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CHAPTER 8

New Wave Neorealism:

Pasolini, Olmi, Ros:

The epic films of 1960 reflected in the negative light of its mioral failures
the vigor with which Iralian capitalism had refashioned urban life in the
fifties. The scale of Fellini’s ironic jeremiad, Visconti’s reafirmation of To-
gliatrian principles, and Antoniopi’s dissection of the co-optation of intel-
lectual life—here I take L’avventsra dind La notte as facets of a mwmwrm
cinematic @Hom.mn?lw:mwnmﬁ& simultaneously an optimisth about cinema’s
strength, as part of that industrial expatision, and an intimation of the need
for whar I have called baroque forms to withstand the engulfing pressure
of the transformation. In fact, it would turn out that only Antonioni con-
tinued to pursue this direction; ﬂ.mmmw turned toward fantasy and the in-
terrogation of his own creative history; ﬁw,n@b& waited until the spectacu-
lar success of Lampedusa’s ngvel, I/ Qwﬁoﬁh&ov pointed a way for him to
call upon his own aristocratic c_mm:wm and operatic experienge in a renewed
critique of the historical consciousness of the Risorgimento he had at-
tempted in Senso. Both the more limited scale of Antonioni’s aspiration,
when compared to theirs, and his assimilation of the Tralids critique of the
culture industry provided him with 2 framework for sustaining .nwﬁwsﬁwnmm
energies of that historical moment Hrmowmroﬁ the nmn?. sixtigs in the four
films he made with Monica Vitti. o

In the wake of that moment a new generation of Italian filmmakers
emerged who rejected the concept of the epic overview, preferring mm.n.ﬁ
rowly defiried, regionial subjects. They enjoyed freedom from the weight of

the ideological heritage of the Resistance that conditioned the way their
precursors responded to the postwar changes in Italian cultiiral and social
life, and yet they saw their cinematic options defined by the stylistic pecu-
liarities of some of those very precursors. Even in their rejection of the
baroque expansiveness of the “supérspettacolo del’alirore” they shared
the modérnist sensibilities that informed such films. Pasolini reinterpreted
the vamﬂ.&mm cinema of Rossellini; Olmi mined latent dimensions of the De
Sica and wammabm collaborations and took a great deal from Rossellini;
Rosi drew zvo_u his apprenticeship fo Visconti during the filming of La
terrg trema.’

Accattone

Writing an introduction to Fellini’s Le notti di Cabiria, Pasolini reflected
on the social history of neorealism:

Neorealism is the result of a democratic cultural reaction to the mental
stagnation of the fascist period: in terms of literafure that consisted of 2 sub-
stitution of a “decadent,” hypotactic classicism ordeted from above and im-
plying a neat “stylistic distinction” oriented tovward a sublimis style (in which
8&%8, if it had a place, cotld be precious realistn or the redlism of genre)
with a taste for paratactic reality, working documentary-like at the level of
the represented reality, through a process of mimesis from which emerged the
rediscovery of interidr monologue, free indirect discourse; and a mixture of
styles in which the bimilis (or dialect) prevailed. At the basis of this literary
renewal is a political renewal: and the Marxists—and those who would enter

into discussion with them-—formed an avant-garde.

The pritne effect of this renewal was the reemergence of an Italy that had
been Emanw for rwenty years: the Italy of daily life, of low life, of dialect, and

lower-bolirgeois lraly.

The cinema fepresented it first: having at its disposal all the necessary requi-
sites for the taste of reality described above; nothirg is more paratactic, mi-
metic, iramédiate, concrete, Or evident than a shot. Riwma, cittd aperta al-
ready had everything the essayists and agstheticians would stowly discover,
theorize, and demand in tert years of ME%. So it rarned out that necessasily

H

in literary as well as filmic neorealism there remained a good deal of what
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had been considered wiped out in a single blow as if by a miracle: you find
on the neorealistic page or in the frame that there remained the fictive expan-
sion of Pascolian linguistics, which was really a dilation of the self, and a
merely lexical enlargement of the world; there remained a populigt romanti-
cismm, in the De Arhicis mode, if you like, which had been imbedded in the
cultural layers covered and compressed by nationalistic rhetoric; there re-
mained by deliberate choice hermetic, or decadent and classicizing, language
to the extent that the poetic was a precondition, an a priori lyricism in han-
dling reality.

It is useless to delude onegelf about iw: feorealism wis not a regenera-
tion; it was only a vital crisis, however excessively optinistic and enthusiastic
at the beginning. Thus poetic action outran thought, formal remewal pre-
ceded through its vitality (let’s not forget the year "45!) the reorganization of
the culture. Now the sudden withering of neoréalism is the necessary fate of
an improvised, although necessary, superstructure: it is the price for a tack of
mature thought, of a complete reorganization of the culture.?

This critical reevaluation of neorealism in formal and rhetorical terms

became the basis of Pasolini’s cinematic career. He set out to explore the

“paratactic, mimetic, immediate, concrete” nature of filmic imagery and
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“classicizing language” of his precursors. Pasolini’s first two films, Accat-
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explore aspects of prostitusion. The Merlini law of 1959 mmm:% made pros-
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titution a crime in ltaly after decades of Vatican lobbying, The focus on
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that issue by parljamentary forces elicited from him an examination of the
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wider social context of the economics of prostitution during.the “boom.”
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Thus Pasolini’ films reflect the alterations in the icon of the prostitute we
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would expect to mm,m;i H_ﬂmmmm films of the sixties. The cinematic prostitute
had never actually Womnm _.wwwmwmmw;m...mmmﬂmmﬁmmmwﬁ in the major films.? In
fact, the brief moment of near comic relief in Ladri di bicicletté when Ricci
chases the epileptic thief through a brothel, temporarily closed for a work
break, is the one Rmﬁommzﬁmmo_w of that institution to be seen in the films
discussed in this book. The W_ﬁuﬁmv prostitute of Paisa workéd out of a
rented room; the streetwalker of hm dolce vita had her own apartment, to
which Marcello took Maddalena; if we are to call Gloria Perkins of L'av-
ventura a prostitute, she is both a post-1959 figure and a free-lancer.
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" Morebver, most of the important cinematic prostitutés appear in films
1 have not discussed. There is a sympathetic streetwalker in Visconti’s Os-
sessione (1943) who seems to be the model for Andreina, the independent
and gentle prostitute Aldo meets in Antonioni’s Il grido (1957); for a great
deal of Antonioni’s film is an updating and @m.%nrommmqmnm:w informed
version of Visconti’s pioneesing work.* Il grido’s prostitute may have got-
ten her SmEm from Adriana, the narrator of Alberto Moravia’s first-peyson
novel La romana {The Woman of Rome, 1949). The mﬁrﬁ gave her the
analytical skills of Defoe’s Moll Flanders® and the wm&smmm of Dostoev-
sky’s Sonia in order to refract a picture of the world of criminals, political
police, dnd, mwm-mmmnmﬂ students, represented by her three most regular
clients, in Won in the ?E-Hw 30s. More than any of her fictional col-
Jeagues in the cinematic tradition, Adriana is the focus of an enlarged
and unhappy subjectivity that vacilldtes between cheerful passivity and a
threatening loss of selfhood:

“My dismay used to make my flesh creep with fear; Fused to shudder
uncontrollably, feeling my hair stand on end, and suddenly the walls of my
flat, the city and even the world seemed to vanish, leaving me suspended in
mn&ﬂ empty, endless space—suspended, what’s more, in the same clothes;
with the m.ﬁmn memorics, name and profession. A mm,.m called Adriana sus-
pended against nothingness. Nothingness scemed to me something terrible,
m_oﬁmn.ﬂm and mmnoawumrmmmwwmﬁ and the saddest aspect of the whole matter
was my meeting this nothingness with the mhanners mwm outward appearance
1 bore in the evenihg when I used to rheet Gisella in the confectionery shop
where .mm:.w waited for me. 1 found rio consolatioh in the thought that other
peaple ua..nmm and mioved in just as fertile and mmwaﬁnmﬁw a way as | did when
faced with this nothingness, within this nothingness, mrmno.mnmmm by this
nothingness. 1 was only amazed at their not referring more oftgn to it, as

g

usually happens when many people all at once discover the same fact.

Such existential anguish, characteristic of all of Moravia’s fiction, is not to
be found in the Italian cinema until it surfaces, almost a decade later, in I
grido, where the ariguish is Qmmmmﬁmw@w to the protagonist, Aldo. Yet even
in this case, as in his earlier film Le amiche (1955), Antonioni undercuts
the ontological vertigo by emphasizing erotic unhiappiness as the motive
for suicide. In Le n:&.mwm he even had to recast Tra damme sole, Pavese’s
novel om a successful wornan’s painful alienation from her working-class
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origins, as a melodrama to foreground this motivation, while his visual
composition, isolating figures ¢ven when they are in dialogue, smuggled
the Pavesian torment of subjectivity back into the film.

