NOMINATION FORM

INTERNATIONAL MEMORY OF THE WORLD REGISTER

1 SUMMARY

1-0 Istituto Nazionale L.U.C.E. (acronym for L’Unione Cinematografica
Educativa), founded in 1925, was the main source of information, education and
mass propaganda in Italy during fascism. Its heritage is made up of about 3.000
newsreels, 3.000 documentaries and 300.000 photographs. Following the
institutional changes determined by the founding of the Italian Republic in 1946,
[stituto Luce radically changed its nature. However, as a "legitimate successor" of
the previous company, it inherited the entire cultural heritage produced in the
1920s and 1930s, and has maintained it in an unbroken chain of custody to this
day. The cultural heritage here nominated consists of newsreels produced between
1928 and 1946 and photographs produced between 1927 and 1956; however, the
most significant portion is the fonds relating to the 1920s and 1930s. 1956 is the
date of the formal termination of Istituto Luce’s mandate.

This cultural heritage as a whole is an indispensable and unique resource
for understanding the Italian and European political, economic, cultural and social

context of the time. Its nomination is also motivated by the fact that these



materials are still requested and used today by scholars from a variety of
disciplines: contemporary history, history of cinema and photography,
anthropology, art history, cultural studies and visual studies, history of technology,
architecture and urbanism, etc.

In brief, the fonds of Istituto Nazionale L.U.C.E. are a unique source for
information about Italy in the years of the fascist regime, about the international
context of fascism (including East

Africa and Albania, but also well beyond the areas occupied by Italy during
fascism, especially as regards the period of the Second World War), and about

mass society in the 1920s and 1930s.

2 DETAILS OF THE NOMINATOR

2-1 name of the organization: Cinecitta Luce Spa

Manager Luciano Sovena

Via Tuscolana, 1055

Roma, Italy

Phone : 0672286272

Mail: l.sovena@cinecittaluce.it

2-2 Relationship to the nominated documentary heritage

The Director of the Historical Archive Luce manages the documentary heritage
nominated.

Mr. Edoardo Ceccuti

Via Tuscolana, 1055

Roma, Italy

Phone 0672286401

Mail e.ceccuti@cinecittaluce.it

2-3 Contact

Mrs. Patrizia Cacciani

Via Tuscolana, 1055

Roma, Italy

Phone 0672286440

Mail : p.cacciani@cinecittaluce.it



3 IDENTITY AND DESCRIPTION OF THE DOCUMENTARY HERITAGE

3-1 Name and identification details of the items being nominated
The series candidate for the MoW international register are:

newsreels and photographs of Istituto Nazionale L.U.C.E.

[stituto Nazionale L.U.C.E. was founded by royal decree n.1985 on
November 5t 1925 and, it ceased its activity as a public body dependent on the
Council of Ministers on August 15t 1962.

In 1927, inside the production structure, the photo-cinematographic service
was established, divided in two offices: “Giornali L.U.C.E” and “Attualita
fotografiche.” The first office was active from 1928 to 1946, and the second from
1927 to 1956.

The two fonds are the property of Istituto Luce Cinecitta srl, while the
Historical Archives L.U.C.E. is the custodian of all L.U.C.E’s productions as the

natural successor of the first Istituto Nazionale L.U.C.E.

3-1 A) Cinematographic heritage

The Giornali Luce (Luce newsreels) follow an alphanumeric organization
assigned for purposes of archival preservation in the 1960s. They are divided into
three groups: Giornali Luce A consists of 941 mute newsreels, produced between
1927 and 1932. It includes 933 original flammable negatives on 35mm films;
Giornali Luce B consists of 1654 soundtracks produced between 1931 and 1939,
and the first items are on live recording. It includes 1589 negatives and 257
original flammable negatives Colonna on 35 mm films; Giornali Luce C consists of
346 newsreels, created during the war period, among which there are 9 items
made during the 45 days of the Badoglio Government, after July 25 1943, and 53
items edited during the social Republic. They include 150 negatives and 190

original flammable negatives Colonna on 35 mm films.



The Rivista Luce are newsreels produced between 1934 and 1935 under the
direction of Corrado d’Errico. They are an extraordinary supplement to the
Giornali Luce. They consist of 5 items, one of which is in French. The original
supports, made of flammable 35mm film are: 5 negatives, 1 Colonna negative, 2

positives and 1 Lavander.

