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Naples – nea polis, in Greek the new city – has been a big city since long time: Before 1650 with incredible 300.000 inhabitants, Naples had been third in Europe, after Paris and London; then, an epidemic of the black death killed half of the population within very short time – but in the 18th century Naples again was forth in Europe, after Paris, London and Istanbul. Naples has been densely crowded for centuries, thus the architecture of the city offers not only churches as every city and town in Italy, palaces of the Bourbon kings, wide avenues and shopping arcades, malls of the late 19th century, but also the notorious Spanish Quarters, tenements rising to ten floors which were built already in the 16th century to house those crowds of the poor who earned their living at the harbor, in transportation, in manufacturing and agriculture, and by offering food and services on the streets of the city. Busy street life has been characteristic for the image of Naples as a big city of the south since long. 

Giorgio Sommers’s Photographs for tourists (1860s to 1900s) 
Thus the attraction of Naples for visitors has been ambivalent: on the one hand the beauty - “see Naples and die” – and on the other hand dirt, poverty, and crime. This two-folded image of Naples coined the iconography of the city of Naples: In the second half of the 19th century, tourists could buy photographs that showed the beauty of wide avenues and of old and recent buildings as well as different types of poor people on the streets: Best known are the photographs made and sold by Giorgio Sommer, a German photographer (born in Frankfurt) who opened his photo studio in Naples as early as 1856 to provide tourists with albumen and stereo photographs, and, later, with picture postcards. Sommer offered photographs of buildings as well as so-called costumi – customary types of poor inhabitants of Naples, male and female, who displayed their professions in Sommer’s studio: as lazzarone, lustrascarpe, ciabattino, arrotino, verduraio, burattinaio, acquaiolo, zampognari, and as venditori di caldarroste, calze, taralli, fazzoletti, castagne… One photograph shot as a re-enactment in Sommer’s studio shows a street boy stealing a precious handkerchief out of the pockets of a wealthy bourgeois who enjoys the service of a shoeshine boy.

Early Cinema Travelogues for tourists: [Italien 1911 – Napoli]

In the early 1910s, cinematographic travelogues were common in film programming of the many cinemas all over the world. Not only Italian film producers shot travelogues in Naples, but also the two world market leaders: Pathé and Gaumont. 

Let us watch the fragment of a travelogue from 1911 which shows Naples in around 20 animated picture postcards – representing and coining the tourists’ and arm chair travellers’ scopophilic gaze on Naples (from the DVD Grand Tour Italiano, Cineteca di Bologna): 

The film editing is organised like a triptychon: First we watch a broad street with palms in the Chiaia quarter, the shopping mall Galleria Umberto I., Piazza Dante, a busy street, the Capodimonte park where nurses take care for children (part one of the film fragment). Second we glimpse into Spazzanapoli, a crowded narrow street, and then we watch tinkerers using the pavement as their workshop, and, in the same kind, a barefoot blacksmith hammering on a big nail while his assistant is pressing the pair of bellows (part two of the film fragment). Third we watch nice views of the villas on the seaside, to the west of the city, at Posillipo etc. which had already been photographed many, many times, a picturesque harbour, Castel dell’Ovo - and the Vesuvio tinted in blue. 

As always with pictures, the shots of the tinkerers and the blacksmith working while sitting on the street offer different and even contrasting readings: 

- 
‘Look at these poor guys: they have to earn their living working on the pavement!’ This is a philanthropic reading: maybe we should collect money for the donation of a workshop for the blacksmith… 

- 
or, another reading: ‘You better may not meet these guys at night, in a narrow dark street in the Spanish Quarters…’ 

Both readings are possible for the “slummer” – a petty bourgeois or even a rich person who goes to visit the slums for philanthropic or entertaining encounters with poor people in the so-called dark quarters of big cities – gazing at the poor as some kind of strangers – at least unfamiliar, maybe dangerous ‘poor devils’. 

This travelogue which was made for worldwide distribution shows an ambiguous portrait of the city of Naples: In the beginning and at the end, the animated picture post cards may have been taken at Nizza or somewhere else at the French Cote d’Azur – excellent tourist spots at home, in France - but in the middle of this triptychon-like film, we gaze into the densely populated Spanish Quarters, and we watch those itinerant tinkerers working on the street – strange poor men who are framed and thus tamed by the wealth of the Neapolitan architecture which cinema audiences were watching before and after their appearance on the screen. They can’t do you no harm – they are working poor devils; but, after all, devils who might do something harmful to the stability and wealth of the bourgeois Belle Epoque. 
Elvira Notari’s sceneggiata ‘E Piccerella (1922) 
Those tinkerers may have been an attraction of Neapolitan street life for tourists coming from outside with certain scopophilic interest in gazing into the slums – but those tinkerers were certainly NOT an attraction for Neapolitan cinema-going audiences who were used to poor people working on the pavements or selling something in the streets (as the inhabitants of megacities in South Asia are used to this kind of pavement dwellers’ street life today). 

