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T I U N ES CO “The Governments of the States parties to this Constitution on behalf of their peoples declare,
“that since wars begin in the minds of men, it is in the minds of men that the defences of peace must be constructed . ..

intellectual and moral solidarity of mankind.
“For these reasons, the States parties . . . are agreed and determined to develop and to increase the means of communication between their

48th year
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languages and in Braille

“that a peace based exclusively upon the political and economic arrangements of governments would not be a peace which could secure the
unanimous, lasting and sincere support of the peoples of the world, and that the peace must therefore be founded, if it is not to fail, upon the

peoples and to employ these means for the purposes of mutual understanding and a truer and more perfect knowledge of each other’s lives.

EXTRACT FROM THE PREAMBLE TO THE CONSTITUTION OF UNESCO, LONDON, 16 NOVEMBER 1945



















































































































































































































































APPEAL BY THE DIRECTOR-GENERAL

“The twentieth century will go down in history
as the century that added a new art to the his-
tory of civilization: the seventh art. An art
which, if we really make an effort to safeguard
it, will preserve philosophy, history, daily life and
the problems, emotions and attitudes of an
entire age.”

{Greek Minister of Culture and actress)

“What would we do if negatives of Amarcord
or of And the Ship Sails On were to disappear
forever? Surely the works of Sembéne Ous-
mane, Fernando Solanas, Mrinal Sen and
Merzak Alouach also deserve to be protected?
I am not convinced that it is necessary to
appeal to intellectual snobbery, charity or clair-
voyance to make people aware of the cata-
strophe that is threatening the cinema. 1 should
prefer to think that it is through humanity, intel-
ligence and above all through love for future
generations that we will save the cinema.”

oussef Chahine

(Egyptian fim-maker)

“Africa has a right to its image and its memory.
We must preserve, but we must also help to
distribute films in Africa. The African cinema
must develop because Africa has something to
contribute to the memory of the world. Africa
wants to have its own image, to produce and
preserve it.”

Gaston Kaboré

(Burkinabé film-maker)

“I invite you to take action to defend the three
fundamental rights of cinema pluralism: the
right of all nations to develop their own cinema
and to enable cinema and audiovisual works to

Saving the
cinematic heritage

Embracmg as it does painting, the-
atre, music, literature and pho-
tography, the art of the cinema,
which was invented in 1895, 1s the
custodian of the memory of the
twentieth century and one of the
leading forms of expression of a
changing world.

A product of human creative
imagination and inventive genius, the
art of the cinema developed along
lines running counter to those of the
other arts, in that its discovery and
the progress it made were based on a
technical invention. It owes its suc-
cess, which was immediate, to the
new dialogue it established with the

public, where every spectator is

under the illusion of actually being in
the midst of the action caught on
film. Film, the miracle of the moving
image, abolishes spatial and temporal
distance. It records, recounts, illus-
trates and invents.

Today, more than three-quarters
of the perishable and highly inflam-
mable nitrocellulose-based films
made prior to the 1950s are lost for
ever, while some 60 per cent of the
cellulose-acetate films made after
1950 are threatened by a process of
deterioration known as the “vinegar
syndrome”, which bleaches the
image if the film is not properly con-
served.

The wealth of images captured in
art films, features, documentaries,
full-le ngth films, shorts, popular-sci-
ence films, newsreels, instructional
and educational films, cartoons and
others, is in danger of disappearing

forever. The cinema has to be saved.

Under its Constitution, UNESCO
is responsible for “assuring the con-
servation and protection of the
world’s inheritance of . . . works of
art and monuments of history and
science”, and devotes itself to fos-
tering the action needed to safeguard
them. The conservation and restora-
tion of the international cinematic
heritage entail special problems that
private support and spontaneous
gestures cannot by themselves
resolve. It is accordingly considered
necessary to look for answers to
them through partnership arrange-
ments.