Cronache dell'lmpero are newsreels, produced in 1937, that were
subsequently placed within Giornali Luce. This material consists of 4 items. The
original supports, made of flammable 35mm film, are: 5 positives, 1 negative, 1

Colonna negative, 1 Lavander.

Cine G.IL. are newsreels produced between 1940 and 1943 for the Gioventu
[taliana del Littorio (G.I.L.), the youth fascist organization. The production consists
of 26 items, but only 23 are preserved in the archives. They were distributed,
above all, to schools and to all the sections of the G.LL. The original supports, made

of flammable 35mm film, are: 19 negatives.

Notiziario Nuova Luce are news produced by Istituto Nazionale Nuova Luce
between July 26t 1945 and October 1946. This material consists of 22 items. The
original supports, made of flammable 35mm film, are: 21 negatives, 18 negatives

Colonna, 28 positives, 1 lavander.

3-1 B) Photographic Heritage:

The series Attualita is composed of the photographic documents produced
between 1927 and 1956. It comprises negatives from inventory number A3 to
number A184450. The negatives are on silver bromide glass plate, nitrate cellulose
films, and acetate cellulose films; their format ranges from 24x36mm to 13x18cm.
Each documented event is accompanied by an album of black and white prints on
paper with silver bromide gelatine, in a format 10x15cm or 18x24cm.

The series Serie L was produced between 1928 and 1933, subsequent to an
agreement between the Ministry of Public Education and Istituto Nazionale L.U.C.E,

to gather a vast documentary collection of works of art and images of Italian



landscape. The content of the series extends from inventory number of L1 to
number L8360. It comprises silver bromide glass plate negatives, cellulose nitrate
films, and cellulose acetate films, in a format of 13x18cm. Every event is
accompanied by an album of black and white prints on paper of silver bromide

gelatine, in a format of 18x24cm.

The series A.0.I (Africa Orientale Italiana) was produced between 1935 and
1938 to document the war between Italy and Ethiopia, and its contents extends
from inventory number AO1 to number AO10135. The series comprises cellulose
nitrate films and cellulose acetate films, with formats that range from 24x36mm to

9x12cm.

The series Albania was produced between 1939 and 1943, the years of the
[talian occupation of the Balkans. Its contents extend from inventory number AL1
to number AL7698, and it is composed of nitrate cellulose films and acetate

cellulose films, with formats that range from 24x36mm to 9x12cm.

The series Teatro covers a period of time from1935 to 1942, and documents
the theatrical activity in Italy under different circumstances. Its contents extend
from inventory number T1 to number T7012, and it is composed of cellulose
nitrate films and cellulose acetate films, with formats that range from 6x9cm to

18x24cm.

The series Reparto Guerra documents Italy’s participation in the world
conflict and the principal military actions from June 1940 up to January 1944. Its
contents extend from inventory number RG1 to number RG71648. The series
consists of silver bromide glass plate negatives, cellulose nitrate films, cellulose
acetate films and cinema film frames, with formats that range from 24x36mm to
13x18cm. Each event is accompanied by an album of black and white prints on

paper on silver bromide gelatine, in formats of 10x15cm and 18x24cm.

The series Grazia e Giustizia was created by three photographers of the
National Institute LUCE, on commission of the Department of Justice in 1951. The

purpose was to document the reality of the Italian institutes of prevention and



punishment, with particular attention to institutes for juveniles. The series is

composed of 2.742 negatives, with formats of 6x6s and 9x12.

3.2.1 Link to the website: fondoluce.archivioluce.com
username: luce
password: unesco

3.2.2 History and provenance

Thanks to a complex productive apparatus, in the early years of fascism,
Istituto L.U.C.E. developed an integrated "media system". On the one hand, it
offered documentary films as instruments of education, and on the other it
produced newsreels of news footage and propaganda with a frequency that, in the
years of maximum consent (1930s), reached the 5 weekly editions. In Europe, in
the mid-1920s, this system was an absolute novelty. All the cinemas in the Italian
Kingdom were obliged to show the films of L.U.C.E. (decree n. 1000 of April 3rd
1926 made "mandatory in all the cinema rooms open to the public the projection
of films of propaganda edited by Istituto Nazionale L.U.C.E."). They become the
principal vehicle of knowledge for the Italian people, who were in large part
illiterate. Moreover, all the photos of news footage had to be purchased and

obligatorily published by the Italian press.