Fellini’s Le rotti di Cabiria (1956) moved the icon of the good-natured
and “innocent” whote from the periphery to the center of a film for the
first tinde. In an attempt to give a more accurate picture of the world of the
newly mzmnnnmwm prostitution, Fellini hired Pasolini to work on the film’s
dialogue. m:_n the time Pasolini was on his way to becoming the most noto-
rious figure of Jtalian cultural life, its well-publicized, hounded outsider.
Born a few months before Mussolini’s March on Rome, Pasolini led a
dramatic and ultimately tragic life perpetually beyond the norms of lalian
acceptability. He claimed that hearing a poem by Rimbaud read in school
in 1938, when he was sixteen, converted him from the universal mm%mmw-
asm for Fascism. After his father was taken prisoner in Africa in 1942, he
sympathized with the Azione wing of the Resistance. His more activist
younger brother was a victim of the notorious massacre of Porzus, in
which Communist partisans killed those of Azione in 1945. Pasolini had
established a reputation as a poet and a champion of Friulian dialect writ-
ing by 1950, when he was fired from his post as a schoolteacher and ex-
pelled from the Communist party for homosexuality. He moved to Rome
where he supported himself very modestly as a literary journalist (his
mother, éw_o lived with him, then had to worl cleaning houses), until he
began to earn more money working on film scripts.

His first major fictional work, Ragazzi di vita (The Ragazzi, 1955)
was initially stopped as pornography. After a year of litigation and grow-
ing literary prestige, the triburial relerited. The interconnected stories of
the ragazzi drew upon the author’s mtimacy with the subproletariat of
Rome’s borgate. In 1959 he m.svmmvnm Una vita violenta (A Violent Life),
a novel of the same milieu.

That milieu, denuded of explicit political referentes, constitutes the
background of his first filins. Fellini had offered to finance Accattone, but
he welshed on the deal when he saw the test footage he had ordered Pa-
solini to show him. In a sense Accattone is a critique and a revision of Le
notti di Cabiria. Accattone, whose nickname means beggar, has elevated
himself to the status of a pimp when the film begins.

Fellini’s Cabiria is, characteristically, the sweetest and the least sexual
of the long line of generous whores in Italian cinema and literatiwre. The
pathos of her exploitation and deception ironically crosges over into the
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narrative of Christian redemption that the film unfolds. Even after the man
she :mﬁﬁmﬂqw&% met after praying at the shrine of the Madonna di Divino
Amore for liberation from her profession turns out to be a thief who takes
all tHe money she made from the sale of her beloved shack, she cannot
resist the Hmmg&umﬁ lure of music and festive people. Instead of finding
the petit bourgeois parddise for which she prayed, she attains unantici-
wmﬁmm Grace in the spirit of the simple-minded lay monk who earlier had
offered her spiritual encoyragement.

Accarttone rmm neither Cabiria’s charm nor her innocence. He will be-
tray his own friends for a meal (somewhart like %mmsmﬂo, the protagonist
of Fellini®s Il bidone); rob his baby son, whom he doe$ not support, of a
gold necklace; force his first woman (Maddalena) onto the street with a
broken leg the very day he accuses her of turning in her former pimp (Cic-
cio), which leads to her beating and consequent arrest; and then seduce,
abuse, and exploit a second (Stella) when the first mon,w to prison. His vir-
tues age limited: he feeds the jailed Ciccio’s wife and children after moving
into her house with Maddalena, and he is sufficiently moved by the horror
Stella feels, after her first night on the street, fo try to support her by
manual labor or by theft.

The opening titles of the film end with the Dantean quotation of Satan
to the Angel of God that took Buonconte da Montefeltro’s soul (Purgato-

rio §, TO6—IO7):

Ty e xie poiti di costui letternc
per una lagrimetta che’l mi toglie. . . .

You carry off with you the eternal part of him for one little tear which takes
hiin from me. . . ]

Where Vittorio Spinazzola tdkes the “|agrimetta” to be Accattone’s
saving kindness toward Stella, | find the idea of salvation by good works
ruhs counter to both Pasolini and Dante.” The pomt of Purgatorio s is that
Grace may come instantaneously at the final moment even of a life that
had been immersed in sin. Pasolini, however, generally puts more emphasis
on the moment of death than on the concept of sin. As the guarantee of
meéaning, %m? marks the conclusion of his 1967 essay, “QOhservations on
the Sequence Shot™:

New Wave Neorealism
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It is therefore necessary to die, becasise so long as we live, we have ro meéan-
ing, and the language of our lives (with which we express ourselves, and to
which we therefore attribute ﬁ“wm greatest imporance) i§ ﬁwﬁmnmmmwmwmﬁ a
chaos of possibilitigs, 2 search for relations and meanings without resolu-
tion. . . . It is only thanks to death that our life serves us to express our-
selves.®

The point at which the Dantean model intersects with this Heidegge-
rian, ot more precisely existential-ontological, idea of beirig-towards-death
would be hagiography, the lives of the saints. And this may be a part
of what mmmo::w had in mind when he acknowledged early Renaissance
painting and Dreyer’s films as the primary sources of his cineématic style:
Doubtless, the Dreyer filin closest to his project was La Passion de Jeanné
d’Arc (The Passion of Joan of Arc). His memory of the film seems to
have sheared away the intricate camera movements which articulate over
and over again the figure of a circle with Joan at its center {a Boethian-
Aungustinian theological geomietry); instead, he seized upon the monumen-
tal closeups of carefully chosen “types” and the problematic cohesion of
the space they inhabit to guide what he called the “sacralitd tecnica” of his
own initial cinematic mmﬁm. _

Often Pasolini pans from one speaker to another, especially when the
ragazzi are grouped together. Sometimes the pans describe the movement
of a glance. The very frontality of the shot-countershot clements and the
autonomy of the panning moveménts suggest a distillation and an abstrac-
tion of the stylistic features of La Passion de Jeanne d’Arc without any
obvious indicatlon of their linkage to the original. Superficially the film
bears a closer resemblance to Robert Bresson’s films of the fifties bécause
of the elliptical progress of its ‘narrative—stressing significant accidents
and relentlessly driving moimﬁ its culminating moment—and its use df a
single, culturally prestigious musical source: here excerpts from Bach’s
Passion according to St. 3&3«&@ function as Mozart’s C-minor Mass did
in Un Condamné a mort s’est échappé (A Man Escaped) and Lully’s music
in Pickpocket. The obsessive use of questions ahd answers, which Rinaldi
explores in his discussion of Accattone,® may be yet another outgrowth ow
the influence of the interrogatory form of Dreyer’s film.

In 1959 Pasolini had z_mmm. a mwn&_mhww skewed hagiographic model to
shape his dovel, Una vita violentd, the fictive life of Tommaso Puzzilii, 2
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ragazzo di vita who had been a thug for thie neo-Fascist MSI and a day-
dreamer of DC respectability before dying 2 Communist hero. So a year
later, making his first film during the most troubling political crisis of post-
war Italy—the summer of Tambroni’s alliance of the DC with the extreme
Right, amid urban riots and widespread fear of a coup d*étac—~Pasolini
narrates %mnmaowm,m last days éﬁgomﬂ a single overt reference to the po-
litical issues of the moment, as if despairing of any parliamentary solution
to the situation of the Roman underproletariat. Instead, the idea of politi-
cal action occurs only Wwher Accattone atternpts to start a conversation
with Stella, the first time he meets her; referring to her work as a bottle
cleaner as &mﬁmg he says: “Lincoln freed the slaves. But in Italy they put
it in place. If I had a mdchine gun in my hands, anyone would be lucky to
be left standing!” Here this is only idle chatter. In the same passage there
is a virtual ﬁ,nwmﬁmﬁo: of the final speech of Pickpocket: *“O Jeanne, what a
strange path we took to find each other.” >_.nnmm_o%m says, “‘Eh, Stella,
Seella . . . Indicheme er cammino!” (Ah, Stelid, Stella . . . Show me %m
way!), adding ironically, “Insegna a ‘st? Accattone qual ¢ la strada
giusta . . .W@. arrivi a un piatto de pasta e facioli.” (Teach this Beggar the
H.Hmwm way...togettoa Emmm of pasta and beans.)*

Fifteen years later Pasolini recognized two ways in which the film
pointed to the “perfect . . . continuity between the Fascist regime and the
_mewma.mw Demfocrat regime”: the ghettoization of the subproletariat and
the nnwswnmm violence of the police.”! Actually Pasolini’s most “political”
gesture was to relocate the genre of the spiritual biography of the lage
1950s (1l bidone, Wild Strawberties, Pickpocket) outside of the middie
class. Le notti di Cabiria may have anticipated this, but Fellini gave his
heroine middle-class vatues and virtaes; in short, he transposed her and
her world into the framework and the idedlogy of the spiritual biography.
Pasolini’s more startling achievement was to deploy the genre without al-
tering the world and values of the criminal undérproletariat.