This is why, on behalf of the
United Nations Educational, Scien-
tific and Cultural Organization and
of the Honorary Committee for the
Celebration of the Centenary of the
Cinema,

I solemnly appeal to the Member
States of UNESCO to take appropriate
legal, administrative and financial
steps to set up or strengthen the
structures that are essential for safe-
guarding the international cinematic
heritage, such as film archives, film
libraries, cinema museums and
restoration laboratories. If this action
is to be successful it will have to be
carried out in consultation with the
International Federation of Film
Archives (FIAF), the specialist inter-
nationa! organization whose mem-
bership includes more than 100 such
archives in 63 UNESCO Member
States.

I invite cinema specialists and




OF UNESCO

film-goers to join their efforts to
those whose task it is in every
country to ensure that their national
cinema is safeguarded, so as to make
it possible to compile exhaustive fil-
mographies.

I invite film producers, actors,
directors, technicians and operators
to join forces, as they are already
domg 1n some countries, and set up
national foundations or associations
to alert the public to the urgent need
to preserve the national and interna-
tional cinematic heritage; collect pri-
vate or public funds to help finance
the restoration of national film col-
lections; encourage projects for cre-
ating copyrlght registration systems
in countries where archives for the
preservation of the cinematic her-
itage do not yet exist; and ensure that
the national preservation practices
introduced are consistent with the
norms laid down by the Interna-
tional Federation of Film Archives.

Iinvite the photography, cinema,
video and television industries, film
producers and distributors and all
industries concerned with cinema
generally to participate generously in
the national and internation! effort
being made by associations and orga-
nizations to safeguard the cinematic
heritage, by contributing to the cre-
ation of an international fund
designed to defray the cost of film
restoration and preservation work.
This fund will be created in the
International Federation of Film
Archives and UNESCO™.

linvite cinema and television film
producers holding rights to films or
successors in title to join in the safe-
guarding operation by participating
in it financially or setting up appro-
priate restoration programmes; I
also ask them to do their utmost to
facilitate the distribution of restored

films in commercial and non-com-
mercial circuits by concluding
agreements with film distributors
and distribution agencies.

I invite film festivals all over the
world to create a section 1n their
programmes on “films that have
been saved” and to organize public
showings with the co-operation of
the International Council for Film,
Television and Audiovisual Com-
munication {IFTC).

I invite schools of film, television
and the audiovisual professions to
take appropriate steps, in conjunc-
tion with the International Liaison
Centre for Film and Television
Schools, to alert future professionals
working in the film industry to the
problems of conserving and safe-
guarding cinematic works.

I invite the industrialized coun-
tries to co-operate with the devel-
oping countries, so that the latter can
successfully engage in research on
their film production and ensure the
training of conscrvation specialists
through the requisite transfers of
knowledge and technology.

In conclusion, [ invite members
of the international community,
such as film critics, specialists,
cinema-goers and others, to con-
tribute in all appropriatc ways to the
movement to safeguard the cinema
in conjunction with the national,
regional and international bodies of
the International Federation of Film
Archives. |

FEDERICO MAYOR

UNEsco Headquarters,
2 November 1993

* The UNESCO Fund for the Safeguarding of
the Film Heritage was established in 1995. (Ed.)

be seen as the right of all authors and directors
to express their aesthetic and cultural identity
freely, and the right of all peoples to know and
benefit from the films made by all the different
nations of the world.”

Fernando Solanas

(Argentine film-maker)

“Throughout Black Africa, South America and
almost everywhere in Europe, cinemas, which
were meeting places just as important in their
own way as country churches, are closing
down one after the other because, at their very
doors, pirate video cassettes are sold for less
than the price of cinema tickets. We are not
asking you to set your face against progress,
but we invite all of you, in your respective
countries, to save these places of mass com-
munion where, as Freddy Buache so neatly
puts it, ‘members of the audience together

(French film-maker)

shared the same emotions.

“"We know that without libraries, literature
would disappear, the memory of writing would
die with its authors, everything would be con-
temporary, no worse than journalism but also
no better—and the journalism not inspired by
the epic and romantic forms of the past. What
would our cinema look like if we had no
memory of its development? The question is
almost too banal, and yet we still treat that her-
itage as if it had no value. Arrangements for
preservation and exhibition of past work fall far
below what is barely necessary.”