For the whole period, Istituto L.U.C.E. often produced in parallel newsreels and
photos (the types of documents that are proposed for candidacy) on the same
subjects, and these constitutes an important ground for comparison among the

principals sources of visual documentation from 1900s.

In the difficult years of the second world war, ISTITUTO L.U.C.E,, situated in
Rome, suffered the requisition of some archival series: at first from the German
occupants (in 1943), and later from the American army during their transfer to
Venice with the Italian Social Republic (between 1944 and the 1945). However,
thanks to a careful policy of recovery, in the following decades, it was possible to

recover almost the entirety of this heritage.



3.5 Bibliography
A. Amatiste, La fotografia come propaganda. Il reparto fotografico Luce e i viaggi del Duce
in Italia (1930-1939), Tesi di laurea, Universita degli studi La Sapienza, Roma, 2005-2006

M. Argentieri, L’'occhio del regime. Informazione e propaganda nel cinema del fascismo,

Vallecchi, Firenze 1979

C. Bertelli, Note su fotografia e storia in Storia d’Italia, Annali 2, L'immagine fotografica

1845-1945, Tomo secondo, Giulio Einaudi editore, Torino 1979

P. Bevilacqua, Il paesaggio italiano nelle fotografie dell’Istituto Luce, Editori Riuniti, Roma

2002
D. Biondji, La fabbrica del Duce, Vallecchi editore, Firenze 1973

F. Brancato, Propaganda e mezzi di comunicazione nei regimi fascista, franchista e

salazarista, Tesi di laurea, Universita degli studi Roma Tre, Roma, 2007-2008

R. Burchielli, I documentari e i cinegiornali dell'Istituto nazionale Luce dal 1945 al 1955,

Tesi di Laurea, Universita degli studi, Pavia, 1990/91

P. V. Cannistraro, La fabbrica del consenso. Fascismo e mass media, Tempi Nuovi Laterza,

Roma-Bari, 1974
N. Caracciolo, Tutti gli uomini del duce, Arnoldo Mondatori Editore, Milano 1982

M.R. Celli Giorgini, La memoria storica dell'lstituto Luce attraverso I'Archivio Paulucci di

Calboli, Mucchi, Modena, 2004

P. Chessa, Dux, Benito Mussolini una biografia per immagini, Oscar Mondadori, Milano,

2010

L. Cortini, Il trattamento dei documenti audiovisivi negli archivi di immagini in movimento:
le soluzioni dell'lstituto Luce e di Rai Teche, Tesi di Laurea, Universita degli Studi "La

Sapienza", Roma, 1999-2000
G. D’Autilia, L’indizio e la prova, La storia nella fotografia, La Nuova Italia, Milano 2001
R. De Felice, L. Goglia, Storia fotografica del fascismo, Laterza, Roma-Bari 1981

R. De Felice, L. Goglia, Mussolini il mito, Laterza, Roma-Bari 1983



V. De Grazia, S. Luzzatto (a cura di), Dizionario del fascismo, Giulio Einaudi Editore, Torino

2002.

A. Del Boca, N. Labanca, L’impero africano del fascismo, nelle fotografie dell’Istituto Luce,

Editori Riuniti, Roma 2001
G. De Luna, A. Mignemi, Storia fotografica della RSI, Bollati Boringhieri, Torino 1997

G. Fioravanti, Mostra della Rivoluzione Fascista, Ministero per i beni culturali e ambientali,

Istituto Poligrafico e Zecca dello Stato, Roma 1990

A. Gioia, Donne senza qualita, immagini femminili nell'archivio storico dell'lstituto Luce,

Angeli, Milano, 2010

S.E. Giometti, Finte verita per veri interessi, evoluzione del documentario di propaganda

politica, Tesi di laurea, Universita degli studi di Roma “La Sapienza”, Roma, 2010-2011
L. Goglia, Storia fotografica dell'Impero fascista, 1935-1941, Laterza, Roma-Bari 1985

G. Grizzetti, Attivita e propaganda dell'Istituto nazionale L.U.C.E. dalle origini al 1939, Tesi
di Laurea, Universita degli studi, Milano, 1992-1993