On the most elémentary level, this transposision began with the cast-
ing of the film. In fdct, ong of the impetuses driving Pasolini toward film-
Bmﬁww was his frustration with the use of actors to play the ragazzi in
two of the films he wrote for Mauro Bolognini, La notte wm_ﬂe@ (The Good
Night, 1959) and La giornata balorda (A Dull Day’s Work, 1960}, 4¢c-
cording to his collaborator and informant on Roman dialect and stum life,
Seérgio Citri.2? Citti’s brother, Franco, played Accatfone, and his friends
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from the borgate played the ather ragazzi. As a first step toward his “sa-
cralita tecnica™ this form of typecasting repeated a mﬁmb&mwm of neorealism,
and to some extent a strategy of both Dreyer and Bresson.

The predominance of outdoor cingmatography in urban locations,
coupled with a distinctively stylized repertoire of compositional and mon-
tage strategies that give the illusion of iramediacy and simplicity, also dis-
tances Accattone from the norms of the ambitious Iralian films of the late
T950s in ways that suggest a refashioning of neorealism without actually
repeating the tropes of films from the 1940s. Pasolini claimed he used only
the middle range somm and 7omm lenses to “add weight to matter, high-
light the depth and the light and shadow,”* but there are clearly some
minimal zoom movements in the finished film. Perhaps he meant that he
never took advantage of the wide-angle and telephoto options of the zoom.
When he told his cameraman, Tonino Delli Colli, that he ?msﬂmm the mﬂmmm
“sgranata,” which could mean “open-¢yed” or “peeled,”* Delli Colli used
2 “hard” film stock from Ferrania and emphasized contrast and grain
by printing a dupe mmmmmaw from the original master. Such rawness plays
up the difference between the texture of Accattone and the studio polish
of La dolce vita and the nuanced luminosity of Scarvarda’s images for
L’avventura.

But just as striking were the unfamiliar cityscapes of the Roman bor-
gate in the brutal summer sun. Pasolini described the shooting conditions:
“Those were stupendous days when summer was still burning in its purest
form, and indoors there was hardly a lessening of its fury. Via Fanfulla da
Lodi, in the middle of Pigneto, with low shacks, peeling walls, there was a
granular magnitude in its extreme meanness; a poor, humble, unknown
alley, lost under the surl in a Rome that wasn’t Rome.” ¥ Pasolini punctu-
ated this vision of an unknown Rome with a series of remarkable images:
Accattone’s dive from the bridge with statues of angels; his drunken, wet
face covered with sand, as if in premorition of his burial; his wearing a
woman’s hat and placing a basket on Fulvio’s heéad; naked babies outside
the cemetery; the thieves laughing themselves sick on &m. curb over Car-
tagine’s stinking feer. The film mwonmmmm through a series of gestural mo-
ments, consciously modeled on Wrm fresco patiels of the ,m_..nwﬂ Florentine
masters of the early Renaissance, whom Pasoltni studied under the distin-
guished scholar Roberto Longhi. _

The intense summer light takes ort thematic importance in Accattone’s
dream: after following a fuheral mmm.nwmmmow which turns out to be his own,
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he is barred from entering the cemetery, When he scales the wall, he finds
only an old grave digger preparing a plot for him in the shade ow a tree. He
talks him into digging a little farther away so that he will lie in the light. If
we take this oneiric desire for light as the “lagrimetta” that saves Accat-
tone’s soul, then the ssacralita tecnicd” of the film’s style coincides with
the typology of light in the Dantean allegory.

The musical quotations of Bach, which inject a baroque element
within an otherwise antibaroque imposition of a style derived from eatly
Renaissance @mmsmsmu. suggest that the film desciibes the “passion”—the
suffering g@ﬁmbonlo.m Accattone, his hagiographic agony unto death. Of
course, Dreyer had already emphasized this imitatio Christi in giving hij
film of Joan’s trial such a title. Pasolini may also have been aware of the
Anselmic dimension of Bach’s theological polemic in the Passion accord-
ing to St. Matthew: that salvation comes from Christ’s willing gift of His
death and nwamoﬁ be earned by the action of men. So Pasolini’s protagonist
accepts mm?mw_.os in his mﬁwm words (*Mo sto bene”), but he does not
garn it. | -

mmowm&w gpeaking there are three movements in the film: Accattorie’s
loss of Maddalena as his sousce of iicome, his destitution and attempt to
convert Stella into a substitute for Maddalena, and the finale of his passion
and death attempting to support himself and her, first by manual labor,
then by theft. In all m:_qmm sections accidents scem to guide the logic of
events: at the opening Maddalena is hit by a motorbike, and at the very
end a parked motorbike gives Accattone the illusion hé can escape; but in
a scene structured so much like the ending of Ladri di biciclette it must be
deliberate, the motorbike he steals becomes the agent of his death. He
meets Stella for the first time, accidentally, .%fmm conniving to exploit his
mmm.msmmm wife. More significantly, he meets her again at the very momeht
he is about to reap the rewatd of a Euoﬁ against his friends to get their share
of food from a church charity.

The spoken language of the ragazei di vita is so embedded with fossil-
ized Christian oaths (themselves layered on a linguistic palimpsest of n-
yocations to Latin gods) that the theological markers in the text are easily
disgpised as signs of colloquial realismi. S0 Fulvio opens the film with m_,,
:omn. of doom: “Ecco la fine del mondo.” (Behold, the end of the éomm.M
He catries funereally a bouquet of flowers. The ragazzi call his work at a
flower stand “martyrdom,” and the very word “work™ a “blasphemy.”
Later, after Accattone brutally presses Stella into prostitution, he remarks
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in exasperation: “Madonna, fateme santo! Che la penitenza mia gia 'ho
fattal E quanta!” (Madonna, make me a saint! What a penance I've al-
ready done! and how much!)

Accattone is no allegory of Christ’s mission, but it is riddled with Gos-
pel allusions ranging from the farfetched-—Accattone’s meal and his dive
into the Tiber wedring gold orfaments as a parody of the Temptation in
the desert—to the blatant—his death in the company of two thieves. In
fact, the Christological focus seems to become sharper as the film moves
toward its conclusion after the repeated “falla finita” with which the pro-
tagonist announces his firm decision to keep Stella off the streets. Fulvio
covers the hahdcart with wilted flowers as if parodying the entry into Je-
rusalem as Accattone banters that he is on the way to the Madonna of
Divine Love (the shrine to which Fellini’s Cabiria had made a pilgrimage).
The night before, wheri Accattone had dreamed of his own death, the im-
ages literalized the patable of the shepherd: “I tell you the truth, the man
who does not enter the sheep pen by the gate, but climbs in some other
way is a thief and a robber” {John 1o:1). Barred from entering the ceme-
tery as part of his own funeral procession, he scaled the wall to confront
the grave digger. So even in his dream Accattone subverts the symbolism
of salvation, rendering any orthodox interpretation of his final justification
uncomfortable.’ -

Therefore the redemptive narratives of Rossellini’s Manfredi-Episcopo
and Fellin’s Cabiria and Augusto are less problematic than that of Paso-
lini’s hero. Yet, Pasolini’s obsession with the via crucis dominates all his
carly black-and-white films: there is the Christ-like death of Ettore in
Marmma Roma, the fim of the Crucifixion in La ricotta (The Piece of
Cheese), the full-scale biblical narrative of Il Vangelo secondo Matteo,
and even the parodic trinity of Father, Soh, and Bird in Ucceéllacci e uccel-
lini. But this obsession is not a measure of his piety, but almaost the reverse,
that is, the ground from which he argues with the Church and with the
Italian tradition, from the perspective of a self-proclaimed “hefetic” or
“Lutheran,” not in the sense of a Protestant sectarian, but a prophetic
rebel. h

In the middle of Accattone one of the prostitutes seated with the a-
gazzi when Accattone first offers Stella to a man at another table quotes
Dante: “Lasciate ogni speranza, o voi ch’entrate” (Abandon all hope you
who enter here) as if hell and wmommﬂwﬁwom were identical. When Mamma
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Rowma picks up the Dantean undersong of Accajtone, 1t remains in this
Infernal ﬂmmwmﬁm._..

A brief excclirsus on Mamma Roma will illuminate the nwsﬂm,.:ﬂ% of the
Dantean model for Pasolini’s early cinema. The end o% that film went
through at least rwo major changes before it wds mwoﬁ. THe treatment pub-
lished in Al dagli occhi azzurri lacks the recitation of Dante in mﬂoHo.vm
prison infirmary cell, but it has an elaborate fantasy, brought on by his
fevered delirium, in which Mamma Roma magically crosses a sca and en-
counters an incarnation of Joy, who enacts with her a parable about a
partisan 4nd a soldier, while Ettoze is being humiliated by a gang of boys.