(International Liaison Centre for Film and
Television Schools)






might he have developed his great

talent even more?
— No. Abai emerged at a time when lie was most
needed. For the first time in its history,
Turkestan was discovering, through Russia, the
European ideas of the Enlightenment, which
would have enormous consequences for the
nomadic masses. Shortly after, these people
would be hurled into destructive upheavals
and live through two revolutions: that of 1917
and that of the 1990s, which rejects, annuls
and disavows totally and categorically the revo-
lution of 1917.

What was the significance of

Abai’s work dnring the period

What role did it play during the

Soviet era?
— In a eontext in which totalitarianism was
based primarily on the negation of the idea of
the nation in the name of proletarian interna-
tionalism, Abai and the spiritual force that he
represented were a shield that protected us.

Abai was a kind of sanctuary, a bastion for
the Kazakh people. e enabled them to survive
spiritually, to resist the power of imperialistic
absorption. The heritage of his work preserved
and inspired the Kazakh intelligentsia at a time
when the dangers of nihilism were at their most
critical and troubling. The ueighbouring peo-
ples are also deeply indebted to the greatness of

Abai, in their struggle to preserve their distine-

between these (two revolntions?

tive languages and national spirit.

Like a tall,

shady cedar in the mountains. . . .

Born in the Chingiz
mountains, into a nomadic
tribe, the Kazakh poet
Abai Kunanbayev (1845-
1904), usually known as
Abai, transformed his
people’s language and
the thematic range of
their poetry through his
work and the far-reaching
influcnce of his
personality. Ile
denounced feudal
custons, and called on
his people to educate
themselves and to unite.
This year marks the

150th anniversary of his
birth.

In describing the great
Kazakh poet as “standing
out in the history of his
people like a tall, shady
cedar in the mountains”,
his compatriot Muktar
Auezov (d. 1961), the

author of an epic novel
about him (The Journey
of Abai), summed up in
an article written in
1954 Abai’s unique
contribution to Kazakh
culture: “Abai’s literary
work (his lyric poetry,
maxims and translations)
was fed and watered
from three major sources
which blend
harmoniously.“First, the
ancient Kazakh culture
as established in the oral
and written works of the
past. . . . Second, the
best examples of Eastern
culture: classic poetry
written in Tadzik, Azeri
and Uzbek. Discernible
since the beginning of
the century, this
tendency to turn towards
neighbouring cultures

has undoubtedly played

a positive role in Kazakh
culture. The third
source is Russian, and
through it, the whole of
world culture. In Abai’s
time, tapping this source,
particularly the great
Russian classics, which
before Abai were
completely unknown to
the Kazakhs, was a
decisive force for
progress.

“However, Abai—and
this is the sign of his
great originality and
exceptional gifts—
succeeded in remaining
true to himself while
drawing on these three
sources. Like all creators
of stature, he immersed
himself in a new culture
without losing his strong
individuality as an artist
and thinker.”




Reach deep into your soul,
remain true to yourself.
To you I am an enigma, I and
my journey.
Understand, you who come after
me, that I am opening the way
for you. t
I have had thousands of
adversaries, don’t reproach me
for it!

Abai

“After a harsh, snowy winter,
doesn’t spring follow, with itls
flowers, high waters and
splendonr?” Abai wrote. Are his
ideas and his writings still
relevant today?
— Today we are confronted with another pic-
ture, another era, another aspect of Abai. I am
thinking of our everyday life today, at a time
when the democratic process has led to a radi- -
cally different situation. We are faced with
another extreme. Populist nationalism is playing
a reactionary, illogical role, that of a blind
driver on whom it would be dangerous to rely.
When it is out of control, the euphoria of the
national independence, sovereignty and freedom

that actually have been won during the democ-

An illustration

by K. K. Kongir
(1914-1986) fora
collection of Abai’s
poems published in
the late 1940s.
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