D. Ingiusto, Cinegiornali dell'lstituto LUCE: linguaggio, propaganda e consenso nell'ltalia

fascista, Tesi di laurea, Universita degli studi di Napoli, “L’Orientale”, Napoli, 2005-2006
I. Insolera, Roma fascista nelle fotografie dell’Istituto Luce, Editori Riuniti, Roma 2002

L. Klinkhammer, I nazisti. I rapporti tra Italia e Germania nelle fotografie dell’Istituto Luce,

Editori Riuniti, Roma 2003
E. G. Laura, Le stagioni dell’aquila, Storia dell’Istituto Luce, Istituto Luce, Roma 2002

S. Luzzatto, L'immagine del duce. Mussolini nelle fotografie dell'lstituto Luce, Editori Riuniti,

Roma 2001

S. Mandolesi, L’Archivio Fotografico Nazionale dell’Istituto Luce (1928-1943). Paesaggi e
monumenti d’Italia nelle fotografie della “Serie L”, Tesi di Specializzazione, Universita degli

Studi “La Sapienza”, Roma, 2002-2003

S. Mandolesi, L’Istituto Nazionale Luce e I'informazione artistica nei cinegiornali dal 1929 al

1939, Tesi di laurea, Universita degli Studi “La Sapienza”, Roma, 1997-1998



R. Marino, Il fascismo a Napoli nelle fotografie dell'lstituto Luce, Tesi di laurea, Universita

degli studi di Napoli Federico II, Napoli, 2008-2009

A. Mignemi, Lo sguardo e l'immagine. La fotografia come documento storico, Bollati

Boringhieri, Torino 2003

L. Passarelli, La guerra italiana nei documentari dell'Istituto Luce, 1940-1943, Prospettiva,

Civitavecchia, 2006

G. Pettena, Architettura e propaganda fascista nei filmati dell'lstituto Luce, Testo &

immagine, Torino, 2004

V. Pierobon, Il turismo nelle localita dolomitiche nel Ventennio attrvaerso l'analisi dei

cinegiornali Luce, tesi di Laurea, Universita di Trento, Trento, 1998-1999
S. Romano, Mussolini. Una biografia per immagini, Longanesi, Milano 2000

A. Salvador, Propaganda di massa e organizzazione del consenso nell'ltalia fascista, Tesi di

laurea, Universita di Padova, Padova, 2009-2010
P. Spirito, E. Kermol, Trieste nelle immagini dell'Istituto Luce, MGS Press, Trieste 1992

B. Tobia, «Salve o popolo d’eroi...». La monumentalita fascista nelle fotografie dell’lstituto

Luce, Editori Riuniti, Roma 2002

P.M. Trabattoni, Quando c’era il duce i treni arrivavano in orario, cronaca e propaganda

nell’era fascista, Tesi di laurea, Universita degli studi di Milano Bicocca, Milano, 2006-2007



3.6 Contacts and qualifications of three persons and organizations

Thierry Fremaux

Director, Institute Lumiere — 25 rue du premiere-film BP8051 - 69352 Lyon France
Professor Anne Cartier Bresson

I Panthéon-Sorbonne, University of Paris - Responsible of photographic studies
at Conservation Department at Institut National du Patrimoine (INP) - Director of I’
Atelier de Restauration et de Conservation des Photographies de la Ville de Paris

(ARCP).
Professor Gian Piero Brunetta

History of Italian cinema - Dipartimento of discipline linguistiche, comunicative e

dello spettacolo - University of Padova.

4.0 Legal information
4.1 Owner of the documentary heritage

CINECITTA’ LUCE SPA

Via Tuscolana, 1055

Rome, Italy

Phone: 06722861

Mail: L.sovena@cinecittaluce.it

4.2 Custodian of the documentary heritage

Mr. Edoardo Ceccuti

Archivio Storico Luce

Via Tuscolana, 1055

Rome, Italy

Phone 0672286401

Mail e.ceccuti@cinecittaluce.it
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4.3 Legal status: Public Institution

(accessibility): www.archivioluce.com and Historical Archive

(copyright status): having rights on documentary materials

( Responsible administration): Mr. Edoardo Ceccuti
Via Tuscolana, 1055
Rome, Italy
Phone 0672286401
Mail e.ceccuti@cinecittaluce.it

4.4 Accessibility

For decades, the Institute has invested every possible resource in the
safeguarding of a documentary heritage that, because of the fragility of its medium,
requires a high level of professionalism and financial investment. At the same time,
since 1996, it has devoted great attention to the development of a free online
database through the digitization of the entire audiovisual heritage, and a large
part of the photographic one, as well as through the philological reconstruction of

images’ contents and authorship.

