by the Frenchman Jules
Verne and made by an American "showman'Mike Todd, Around" the World
in Eight! DaUs.lt is to these "bastard,, children of rhe Cannes Filrn Festival
rve uow toln.
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