In the mmw:mr& script, this complex dream, inspired probably by
Bergman’s Wild Strawberries, shrinks to a superimposed fantasy of ele-
phants attacking and killing Mamma Roma in mmwmocwm where M_wﬁomm was
raised, while a Sardinian prisoner récites the mm@. of Inferno, canto 18. In
the final film there are no dreams or delirious fantasies, but a different
Dantean recitation remains: the beginning of canto 4 is @commm.

| What m,o mﬂmmm changes meéan? 1 would surmise that the contextual
aptness of canjo 18—at the moment of the Pilgrim’s vision of panderets,
seducers; and flatrerers buried in feces-—carried too absolute a condern-
nation of prostitution for a flnd which bestows so much sympathy on
Mainina Roma, who was forced into prostitution 4s a teenager and whose
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““Horts to escape and boost her son info the lower middle class are syste-
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matically {rustrated throyghout the film. Nevertheless, Pasolini wanted to
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{nvoke the Inferno Swﬂrmn. ?wmmwiu rather than announce his Dantean
theme Lﬁmﬁw a quotation in the beginning as he had done in Accattone.
Therefore, he substitated the more generic opening of canto 4, the first
sight of hell in the Commedia, for the problematic specificity of 18. Yet for
cechnical or aesthetic reasons Pasolini dropped the dream sequence from
the same scetle, depriving us of participation in Errore’s subjectivity and
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rendering his agony in prison the paralle] of that earlier moment in the film

when his restlessness in his mother’s apartment mmm&m Tm.mmmwﬂow ._..o,mﬁmmw

[

and sell her records.

e,

" The nrm:mmw in the ending of Mamria Roma point to three lines of
convergence with Accartone: a moral ambivalence abouit ﬂrnﬁ.mguﬁ

i S B
theme of prostitution, a pseudobiogra wd.nmm m..om .m&m‘w id have
o.mmmﬁmwzmm,mw&&ﬂ prerty nition of death, and a carefully chosen allusion to

would have in-

muz.mimwm &wﬁﬁ.ﬂvm dark mmom% of Pasolini’s second, and less successful,
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formed prostitute make up an even Qcmmﬁ hell than m& mwsEm. ‘Manima
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Roma’s desperate attempts to anw m&oR from vmnoEEm a Bmmz& la-
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w,... Ms wmmo:m_ s mmmﬁ mr?f upward mobility is a descent into hell. If Ac-
nmnoum is a wmaonrn saint, he owes his salvation to the very. horror of his
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Displaying a cinematic originality comparable to that of Pasolini, the Lom-
bardian, Ermanno Olmi, concentrated in his first feature films on the ways
in which the new conditions of industrial labor in the flowering of the
economic miracle took hold of the lives of workers. His emphasis on the
centrality of work experience in the sentimental education of his young
male vwoﬂmmom_mmm was new in the Italian cineéma; it called attention to the
wﬁ%wﬁ& presence of the workplace in earlier films.

Of the fictional characters I have already discussed, Visconti’s Ciro
Parondi would be closest to one of Olmi’s heroes. It is perhdps significant
that Visconti gives him only a marginal place in his familial chronicle, as
if its melodramatic mode could not adequately represent his experience.
And vet he is the only industrial worker depicted in the monumental films

of the “superspettacolo dell’autore”: Antonioni’s Sandro puts off his work

Vital Crises

estirnating architectural costs throughout L'avveisturd; Giovanni Pontano
resists the seductions of corporate work in {.a notte; Marcello and Papa-
razzo can hardly be called workers, so extraordinary are their jobs in La
dolcé vitz. In all of the major films of the immediate postwar period work
was mpwémnmﬁ by its scarcity (Ladri di ?Q&m&& absence (Miracolo a
3;&:9 Umberto D), or failure (La terra trema).’* The opportunity of
working was a given by the time of >nnn&cxm but the ragazzi di vita
define themselves by rejecting it, calling :éom»: an cbscene word in the
opening scene of the film.

Olmi began making films for the Edisonvolta electric company in
1953, His first feature, Il tempo si ¢ fermato (Time Stood Still, 1959)
focuses on the first job om a wide-eyed adolescent who is sent to be a watch-
man it an isolated mountain electrical station, where only one older man
works with him. Daily work remains the preoccupation of his next two
films, 1! ﬁomno (The Sound of Trumpets, 1961) and I fidanzati {The Fian-
cés, 1963}, ‘;mmm §lms constitute the richest and most complex cinematic
contribution to the meditation prominent in Italian intellectual life on the
new conditions of labor in the large corporations at the center of the eco-
nomic miracle of the late 1950s and early 1960s. ,,

The literary and intellectual context of Olmi’s cinema included 4 theo-
retical &mnmmmmob of the new conditions of labor in the economic miracle
and a range om fictional works centering on factory production arid the
mm%wmowomwnmw adjustments of workers. Elio Vitrorini and Iralo Calvinp de-
voted all of the fourth and some of the fifth issues {1961, 1662) of their
annual journal, I/ memw_cu to the question of “Industria e letteratura,”
criticizing the inadequacy of the American * “slice of life” approach to the
représentation of the new conditions of indpstrial life in neocapitalist Italy.
They offered the hypothesis that fiction such as that of Robbe-Grillet
and the école du E.wa& was a more gefuine expression of the emerging
mmmcmfow than novels in the realistic tradition which featuréd workers as
Hu_..oﬁmoéma.

In his opening editorial Vittorini stated that
trying to conduct with Menabo, in the life of our nation ‘through’ lit-
. must bring us sooner or later to coliect the texts which would

(4

the investigation we are

etature .
let us se¢ to what point the ‘new things’ amid which we live, directly or
indirectly, . . . are accourited for in the ‘newness’ of the human imagina-
tion.” % In the subsequent issue Calvino wrote of the “shock” that the
industrial revolution gave literatute and philosophy, changing “things,
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places, time,” 0 that there are “no longer things but products, mass-
produced, machines take the place of animals, the city is a dormitory
annexed to the office, time is a clock, man a cog, only classes have a
history. . . .7 ,

Il Menabo published essays by bo h editors as well as Franco Fortini,

and novelists Ottiero Ottieri and Luigi Dayi among others. In a lucid his-
torical survey of “Temi indbstriali nella farrativa Wmmmwmwc Marco Forti
focused on the work of Davi, Ottieti, Testori {one of the sources for Rocco
¢ i suot fratells), Giovanni %vamo“ Luciano Bianciardi, and Calvino’s sto-
ries, “La speculazione m&mwmm: and “La nuvola di smog.” Calvino himself
stressed Bianciardi and Arpino and added the work of Paolo Volponi to
the discussion. Almost all of the fictional representations of industry dis-
cussed were written in the late fifties or the very edrly sixties.

The longest text collected ity Menabo 4, Cttiero Otueri’s “Industrial
Notebook,” began by linking cinema and literature:

Nowvember rg54. If fiction and cinema have given us little of the internal
life of the factory, there’s first of all 4 practical reason, which then betomes
a theoretical ohe. The ﬁo_mm of the factory is a closed world. One doesn’t
enter or leave it easily. Who can describe it? Those inside can give us some
documents but not their mxmmmnmﬁwm" unless they come Woﬁm mﬂamm who are
workers or employees, which seems extremely rare. As for m;.ww_mm who live
outside, how can %mw‘ penetrate an industry? The few that éoﬂw there grow
silent, for reasons of time, opportunism, etc. The others don’t ﬁnaw_..m.ﬁmsm
anything about it. Furthermore industry is without expression; that’s its
characteristic.”

[ L. el .
Vittorini took exception to this in his opening editorial:

Could the experience of the tactory help a writer today more than the experi-
ence of cultivating the soil {or of hunting, fishing, herding, etc.) have wﬁ?& a
writer yesterday or garlier? . .. Industrial truth resides in the chain of effects
that the world of the factory sets in motioh. And the writer, whether or not
he deals with the life of the mmnmowdm %.mm be on an E@gmmwww level only insofar
as his sight and his judgment are interpenetrated 5 this ﬁn@ and the exam-
ples (examples of appropriation, examples of deeper transformation) ﬁ@mﬁ it
contains.®
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By the time his notebooks of the fifties appeared 1nt w\wmxawp Ottieri
had m&vmmw& Donnarumma all’assalto (1989, Men ap the Gate, trans.
L M. Rawson [Boston: m@zwwﬂon Mifflin, x962]), m.aoﬁm based on his
experiences as a personnel ﬁ_m%ovowomwmﬂ for Olivetd in a factory outside
of Naples. The Menabd inquiry was an attempt o make sense of two
different, and not necessarily linked, tendencies already apparent in Italian
and Buropean literature in the initial years of the sixties: the reassertion
of the Ewn?mmmmm novel, how with a decided predilection for metonymy
(the hyperbolic concentration on things and places as 2 displacement of En
constitutive subjectivity of the genre), and the thematic concern with the
rhythms and consequences of urban industrialization in a m,cmowm now
fully Hnno_mmmw& from the disasters of was. The Italian rediscovery of the
mﬁuw?wmmnro_or particularly Benjamin and Adorno, at this moment in-
tensified the thearetical speculation of writers, such as Vittorini and Cal-
vino, who had reached maturity in the moment of the Resistance.