Today, the database, accessible at www.archivioluce.com, is the principal
instrument of consultation for the greatest part of the world’s users: it has made
the material available and well known to whomever studies and works with
images. Users also have the ability to access both digital and original documents at
the Historical Archives L.U.C.E. in Rome. Furthermore, the Institute has started a
policy of constant promotion and valorization of its documentary heritage.
Through historical audiovisual productions, publications, conferences, and with
the collaboration of schools, universities and Italian and international institutions,

the L.U.C.E. aims to foster the knowledge and study of its history and materials.
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4.5 Copyright status:

Cinecitta Luce Spa owns the rights of the documentary materials.

5.0 Assessment against selection criteria
5.1 Authenticity

The cultural heritage here nominated was produced between 1927 and
1956 by Istituto Nazionale L.U.C.E., which at that time was an agency of the
Presidency of the Council of Ministers, and has been preserved in dedicated
repositories. With the end of the World War II and of fascism, L.U.C.E. changed its
juridical form, but continued to conduct its conservation and preservation
activities on its own and other materials remaining the sole owner of the whole
heritage. In fact, in 1962, L.U.C.E., was transformed into a private corporation, but,
at the same time, it was put under the control of the Ministero delle Partecipazioni
Statali (the ministry in charge of the government economic initiatives in the
private sector), which entrusted it with the management and custody of the whole
heritage. All the original supports (i.e., original flammable films and photographs
plates) are preserved in accordance with the law, and are deposited in special
repositories. In order to guarantee their consultation and to protect them from the
natural deterioration of their medium, all the films were periodically transferred
onto new media and all the photographs are now available in digital and print
format. Regarding their content, the visual documents have not suffered any
deterioration in comparison to their original state. Careful analog and digital
restoration has made possible the recovery both of the deteriorated supports and
of images of many documents. The authenticity of the heritage is guaranteed by its
"integrity” and its "identity", the latter of which is confirmed by the intrinsic
relationships among the different types of documents and by the information
about them (dates, author, title, etc.) which the Institute has either preserved in its

archives or subsequently reconstructed.
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5.2 World meaning

The importance of Istituto L.U.C.E.'s documentary heritage to world culture
arises from a series of factors, among which are its nature and uniqueness. It is not
long since the so-called "images of reality” have become the object of study ofs
many disciplines. However, since the origin of photography and cinema, careful
observers, such as Boleslaw Matuszewski (who, at the end of XIX century, wanted
to create a visual historical archive), and the historians of the French school
Annales (e.g. Marc Ferro), have emphasized their cultural importance. The studies
on optic images in relation to the representation and auto-representation of
society and their use in propaganda, involve a variety of disciplines, from history to
sociology, to psychology. For these and other disciplines, the L.U.C.E.’s heritage
constitutes an inimitable documentary corpus for understanding the formation
process of totalitarian regimes, the mechanisms of creation and development of
visual material, and the life conditions in Italian society. These are themes that
could be comprehensively depicted only by images. In the 1920s and 1930s,
L.U.C.E. took an international role because it distributed its images abroad
(agencies in Paris, London and Berlin insured commercial distribution in Europe).
Moreover, in the 1920s, its creator, the journalist Luciano De Feo, became
responsible for the International institute of educational cinematography, an
organism promoted by the Society of Nations to develop cooperation in the field of
didactic, educational and scientific film. This institute, together with the
International Institute of intellectual cooperation, founded in 1924, was one of the

"special institutes" from which UNESCO originated.

This is also an irreplaceable heritage because it constituted, between 1920s
and 1930s, the principal vehicle of information in the world, not only about Italy,
but also about the Italian fascism. Fascism was a political experience that, until the
1930s, was viewed with indulgence by democratic regimes, resulting in the rise
(even through the images of L.U.C.E.) of an antidemocratic political model in

different parts of Europe. In addition, L.U.C.E.’s heritage is nominated as a complete
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and intact documentary corpus, and this increases its value. In Italy, films and
photos were formally recognized as cultural heritage in 1999; however, in 1997,
after having been declared to be of national interest for the value and
completeness of its fonds, Istituto L.U.C.E. was put under the supervision of the
Archival Superintendence of the Ministry of Cultural Properties and Activities.
Therefore, the loss or the damage of a documentary heritage like that of Istituto
L.U.C.E. would deprive the international community of a fundamental part of its
shared memory. It is also important to emphasize the high educational value of the
visual documents submitted for candidacy. Working with schools and universities
has demonstrated that the descriptive and evocative strength of the images are the
best means of explaining to young generations a complex phenomenon as the
[talian fascism and its capillary organization, which, for twenty years, controlled

and limited the civil liberties of a whole country.