Elvira Notari made her films and especially her sceneggiate not for visitors of Naples from outside, but for local people: Her films were deeply rooted in Neapolitan popular culture, especially in the Neapolitan culture of songs. 

How do films directed by Elvira Notari and photographed by her husband Nicola Notari portray the city of Naples – how are the many street scenes shot on location positioned within the narrative of her fictional films based on successful new Neapolitan songs? Let us take ‘E Piccerella as an example: 
‘E Piccerella does not show any interest in displaying the Spanish Quarters for our eyes: This long feature film of 62 minutes offers only one short glimpse into the old quarter of the poor, into Spazzanapoli, the long and narrow street that divides the old city (40:19) – we see the gawking kids of the narrow street, for less than one second, then the gawkers are obscured by a horse-driven cart, very similar to street scenes in vues Lumière of 1896. 

Margaretella lives in the Spanish Quarter. In front of her window several scenes of courting take place – and the steps at the left indicate options of TRANSITO (14:43) – from lower to higher parts of the city and vice versa, and as such the steps indicate also social mobility which is Margaretella’s clear focus and intention in her relationships with men: she tries to receive attributes of higher social status which materialise in clothes, hairstyle and jewellery that allow her to participate in social events of better-to-do people. 

The opening shot of ‘E Piccerella (03:03) looks like an actuality shot of a local event, offered by a local cinema owner for the local audience. Maybe this is a case of double use, and Notari’s Dora Film offered first a local actuality of the Santa Madonna del Carmine festival, only a few days after the event – and then, months later, the fiction film ‘E Piccerella based on the first placed song of the 1922 Piedigrotta festival’s song contest. We should ask the cinema adverts in the local newspapers! 

The non-fictional opening of ‘E Piccerella shows a distinct public event which occurs every year and is part of the Neapolitan festival calendar: il ritorno delle carrozze da Montevergine (the return of the carriages from Montevergine – a Madonna sanctuary 1200 meters above sea level in the mountains, 90 kilometres from Naples, still today visited by around 1.5 million pilgrims per year). It seems that the Madonna del Carmine festival opens with the return of the carriages that were for the first time cinematographed by Troncone in the year 1900 as Giuliana Muscio has told us in her opening speech of the symposium. The Madonna del Carmine festival takes place in June and July – the Piedigrotta festival takes place on 8 September – censorship of ‘E Piccerella is done on 30 November 1922. 

In contrast to the previous opening shot, we are placed in a fiction film when we watch a leading character sitting in a horse-drawn carriage (03:36). Margaratella and her mother sit in a carriage drawn by horses in a broad street which runs parallel to the sea promenade. 

After 24 minutes of fiction, we are again placed in a documentary on the Carmine festival when we watch a pavilion with many glooming bulbs (28:30), followed by an establishing shot (29:07) of the “tavolo dei poveri” (intertitle – the food bank for the poor), and by the close-up of a poor man (29:41) who displays his poverty for the camera by a wide opening of his mouth: only two of his teeth are left. His poverty materialises in the absence of teeth. 

Above the food bank, on a balcony (36:30): petty bourgeois people, Margaratella among them with her new hairstyle that gives her access to this party; we are again placed in a fiction film. The Carmine festival embraces all social strata, but in separate urban spaces: the poor enjoy free food and wine down on the street, while above them, on the balcony, the better-to-do people are enjoying the festival as a come together event. 

In all these shots of ‘E Piccerella, the city of Naples is the urban space which offers the adequate environment of a popular festival that includes different social strata of the population which are positioned in different spaces of the city, but all of them are participants of the Madonna del Carmine festival. There is also a documentary sequence of fireworks – including the so-called burning of the clock tower of the Santa Maria del Carmine church. 

Apart from such shots that could also be included in a documentary of the Madonna del Carmine festival, many more shots in ‘E Piccerella use the visual representation of the city of Naples as an environment in which the leading characters unfold the narration, the plot of ‘E Piccerella. 

Margaratella and her lover Tore in the foreground, a panoramic view of Naples in the background (09:20)– the wide panorama indicates an enormous potential of decision-making for the two characters which just fell in love to each other – or simulate of doing so as we will learn afterwards. The panoramic view of Naples indicates freedom. 

Margaretella after her visit at the Coiffeur des Dames with her new hairstyle (28:23): The wide street in the chichi Chiaia quarter promises freedom of moving - in the sense of her advancement to get access to the better-to-do circles of her girlfriends. 

Horse-drawn carriages signal location changes of the leading characters that put forward the narration – for example on Corso Vittorio Emmanuele, the broad street above the Spanish Quarters (11:58), or on a broad street in the Chiaia quarter close to the lungomare, the sea promenade (12:17) .