Ermanno Olmi, like Ottieri, was one of the rare artists who knew
industry from an insider’s perspective. He worked as a clerk at the Edison-
S&ﬁ.w offices in Milan (where his mother was employed, following his fa-
ther's dedth during the war), before moving into the directorship of its
Sezione Cinetna (prior to the nationalization of the electrical industry at
the end of 1962). Berween 1952 and 1959 he made a series of about forty
short industridl films. The last of them he clandestinely stretched into his
first feature, Il tempo si & fermato. ,, ,

The male protagonists of Olm?’s first ﬁrmnm feathre films can be seen as
versions of a single type at three sequéntial moments of entry into the work
force. .Wowmmno,, who skis and plays in the show in I temipo si ¢ fermato, is
the youngest; his isolation with Natale 5 the Eo:smmmmnmm outpost allows
the Almmaker to axﬁmmw_ the tensioxis between archaic traditions of pater-
s&-mbmm succession and modern modes of naﬁommﬁnﬁ. Natale’s central
mwﬁonm M.ﬁommsmw.m the loss of respect for elders {ocates more clearly than
either of the two subsequent films Olmi’s irtuition of a ﬁouvmmm diver-
gence of family life and work. Less nE.&%Wm than Roberto, Uowﬁmmwnou the
teeriage protagonist of Il posto, enters his first job wholly absorbed in an
mmmon.c.mw& efotic quest, yet without any preparation for independence
m_mbmw his parents; his é@ awlkwardness solicits and requires materhal
mﬁmmwﬂm from most of the women in the flm. Giovanni, the protagonist
of I mmmxu_mﬁ is not only older and more matare than the earlier Olmi
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heroes; he enters the film with both a job, as a welder, and a long-term
erotic relationship.

The novelist vaﬂo Volponi, like Ottieri, worked for the personnel of-
fice of Olivetti for many years. When he ventriloquizes the factory worker
of his 1962 novel Memoriale (My Troubles Began), he gives examples of
the eccentric situations of his co-workers:

I know that one of the tnen who work with me has a crazy mother
whom he has to lock up in the bedroom during the day so he can come to
work. Another fellow I know mﬂm drunk with rwm mother. He leaves his wife
and goes with his mother to a tavern where they spend the evening drinking
and hugging each other like a couple of drunks. Often they disappear for
months, they rent a bedroom in somé hotel, drink like crazy, and go ro all

the shows in town.*

Olmi gives us ,m comparable picture of the eccentricities of otherwise
apparently “normal” office workers in Il posto. Once the young protago-
nist, Domenico Cantoni, obtaips a thail delivery position in a large com-
pany, Olmi suddenly suspends the otherwise consistent identification of the
camera and editing with the perspective of the naive Domenico to give us
a comic picture of the office into Which he will eventually move, and even
more unexpectedly the filmmaker cuts from the office to typical mwomwmn,ﬁm,
in the private lives of the nmmaﬁmm there is a nearsighted man who writes a
novel at night in his rented room, trying to hide the light from his landlady;
another is embarrassed when a mﬁmm.vop. comes to the door as a woimnan
(his wife or mistress®*) is cutting his hair; he quickly hides the evidence of
his mnomo.@d\w a mgwhm refuses to respond to his landlady when she tells him
someone wants to buy his uncle’s Bmmm.ﬁs@ collection, as if he were a capi-
talist or a mafipso; yet anothér sings operatic arias in a cafeteria for old
people. The only woman represented in this montage suffers from her
grown-~up son’s thefts from r,m;. purse. In Jeahse Dillon’s terms: “In all, we
have a failed writer, a failed bourgeois, a mwmmm speculator, a failed singer,
and a failed mother.”? o n

Olmi seems to be at cuw with Volponi and Ottieri in suggesting that
the anesthetizing regimen of the pew technological industries is transform-
ing the Italian working class into neurotically obsessive automata. Within
the office of II posto the individuality of the workers whose home life we

had glimpsed is reduced to a range of habits and ticks: the woman is often
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late @mmmnmmm_u@.vmnmmmm of troubles wi& her sor); Carletto, the singer,
wads papers and ﬂ.nnm;w tosses them at a basket; Don Luigi, the heir to
the old magazines, cuts his cigarettes in half to econoinize, refusing the
loan of one to a messenget; the fop continually combs his sidepurns; the
writer fiddles in} frustration with a broken desk lamp. Later, his unantici-
pated m_mm"ﬁw creates the opening for Domenico. Fof OHBWV as for Volponi,
these are the frightening consequences of finding 2 fiked place in such a
system. This interlude defines the working place as a zone of mutual indif-
ference and even suggests that its schoolroomlike formality mﬁvwmmm“ﬁmw and
intimidates the spirits of its temporary inhabitants from fully functioning
in the wotld outside.

1l posto depicts the experience of an adolescent from the suburban
towr of Meda in the petiod from his first mxm&wnmmo,wm forajobina large
corporation-—its name and éven its function are Emﬂrw% from the viewer
to geherallze and to n&@fm&wm the mmmmﬂmaom of ﬁwo corporate experi-
ence—to his securing a position as a cletk. His mother stresses the idea
that entry into such a cotporation insutes employment for life, even if at
low wages, inscribing a fatefulness in this mundane pagsage.

Olmi’s debts to meorealism are so uninhibitedly mngoéwmmm& here
that Millicent Marcus could write convincingly: “It is as if we were to visit
the Ricci household thirteen years after the events of Bicycle Thief to find
Adtonio not only comfortably employed, but the father to two upwardly
mobile sons.”?? Marsha Kinder lists a number of the film’s “images that
are found in Umberto D: the cafeteria with its cheap food, the niggardly
landlady who harasses the lonely bureaucyat, mnm,, the old man with a small
dog riding on a strectcar.”? Simultaneots with these touches from De
Sica, thére is throughout Olmi’s early work a pérvasive influerice of Ros-
sellini’s attention to sigificant detdils. Although he Has often acknowl-
edged his mnv% to Rossellini, claiming, in fact; that seeing his postwar filins
made him a filmmaker, it would &,Ewm.ﬁ seerrl as wrowwr he encountered
Rosseliini secondhand, mediated through the films of Jacques Tati, and as
though he saw in the alienated eccentricity of Tati’s complex observations
a latént potential for recovering a Rossellinian humanism. Therefore, in-
stead of inventing 4n agent of the absurd and uncanny, as Tati does in
Huilot, to be seen with wonder and comic Enom%_..mw@mmwos by the society
arounit him, Olmi posits an innocent observer at the center of a society
otherwise iinconscious of its own absurdity. So in Domenico, Olmi glves
us a witness to the oddities of Lombardian workers and pedestrians who is
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not yet stamped by his own peculiar habits. Yet the one glimpse the film-
maker gives us of Domenico’s adglescent mwﬁm of his younger brother—
whom he accuses of appropriating his 1o longer needed book strap—
reinforces the assumption tifat he will eventually transfer his domestic
aggression to the office, mmﬁwﬁm into a version of the petty paterns of the
older clerks who mark their workifig spaces with idiosyngratic obsessions
and jealously guard the wmmwmmwmﬁmbw ,&wnm of their seniority. In telling his
brother fo put the book strap back in its :ﬁ.ﬁnﬁ: Domenicp utters the first
of several senses of the film’s title. In Italian “il posto” mieans the job, the
place, the seat, and even 2 trumpet call. Domenico’s wEEU%Bmﬂ entails
finding a permanent place for hiinself, and even one of the rigidly hierar-
chical seats in a pattern of office mw&aw where his routine is punctuated by
regulatory signals, from the morning alarin clock to the buzzers defining
tunch ard work shifts and even to the ceremanial clarion of the new year.

Even though II posto outlines the passage from entry to maturity id a
large corporation as a numbing accommodation to meaningless routine, it
mounts a formidable resistance to its own pessimism. Its origindlity is
largely a function of the m%bugwnm of its contradictions: in the first place,
the abbreviated story of the first job is also an even more tenuously sus-
pended story of first love. The strongest counterforce to the bleakness of
the representation of corporate life, however, is the bewildered interest of
Domenico through whose perspective the details 6f urban street life, work-
place idiosyncracies, and m:nwww,.wnw romance Become equally charged oc-
casions of comedy, mystery, mm@wécbmom. His absorption with Magali,
whom he met the day they took examinations for cotnpany positions,
anesthetizes him to the immanént consequences of his job. By circariscrib-
ing the film’s temporal span to the liminal period between the day of ex-
aminations and the moment Doménico takes over his first desk, the film-
maker can present the theater of routine as an excursion into an odd but
unthreatening cityscape through the eyes of a fresh “suburban immigrant”
for whom each moment offers a new curiosity. It G this wo.s?m& curiosity
that distinguishes Olmi’s vision of industrial life from the bleaker fictions
of Volponi and Ottieri. |

According to his A.”ommwu@_.mmg and friend Tullio. Kezich, who plays the
psychological examiner in the film, the first cut ran twenty ininutes uommmb
developing the romance until Domenico realized, with a shock that made
him ill, that Magali also went out with other men. A final scene showed
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him wandéring around Milan and ultimately encountering a imwws of the
“dolce vira” as he happened upon a group of modeis posing in a duiip.