Comparison criteria

5.3 Time.

Istituto L.U.C.E.’s heritage reveals a particular “period of time": it was an Institute
created by Italian fascism (1922-1945), and it shared the movement’s history and
destiny, concluding its most meaningful activity at the end of the World War II. In
particular, the heritage nominated for the MOW covers a chronological period that
ranges from 1927 to 1956; however, the most significant portion is that relating to
1927-to the end of the conflict. For its extent, meaning and uniqueness, the
patrimony of the Istituto Nazionale L.U.C.E. can be compared with the principal
public archival fonds preserved in the national archives of the world, with the
fundamental difference of being exclusively an audiovisual archives. In fact, in
Europe and in America (from the Ufa, the Nazi regime’s society of production, to
the various American newsreels) the making of films and photos was normally

entrusted to privates institutions. This explains why the public nature of the Farm
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http://fondoluce.archivioluce.com/LuceUnesco/ricerca/time/esito.html

Security Administration’s photographic fonds, (contemporary to L.U.C.E., having
been created during the New Deal, and preserved at the Library of Congress in

Washington) is an exceptional case in the international context.

Together with the Soviet experience, L.U.C.E. constituted the first
experimentation in the world of government visual propaganda. In fact, after1922,
when the young Dziga Vertov created the first newsreels for Narkompros, the
Commissariat for Education established that film production had to balance
entertainment and education, giving great importance to the latter. Like the Soviet
State, and contrary to all the democratic nations of the western world, Italy needed
to impose a new political view on a population that was in large part illiterate, and
the best way to do that was through "educational” films. Consequently, cinema

became, for both States, "the strongest weapon."

L.U.CEE. was an expression of an "institutional" wish of control of
information in Italy: this increases its enormous historical interest as object of
study. It is also important to consider that Italian fascism (a sort of State-party)
had a crucial historical function in the European context. It became a totalitarian
model, imitated in Germany, Spain and in other Eastern European countries, and it
developed a destabilizing role in international relationships that finally opened the
way to war. For these reasons, the custody of this patrimony is necessary for the
reconstruction of and reflection on the history of the Twentieth Century. Because
of its quantitative richness, L.U.C.E.’s heritage is able to depict in detail the political,
social, economic and cultural life of Italy in the fundamental period from the 1920s
to 1930s. During this period the bases for a largely incomplete modernization
process were laid, as it is visible in the different degree of development between
the North and the South of the country, which the images represent in very

different ways.
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5.4 Place.

Approximately 80% of L.U.C.E.’s films and photographs describe Italy, while the
remaining 20% illustrate other countries with which the Institute exchanged
visual materials (these material was reassembled by the Institute’s employees and,
today, they depict the regime’s view of the external world). The images held by
L.U.C.E. show a country that had been united for only a few decades, emphasize
evocative differences between Italy’s diverse regions, and document realities that
vary from the attenuate atmospheres in Venice to the archaeological discoveries in
Pompeii, from the mysterious religious festivals in South Italy, to the aggressive
development of the big cities. Furthermore, it is important to draw attention to the
existence of visual documentation from Italian ethnographic expeditions in India,
Tibet, central Africa and other places that, during the 1920s, had begun to receive
the attention of researchers. One example is Umberto Nobile’s extraordinary and
unlucky expedition to the North Pole in 1928, which received the attention of the
whole world. The images of L.U.C.E. constitute also an irreplaceable testimony
regarding places that today have disappeared or been entirely changed by the
alteration of the Italian territory and cities due to drainage, industrialization,
building explosion, etc., during and after the postwar period. L.U.C.E’s heritage
demonstrates also a modern interest for the promotion of the landscape. In fact, in
the 1930s, L.U.C.E. conducted an extensive photographic campaign documenting
[talian environmental and artistic works (the Series L); in the same years, in 1939,
Giuseppe Bottai, Minister of National Education, was the first person in the history

of Italy to promote a law for the preservation of the landscape.