The meaning of open urban space surrounding a leading character depends on her or his positioning in the current narration: When the lover is in a desperate situation, open space does not mean freedom: to the contrary, while sitting on a park bench, doubled up with emotional pain, he is somehow lost in space (37:38). On the other hand, when he gains back his emotional power to take a decision while he is complaining while he is complaining (42:30), the wide space surrounding him means freedom for action to come. 

Here we see a carriage and in the background the Castel dell’Ovo (47:32) – the oldest symbol of Naples made in stone which was first a fortress, then in the 19th century it became a prison – but here there is no special meaning, only a marker of the location, we are in Naples - - - and we see a Transito in the plot of the film: Margaratella will soon run away from the man sitting with her in the carriage… She took a cab to run away (48:23) – for the first and only time in ‘E Piccerella she is moving in a car, a modern vehicle, along the wealthy 19th century buildings of Via Francesco Caracciolo. She took her freedom –to a promising future . . . 

Another shot with the Castel dell’Ovo in the background, but much closer: Gennariello carries his brother who has been hurt by his rival (57:26). The Castel dell’Ovo had been a prison in the 18th and 19th century; this is a possible reading, as Tore will end in prison - - - but it also can just mean FATE, in a symbolic way, as the fate of the city of Naples relies on an egg which has been hidden in the Castel dell’Ovo, in the times of ancient Rome. 

There is no happy-ending – ‘E Piccerella is a Neapolitan melodrama: Crowded urban space, and on the margins of the crowd the leading male character (01:00:33). He is somehow separated from the crowd. Urban space is used here to show his isolation. 

At the end of ‘E Piccerella, Margaratella is again sitting in a carriage on a broad street (01:00:33): It’s next year’s Madonna del Carmine festival, the carriages return from Montevergine – a promising day for a young woman sitting in a horse-drawn carriage - - - but unfortunately the rejected lover stabs her to death… 

Conclusion: ‘E Piccerella is a local film for local people, not a city film 

Besides landmarks of architecture, the notorious Vesuvius and the romantic landscapes of the famous bay, visual representations of Naples in the 19th and early 20th century focus on street life: the streets of Naples as public space and Neapolitan characters on those streets. Picture post cards and early films portray the city of Naples and its inhabitants for scopophilic needs of tourists and arm chair travelers around the world. 

The streets and street life of Naples is also a crucial momentum in Elvira Notari’s feature films which do not address foreigners in Italy and elsewhere, but local audiences in Naples and the region (and also Neapolitan locals who live in the US). 

There are documentary shots of the city of Naples and of local Neapolitan popular festivals in ‘E Piccerella - especially the beginning and the ending of the film shows documentary footage of the return of the carriages from Montevergine and thus positions Naples as a social organism with a certain rhythm of life that is repeated every year. 

But I would not call ‘E Piccerella a city film – the term of genre which Giuliana Bruno uses for Notari’s films in general. The city of Naples is not the leading character of ‘E Piccerella – at least not in the sense as the city of Berlin is the leading character of Berlin the Sinfony of the Big City by Walter Ruttmann. 

From the generic point of view of the aesthetic s of the artefact, ‘E Piccerella clearly is a sceneggiata film – a fiction film, in this case a melodrama, based on a Neapolitan song, with Italian and Neapolitan intertitles. 

From the point of view of the screening of this artefact, ‘E Piccerella is a film which requires the live performance of Neapolitan songs in the cinema – and as such addresses Neapolitan audiences which are local audiences in Naples – or elsewhere, wherever people from Naples have been emigrated. 

The Neapolitan songs make the sceneggiata a subgenre of the local film genre – the term local film does not refer to aesthetic qualities of genre, but to audience address: local films are films for local people – films that address local people. Neapolitan songs belong exclusively to Neapolitan popular culture – due to the fact that nearly nobody outside the region of Naples has enough knowledge to understand the texts of these songs. 

Local films have been a regular component of early short film programs offered by travelling cinemas and by permanent cinemas, from 1896 onward. This genre has been overlooked by film historians until recently as local films were not distributed on national markets and therefore were not advertised in the trade press. 

When we consider Notari’s sceneggiate as local films for local people, it would be a good idea to research the running times of these films in Naples, to research their distribution in Southern Italy and also in Northern Italy – and not to forget, in the US where they seemingly were shown to immigrants coming from Naples. Was distribution in Northern Italy relevant or not? Was it elevant in the sense of box office records? What kind of discourse is connected to Notari’s films in the Neapolitan film trade press? And what kind of discourse is conducted in the daily press of Naples? In public discourse, are there remarkable differences to the sceneggiate of other companies as for example Lombardo? 

The trade press and daily press of Naples offer promising sources on the local reception of Notari’s films. It would be great to know more on various receptions and on local facts & figures of the distribution and exhibition of Notari’s films. 
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