Furthermore, within the corporation Domeico gncounters women
who take a maternal interest in him. These woren complement the role of
his mather who mediatés his quarrel with his brother, buys his clothes for
him, pushes him toward the security of the corporate job, and negotiates
@mmgwmmmom from his father to attend the New Year’s Eve party. Even Ma-
gali, herself an innocent, takes a slightly patronizing or More matiire pos-
ture toward Him, as when she tells him that his “old mmmwmgnm: name suits
him or when she advises him on the style of a trench goat. .dﬁ women at
the New Year’s Eve party continue and even raise to a carnival pitch the
maieutic pressure of these female presences throughout the film. They as-
sist in Dorpenico’s conflation of corporation life with the symmetrically
structured life of his lower-middle-cldss family, while all of the men he
ericcunters at work, like the men at the party, are alienated monads.

By eliminating the first ending and noﬁw&z,nwmm the film with Dome-
nico’s promotion to take the place of a clerk who died, Olmi puts a new
empHhasis on the mmmm.mmwmama of eros into labor. In fact, the long romantic
prelude chiarges the ﬂmw«.o,mmw scene of the New Year’s Eve party with signifi-
cance: as his hope for the arrival of Magali evapordtes, he gives himself
over to the $pirit of the event. The mmrm.a.m.aa date becoimes his initiation
rite as a corporate employee. ‘

A powerful and abrupt transition catapults the mmw”ﬂ\ into the occasion
of Doﬁgwnow mumoﬁoaﬁw. From a hand-held telephoto shot of the young
man abandoning himself to a snake dance with the accelerating tempo of
a festive tarantella, capped by the blowing of an absurd paper party horn,
the ihage suddenly shifts to a slow pan of clerks surrounding the desk of
the man who secretly wrote fiction at night. A series of dissolves of his now
empty room symbolizes his death, perhaps even his suicide. This is the
cilminatinig moment of the film: through montage the parallel stories of
first love and first job converge. To be precise, the disappointient of the
erotic idyll was sufficiently indicated by g_mmmmwm absence from the party.
The bitter confirmation of her independent love life would have been re-
dundant, and it would have undermined the power of the transition from
disdppointment in spite of the festive socialization to the fundamental dis-
placement of efotic aspiration onto the illusion of corporate “success.”

That progress within the corporation is indeed an illusion is the
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message of the next and final scene. When the desk of the dead clerk is
cleaned—and a chapter of his manuscript is thrown intp a “dead” file
surely never to be claimed—the desk is given to Domenico until one of the
older clerks complains. Then they all scurry to move one desk closer to the
front of the room, while Domenico assumes a post in the back with a
flickering lamp already familiar to the viewers from the mhm&omm clerk’s ill-
tempered obsession with its tnreliability.

I fidanzati

Each of Olmi’s first three featute films orchestrates a simjlar transforma-
tion of the familiar contemporary Italian environment into Mmm anthropo-
logical travelogue by the displacement of a young worker. The elaborate
montage of I fidanzati responds to m,vm fictive premise that Giovanmi, a
Milanese welder, can advance in his tfade by éoWEmm for a new plant in
Sicily for eighteen months. His long-distatice relationship with his fiancée
Liliana constitutes one primary motive for montage; often evoked by Li-
liana’s lettérs; another would be the trigger of memory set off by his lone-
liness in a strange environment.

The revitalization of psychological montage was widespread interna-
tionally in the early sixties from the radical achievements of g&%ovo&o&
Brakhage, Hanoun, and Mekas to the banality of The Pawnbroker and
The Loneliness of the Long-Distance Rusnner. The earlier successes of Ku-
rosawa’s ITkiru {1952) and Bergman’s Wild Straivberries (1957) mmw the
lively discussion of Resnais’s L'Année derniére a w&&&.maww& (z961) in Itdl-
ian film journals provided a context for Olmi’s departure from the aesthet-
ics of the long take and complex misé-en-scéne thiat had characterized until
then the vmm_h Italian cinema.

I fidanzati begins in a Milanese darice hall with a scene evoking the
New Year’s Eve party of 1 _@om&. After delineating a state of tension be-
tween Giovanni and Liliana, who refuses to dance with Kim and for a
while turns down another partner when he dances with a stranger, Olmi
sketches the cause of their conflict ﬁ_ﬁ.o&mr an elliptical series of mwaEumnwm.
Throughout the opening eleven minutes the music of three dances can be
heard continually, although frequently with diminished volume when the
very sparse dialogue OW. the flashbacks occurs. Oma\ with the Anmw@om and
landing of the airplane that brings Giovanni to Sicily does the cessation of
the music signal a change of matrices. Without developing a converitipnal

Vital Crises

narrative continuity, and leaving many questions suspended, the monfage
informs us that Liliana is upset by Giovanni’s mnnmﬁﬂmnn”m of a job that will
keep him in Sicily for eighteen months. His sitization is further complicated
by his irresolution about placing his alcoholic father in an old-age home
while he is away.

I discern four sections or movements to the film: The figst, as 1 have
already noted, centérs on the Speranza dance hall in Milan; the second
describes Giovanni’s introduction to Sicily while staying at the company
hotel; the third, his adjustment to Sicily duting Em stay in a pensione, mmﬁm
into thé fourth, his correspondence with Liliana. Throlghourt the opening
Eo<wﬁwum the relationship of the couple remains at an impasse: the man-
ner of their gilence toward each other and the punishing way &3\ have of
dancing with other parthérs indicates, through what Kinder identified as
the “pseudo-iterative mode,” that they have succumbed to the habit of
such standoffs. :

Giovannl’s introduction to Sicily is at once an invitation by his biased
gorthern colleagues to share their attitude of superiority to the rustic tra-
ditions of the natives and at the same time a laps¢ into infantilism, brought
about by homesickness and the exclusively male company. From the mo-
mernit he is driven from the airport to the hotel, Giovanni suffers an alien-
ation from his colleagues, who discuss the englheering schools they at-
tended {which will ultimately spark his sympathy fof the Sicilians they
mw_mamw.m.x but Ewmm:u\ the change of environment goads his memories.
When the speeding driver, complaining about the sudden danger posed by
a ﬁ%cbw@ cart entering the road, calls the Sicilian an “idiot” and an “ani-
mal,” Giovdrni remembers fragments of his departure and Liliana runming
away from him. ,

Olmi establishes a sirilarity between the factories in Milan and Sicily
by filming both locations with moving camera shots, rhythmically assemh-
Ema it the manner of the major Soviet filmis from the silent period which
heroicized the dynariics of heavy industry. He is by no means single-
mindedly critical of the national efforts of the Cassa per il Mezzogiorno
to m&.a:_o&ﬁm the econormy of the South. In fact, a beautiful montage of
sparks cascading from the welders’ work at night constitutes fabor’s
equivalent to the fifeworks at the festival of Acireale, the carnival that
climaxes the second movement and marks the turhing point of the film.2®

Yet he acknowledges that the bigotry of the engineers and managers is
shared in varying degrees of intensity by the northern foremen and skilled
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workers, and that it is bolstered by the sometimes comic maladjustments
of the natives, such as the young woman s%om."m a secretary has to keep
from bringing her entire family with her on her first day of work. When
an accident occurs, a co-wotker tells Giovanni with sympathy that the
Sicilians refuse to wear eye goggles; ahd hyperbolically, that at fiest they
didn’t come to work on rainy days. On the bus to the hotel, more north-
erners who have been longer in the South complain of the mmn&wmnm costs
and talk of the Sicilians’ preference for strenuous agricultural work to the
more profitable factory labor. Giovanni went to Sicily with the economic
attitudes and aspirations of his fellow northern workers; in the flashbacks
he repeats to Liliana the nﬁn@mm of His class: that “this is the chance of a
lifetime,” and that “others will be eager to snatch the oquﬁmnwﬁ if he
doesn’t take it.” However, the deeper pattern of his decision noammm.moﬂmm
to the southern experience in the political literature of the late mm_mnmmwmwa
postwar period: Vittorini’s Conversazione in Sicilia {x937), Levi’s Ox.,wpd
si & fermato a Eboli (1945), and Pavese’s 1l carcere (The w&.m“o? 1949), the
fatter two narratives of politically imposed exile describe the protagonists’

geographical dislocations as spirituial encounters with enduring Ttalian
valuies. |

Morte directly than Ottieri’s Donnarumma all’assalto, which preceded
1 fidanzati in transforming the political experierice of the South into one
of industrial alienation, Olmi’s film recaptures from those moﬁnmwmw H_wmm-
ratives of wnm-mmmamﬂ and momm.Mmmmwmm fiction the spirit of @mmmam& regen-
eration in the face of the poverty and starkness of the South. Although the
narrator of Uo“,xaawxﬁﬁﬁ a psychologist in charge of factoty Wmnwoummr
leaves his Owﬁvwmﬂm workplace with nostalgia, he described only a grow-
ing intensification of the atmosphere of misundérstanding, vo&nanm on
violence, caused by the fantasies of the local poor that the newly Jdcared
company could employ virtually the whole town. However, Ottieri’s well-
meaning psychologist demonstrates none of the humorous inanity of the
company psychologist who reduced Domenico to giggles in I/ ﬁo&o.