Regarding foreign countries, the films and the photos of Istituto L.U.C.E.
depict the crucial events of Weimar and Nazi Germany, of the New Deal in the

United States, and of the Balkans, where fascism had a deep influence.
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5.6 People.

In this area the images of L.U.C.E. have a high historical and anthropological value.
[talian fascism had, as main objective, the anthropological transformation of
Italians, to fit the idea of the so called “new fascist man" who would have the
characteristics of ancient Rome’s citizen-warriors. Therefore, L.U.C.E. was
entrusted with the task of disseminating the image of the new Italian during the
regime’s activities and the war. This social policy also included giving assistance to
mothers and children and to youth and elderly organizations, which were
extraordinary tools for generating approval. Nevertheless, even though these
images were cleverly manipulated for propaganda purposes, they are not able to
lie, and today we can observe the failure of the project. In fact, the reality was that
[talian people were hard-working, but lived, to a large extent, in a state of regress,
and were generally peaceful. However, besides ordinary Italians, L.U.C.E.’s heritage
depicts all the protagonists of Italian history (Marconi, Pirandello, Toscanini,
D’Annunzio, etc.), through special documentaries. L.U.C.E.s heritage is an
expression of the image that Italy and the fascism wanted to show to the world in
order to accredit their political project; but, today, its images reveal to researchers

the "real" Italy between the two World Wars.

5.7 Subject and Theme. Istituto L.U.C.E. never abandoned its vocation of being an
educational and propagandistic agency, so the subjects that it documented were
extremely varied. It is possible to go from themes such as hygiene, social services,
religious culture, military formation, agricultural practices and tourism, to subjects
such as the exaltation of the regime, the drainage of malarial waters around Lazio,
and colonial conquests. Newsreels and photographs portray a detailed chronicle of
[talian life and document with the same attention both the State activities and the
daily life of the provinces. L.U.C.E. established specific departments related to
strategic subjects. Examples are: the Italian Oriental Africa Department (1935 -
1938), which supported the attack to Ethiopia, and produced a corpus of images

larger than any produced before by any other European countries in Africa; and
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the Albania Department (1939 -1943), which documented the occupation of the
Balkans. Finally, images about some apparently less important, but well
documented subjects, such as architecture, city planning and art expositions, have
now become an irreplaceable source of study and research. Therefore, these are
documents the historical and cultural importance of which is verified and

promoted every day by the different groups of users and researchers.

5.8 Form and Style.

L.U.CEE. was one of the first institutions in the world to experiment with
audiovisual and photographic materials in different ways. For instances, regarding
film, it used different stylistic registers: one, pedagogic and journalistic,
disseminated specific information in order to attract the attention of the public;
another, propagandist and "imperial”, strengthened the image of a militarily strong
Italy and spread the myth of "civilizing mission " in coverage of Italian colonialist
aggressions. However, leaving aside L.U.C.E’s executives intentions, today it is
possible to identify a substantial distinction in the audiovisual documents between
the scenes and the voice that speaks to them: while the speaker exalts the public
works and the conquests of the regime, the images show a more prosaic reality in
an anticipation of what researchers call neorealist style. Moreover, the practice of
reassembling foreign materials, in order to fulfill the regime’s propagandist
objectives, modified and created new meaning for the messages of democratic
countries. Different styles were experimented in photography too: from a "neutral”
to a “warmongering” style; from "pictorial” and modernist style to the “scientific"
style of the precious "series L", which preserves the photographic census of the

whole [talian artistic patrimony, documented by the Institute since 1928.

5.9 Social, spiritual and community significance. It is important to remember
that in the law passed on November 5t 1925 Istituto L.U.C.E. was defined as a

technical cinematographic agency of the Council of Ministries, and put under the
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control and the State authority. Therefore, the State obtained a monopoly on non-
fiction cinematography, leaving the production of entertainment films to the
private sector. This means that L.U.C.E was created as an organ of the State, more
than as an agency of a political party. However, during the 1920s and the 1930s,
with the identification of the fascist party with the State, L.U.C.E’s propagandistic
nature prevailed. This process is testified by the whole body of L.U.C.E.’s images,
which represent, for the researchers and for the whole national community, a
fundamental basis for reflection on our common history and on the possible risks
of a political use of information tools. In 1948 Italians wanted to have an advanced
republican Constitution to protect themselves and to settle the score with the
dictatorship of which L.U.C.E. was an extraordinary "weapon". Finally, L.U.C.E.’s
heritage is a living heritage for everybody: not only do many people research and
discover their history among the L.U.C.E.’s images, but also many people who were
witnesses of specific events, helped with the philological reconstruction of the

images’ contents.