The carnival of Acireale marks the Emimm point of [ fidanzati. With a
group of his co-workers, led by an oanw executive, whose looks and be-
havior invokes the great comic actor Totd, Giovanni encounters :u the
dense, mostly masked ,Q.oé_a first an old man whose intoxicated collapse
reminds him of his father and then a seductive young womai who spon-
taneously mwﬁwm&iam with him because he is so far from home: “poverino
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[poor little thingl],” she says, “si lontano [so far away],” offering him a
kiss through her veil in compensation.

“The reminder of his father bccasions a brief montage that clarifies, in
two or three elliptical strokes characteristic of the whole film, the situation
in which Giovanni had left him. Olmi cuts from the falling drunkard in
Acireale to Gioyaini’s father rising, alcoholically dazed, on his bed. In the
next shot Giovanni hands over to a tmiddle-aged woman (we never know
more about her) documents which he said he signed so that she could put
the old rhan in a home if necessary. She tells him his father has got drunk
again and there is no hope for him, but a man, presumably her husband,
interjects that if they Eﬁ him in the home, they will not allow him wine.
His commiserating langudge-—the only consolation for these poor old
men [questi poveri vecchi]” points forward to the encounter at ﬁvm carnival
that wﬁ&ﬁ&mﬁq follows the flashback. Later, through oné of Liliana’s let-
ters he will learn that the father has taken to watching television instead of
drinking at night, which, from Olmi’s perspective, might not be a wholly
omaammmn transference of consolations.

The spirit of the carnival persists that night, in 2 debased form, at the
hotel. Arriving ahead of his companions, Giovanni recalls a New Year’s
Eve féte at the Speranza, with the habitués in party hats, including the
woman with whom he dariced and the swell who danced with Liliana. But
the association of the two celebrations recalls the image of Liliana sitting
alone as he dances Enﬁ the other wdman, from the opening scene of the
film. Later, the links will be clarified when another flashback reveals him
swimmirig with and kissing the other woman, followed by a scene with
Liliana who has been told of the betrayal. Olmi’s subtle art refrains from
conjoining the idnocent, passing fiktation at the carnival directly with the
allusion to the affair. me‘m,,own_oimmmmwmﬁ of Giovanni’s sexual presence,
and the very mowmwm_uEQ of an erotic refationship in the South—itself a
development held in common by the novels of Vittorini, Pavese, and
Livi—forces at this stage a ceflection on the stagnation of his relationship
with Liliana.?* With exquisite timing Olmi holds off the images of the affair

until Gicvanni has Enmwd& Em first letter from Liliana.

_Oﬁ gﬂmwmrﬂ of the carnival his companions, loud and drunk, arrive
at thé hotel in a donkey cart ynuch like the one insulted during the ride
from thé airpors. They proceed to play cluinsy practital jokes on Giovanni,
rattling his blinds, and attempting to get into his locked door. But when
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he tries to revenge his disturbaace, he suffers the embarrassment of a
scolding from an awakened neighbor whio catches him in the corridor with
a douche filled with water. Thus what I take to be the second movement
of the film ends with Giovanni’s infantilization. Having separated from
Liliana and his father, he tentatively establishes moral bonds with the
alienated community of northern managers and workers. This regression
is a necessary stage preliminary to the sentimental reeducation to be
founded on his unmediated encounter with Sicily in the third movement
and his new vision of Liliana in the fourth.

The Tatiesque humor of the film is quickened in what | take to be the
third part, which begins as Giovansi moves from the hotel to a pensione.
A number of vignettes are structured as gags. When Giovanni wanders into
a church and stays to listen to an ouﬁ priest solemnly sermonizing school-
children, a stray dog upsets the lesson by barkirg in church. As a topos of
north Italian estrangement from the South, this scene has its ofigin in
Cristo si & fermdto a Ebols, mﬁmm_ﬁwocmw, Olmi has claimed it reproduces
an event he witnessed in Sicily. There is a runiiing gag on the tendency of
the pensione’s toilet door to get stuck, and another turning around the
obsession of another roomer with his radio. The accumulation of whimsi-
cal observations lends a picturesque quality to other, less comic details,
such as a young Sicilian rolling a truck tire m:.onww the streets, or a car
with a loudspeaker offering the finder of 2 Idst wallet the five thounsand lire
in it as a reward for returning the lost papers it also contained. It is it this
section that the visual poem of welding sparks aggrandizes Giovanni's
nightlong labor. A

His landlady gives him the first letter from Liliana when he retufns in
the morning to try unsuccessfully to get some sleep. Instead of givihg us
the text of the letter, as occurs throughout the fourth part, Giovapni’s
memories of swimming with and kissing the woman fromi the Speranza
follow in his silent reading of it. The memory montage ifcludes a scerie
with Liliana who has been told of the affair, More saddened than angry,
she asks him if he still wants to marry her. That question remains SUS-
pended over the rest of the third movement as we see Giovanni wander in
the Sicilian landscape and enter the church where the dog interrupts the
priest. The sensitive placement of the memory of infidelity and the ques-

tioning of the engagement frames Giovani’s explorations as a renuncia-
tion of the erotic possibilities suggested in the carnival encouhter, so that
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the act of writing to Liliana is simultaneously a repetition of their court-
ship and a positive answef to her question.

In the final movement 4 duet of voices holds together the most elabo-
rate wmwwmm&mm of images in the film. Hv.w texts of six letters, alternately
recited by Giovanni {in voice-over) and Liliana (speaking to the nma.unnmv
flow almost mﬁ.nnnﬁﬁwmmmu as the images freely alternate Mnomg writer to
mmmmﬂ. and often become illustrations of the text. In Liliana’s last letter mu.m
pattern wWooﬁmm. even mote complex; her evocation of the r.w.#oq_ of their
relationship wariants the Enw&mm of new and already familiar images of
their lives in Milan. Throughout the correspondence, dancing stands as a
Emﬁcmwﬁwwo_.. their sexual fidelity: Giovanni tells her that he wmﬁmw monm
dancing in Sicily and asks her if she stll frequents %m. mmmmwmﬂw. Liliana
ariswers that mmm avoids it because of the malicious innuendoes of the
habitués. |

Both the rhythm of the montage anl the textual mnwwoimm.mﬁm:m
that the separation has rebuilt and strengthened their love .n:mmm.x. with the
filmi’s most conventional moment, a kiss {presumably an illustration of %.n
past) underscored by a inusical flourish. Olmi is too sensitive .ﬂm m:.m. his
film so banally. Followirig the kiss, he shows Giovanni telephoning Crwﬂm
for the first time. Their awkward conversation-—we hear only Giovanni—
has none of the fluidity and sincerity of the letters. Liliana needs assurance
that the call does not represent a Crisis Of an EMELEENCYs Giovanni says
little more than that be is calling before taking the bus to work because
mwm telephone rates are half-price on Suridays, but in the space of the very
shott conversation he talks himself into taking the day off. |

Durifig the phone cail thunder can be heard .9 the wmnWmmcmbw. The
final images of the film anwnnvm a torrential storm in the mﬁnw.rm.ﬁ landscape.
Olmi explained the origin of this scene to Charles mmﬂ:&m in terms that
recall the magic of Miracolo a Milano: since he mem.mm.& an unseasonal
storm for the conclusion, He @Hmﬁm to his dead grandmother 0 intercede

for him:

1 had this crazy dream: 1 was shooting my last scene ina moimmo:n so terri-
mm _mumn it was acrually painful; even the trees émnn.vmn&mm under it. I went
on flming, while Ws\ wp.muna,c_&nn woow& on, rmwwﬁw and satisfied. Imagine
how I felt when 1 wﬁmwm from that vivid dream o see an utterly clear sky.
%aﬁﬁw&@m, 1 told everyosie to get ready for work becanse it would rain
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that day. They looked at me as if I were crazy. We went to the salt flats and
worlced all day, without one drop. But by afternoon g storm came. . . . With
rmachinery you can make rain, bug not a storm like that.*®

Within the film the sudden storm functions as a natural confirmation of
Giovanni’s renewed spirit. Walking in the rain, instead of going to work,
he unintentionally adopts the Sicilian spirit previously mocked by tHe
northerner who had told him at first the Sicilians did not come to the
factory when it rained. In the same interview Olmi glossed the momiént:
“Now he no longer hides from her behind the excuse of money. He
makes his most beautiful declaration of love; Fm says, “Today I won’t go
to work.” 3!