6.0 Contextual information
6.1 Rarity.

Considering that a large portion of Italy’s silent-era film has definitely been lost,
and so has a large part of the subsequent sound era film productions, L.U.C.E.’s
heritage, which negatives and prints assets are concentrated almost exclusively at
L.U.C.E,, is a rare corpus as much as it is unique. Its uniqueness is also due to its
completeness as a documentary corpus, the integrity of which, except for a few
exceptions, has been guaranteed over the years. It is important to remember that
the recent development of digital technologies has, in many cases, made traditional
supports such as film and photographic plates of secondary importance and has
made the professionals devoted to their restoration rare. This means that their

preservation is a more complex activity today than in the past. However, Istituto
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L.U.C.E. has all the technologies and competences necessary for the correct

preservation and restoration of its holdings.
6.2 Integrity.

The uninterrupted custody of the archival materials by the different legal entities
which Istituto L.U.C.E. has become over the years guarantees the integrity of
nominated heritage, which is attested though the maintenance of the original
supports and contents without any manipulation. The existence of an
uninterrupted "chain of custody" in the history of L.U.C.E.s heritage has been
attested by experts in the conservation of visual materials and by many

researchers.

7.0 Consultation with stakeholders

7.1 The process of nominating the fonds of Istituto L.U.C.E. to the International
Register of Memory of the World was initiated by the Italian Unesco Committee. On
October 27t 2010, together with the Istituto Luce (Cinecitta Luce), it promoted, for
the first time, a celebration for the Audiovisual Heritage’s World Day. The event
had the patronage of the Ministry of Cultural Heritage and Activities - Cinema
Department and the collaboration of the most important Italian audiovisual
archives. It was devoted entirely to the promotion and rediscovery of the
extraordinary documentary heritage possessed by national, central and peripheral

audiovisual archives, true custodians of the Italian historical memory.

This event began a process of involvement by stakeholders who have endorsed
L.U.C.E’s application for the inclusion in the Register of important parts of its
patrimony. These stakeholders are: Museo nazionale del Cinema di Torino,
Fondazione Cineteca Italiana di Milano, Cineteca del Friuli, Archivio Nazionale del
Cinema di Impresa di Ivrea, Centro Sperimentale di Cinematografia - Cineteca

Nazionale, Istituto Piemontese per la storia della Resistenza e della societa
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Contemporanea, Archivio Filmico ENI, Archivio audiovisivo del movimento operaio

e democratico.

During this year and a half of preparation, many other institutions, important
centers of research, some universities, historians and experts in archival field, city
planners and anthropologists have offered their availability to endorse L.U.C.E.’s
candidacy. Their ideas have helped to develop the contents of the nomination
form, especially in relation to comparison criteria such as: time, space, society,
rarity, integration. However, the most important stakeholders, especially because
they are in constant contact with the archives, and have manifested a great interest
in the candidacy’ success, are the users (students, teachers, studious, filmmakers,
archivists), who, through daily on-line consultation and collaboration with the

archives personnel, keep the memory of our heritage alive.

8.0 ASSESSMENT OF RISK
Currently, there are no reasons to consider the L.U.C.E. fonds to be in danger.

Despite the natural degradation of the supports over time, the risks of
deterioration are adequately prevented and avoided through specific
interventions, which guarantee the materials’ preservation. Preservation is carried
out, on the one hand, by the necessary restoration and conservation of
inflammable films and photographs, after a careful and systematic review of their
supports, and, on the other hand, by the duplication of the originals and their
placement in specific repositories. For these reasons, today L.U.C.E.’s fonds are not
in jeopardy, as they are well protected from the effects of time, from possible fires
and thefts, and from atmospheric phenomena (smog, damp.) that could cause loss
of content and irreparable damage to original supports. The attached document
about present and future management describes in detail the preservation and

conservation measures used.
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