From the opening shots during the titles of pusicians and cleaners
entering the Speranza dance hall, Olni’s predilection for the cdrnivalesque
representation of odd and distifictive types is evident. The two middle-aged
women who initiate the first number by darcing with each other are odd
but not grotesque (as in Fellini’s version of the carnivalesque). Olmi told
Samuels: “I wanted to communicate iy love of the ordinary things in life.
1 began by taking pictures of objects arid people sheerly for the love of
them. Shooting these pictures was a way of coming closer to the world of
work that I shared with my colleagues.” 3 ,

His loving fascination with faces and gestures and with picturesque
details had to be highly mmﬁwwumu& in I W.&ammn& to sustain the burden of
associative editing and elliptical amﬂ.mﬂﬁw. Aside from the two wunoﬂmmobwm,nm
the camera does not dwell on anyone for long, but many of the minor
figures are vividly delineated: in Milan the facial expressionis of the self-
assured habitué who dances with Liliana and the resigned pathos of Gio-
vanni’s father are particularly mﬂ&mmnm. In the latter case, the single candid
speech of a sympathetic uniformed vwmw&m.w at an old-age home where Gio-
vanni nonmwmnwm Jeaving his father, intercut with images of melancholy old
men, verbally and visually defines the danger immanent in His passivity; so
that the sole subsequent ifnage of the E%»mn watching a neighbor’s n&_@ﬁw
sion from his apartment balcony, Emmﬁwﬁw to iilustrate a letter from Liliana,
encapsulates his successful adjustiment to his son’s absence.

A great part of Olmi’s Mnoc:m._ﬁ and impressive achievement in Il posto
and I fidanzati was the originality with which he contextualized otherwise
conventional stories of amorous longing and maturing love within the dy-
namics of the industrial workplace. The clarity and mmmnwmwom with which
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he recoids the particulars of corporate labot contribute to the impresston
he convincingly renders that new yhythrins and altered expectadons have
nvmmmwm the character of daily life in Faly. These films maintain an open-
ness to the possibility that this historical turn may be engendering a crisis
in the mumnm, of mnmmo:% affections; but that openness also includes the
suggestion that the traditional Catholic virtues may still be able to define
a meaningful life.

Salvatore Giulidno

On 1 May 1947 the Sicilian bandit, Salvatore Giuliano, and his band
opened fire on 4 political demonstration of fiftéen hundred people at Por-
tella della Ginestra, killing eleven and wounding sixty-five. For three years
Giuliang mﬂ.nnmemmm% ehided a miassive manhunt on the imm&. Six months
after the shooting, Francesco Rosi, 2 Neapolitad film student, accompa-
nied Luchino Visconti to Sicily as an assistant director on La terra trema.
They lived on the othier side of the island ws Catania and shot i1} Acitrezza,
whilé the manhunt was in its initial, intensé phase. Giuliano was killed in
June 1950 tnder circumstances never adequately explained. The romance
of Giuliano and the Byzantine intrigues surrounding his career, his death,
and its cover-up fascinated the w%ms political imagination, with criminal
suspicions directed even into De Gasperi’s cabinet, neatly s much as the
assassination of John Kennedy has fed American anxieties, in large part
because of the suspicious deaths of principal witnesses in both cases.

Rosi’s 1961 film, Salvatore Ginliano, isolating the main points in the
life and death of Giuliano and the trial of his gang members, is the proto-
type of innumerable documentary dramas which reendcted scenes to direct
attention to unresolved problems and contradictions. Yet none have
nnm&nm wm intensity and authoritative power of imagery, including Rosi’s
own II cdso Mattei (The Mattei Affair, 1972), where he returned to the
mﬂ:,ﬁ he invented to nxwmwmaw the mam..mnmmoum of &5 suspicious death, in a
private airplatie, of the mayerick wmw.owwmws czar.

The unanswered @zwwmﬁmm surréunding the Giuliano case become it
Rosi’s hands the momsmmmonm for an elaborate and ambiguous narrative
structure that recalls Antonioni’s L’avventura in m..omw the mystery at the
core of ifs subject and in the picture it gives us of contemporary Sicilian
reality. Umbeérto Eco, in his contribution tp meﬁmo 5, “Del modo di for-
mare come impegno sulla realtd” {trans. “Form as Social Ooﬂﬁawammﬁ: in
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The Open Work), cites the then recent L'eclisse to show how “Antonioni
lets his forms express the aliendtion he wants to communicate to his pub-

P : . : e
lic.”’3? In a lengthy footnote on recent cinema, eliminated from the reprine-

ing of the essay in book form and therefore not included in the English
translation, he contrasts the formal structire of Rocco ¢ i suoi fratelli to
that of Salvatore Giuliano:

But [the resolution of all plot contradictions into a universal order? would
not account for the substantial ambiguity of a film, otherwise meritorious,
such as Rocco ¢ i suoi fratelli: a very real problem, vividly accented in its
contradictions (considering the entrance of sotutherners into northern indus-
trial culture; the adaptation of their ethical schemes to those of an urban,
industrial cuiture . . .) turned out to be practically exorcised by an “operatic”
treatment that relocated the theme in the domain of nineteenth-century nar-
rative. Beginning, crises and problems, cathartic finale: the audience left paci-
fied and happy. But did the director want them to be happy abour anything?
I don’t think so. Therefore the narrative structure took the author by the
hand and forced him to make, in the w&mm of denunciation, 4 filrh for the
psychological pacification of consumers. Now take the opposite example:
Salvatore Giuliano by Rosi. Apparently in the old realistic school, but right
away the viewer becomes aware of something disturbing in this sequence of
“photographs” of reality and in mva_ continual use of the flashback: there
comes a point when he no Houm.mn nww distinguish in which phase of the story
he finds himself and he gets the impression that in order to understand the
film perfectly he would have to haye known all the facts from the vmmwnmwmm
better than he knows them. But the truth is that in the story of Giuliano, in
the very nature of his rapport with the mafia and with the police, or of the
police with the carabinieri, or of Giuliano with Pisciotta, and so on, no one
knows the facts mxmnmuw In short, the particular narrative technique devolves
from the actual “content” of the film dnd constitutes its most igiportant
statement: an unclear story is told to the viewer by an author who is the
victim of the same obscurity and who does not want to cheat him by clarify-
ing facts that are not clear, but wants 10 leave all doubts intact. So the direc-
tor seems to let his film be organized by the situation rather than organizing
the sitnation through his film.

Although the film has roots in what Eco called “the old realistic
school” apparently to avoid the vagueness apd potential misconstruction
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of “neorealism,” Gianni Di Venanzo wwoﬁomnmm&mm it in a stylized, almost
mannered, version of Aldo’s depth compositions for La terra trema, with
objects or persons in the near foreground to accentitate the mmﬁﬁr_. Rosi
invests this straregy with a dramatic flair: a landscape in depth bas oply
the barrel of a bandit’s gun low in the frame to indicate the frontal plane;
alawyer in the right mOnmmHou:mu. blocked by part of a wall, watches unseer:
the interaction between three figures in an open doorway in the middle
distance, with the bright lapdscape through the dpen door contrasting the
dark interior; a long row of carabinieri stretches from the camera to the
hérizon of 4 street in Montelepre. There is hardly a shot in the film that
does niot set up an extreme range between close and deep. Even in meticu-
lcusly reproducing the couftroom of Viterbo, where Pisciotta, Giuliano’s
lieutenant, and the survivihg band were tried, the bars of the enclosure
(gabbiong) for the accused provide convenient foreground markers.

In Rosi’s first film, La sfida {The Defiance, 1958), Di Venanzo had
shot an argument between neighbors situated on different levels of the in-
terlocking roofs and staircases of densely compacted apartment buildings
in Naples, making such dynamic use of foreground and depth figures that
it looked like 2 manneted extrapolation from the carefully orchestrated
scehe oﬁm&n the Valastros® house in La terra trema which I discussed in
the third chapter. In Salvatore Giuliano Rosi and Di Venanzo extended
that tout de fotce throughout the entire film.

The film evidences further stylization in its dynamics and editing pat-
terns, although these, unlike the consistent foreground and background
markers, shift as the film progresses so that they work through a mor-
phology of organizational strategies, different in each of the eleven tem-
poral zones as the film weaves _umomﬁ_mmm and forward in telling the story
of Giulidno’s army. For instance, the opeping episode in which the police
photograph and take measurements of Giuliano’s body the morning after
his Mﬁznmmﬁ and then let the press take photographs, is a static montage,
with only one moving camera shot, slowly arching from the head and arm
of the coipse to his feet and back. The stasis of the montdge lays emphasis
on the image of the dead body, familiar to many lialians from newspaper
@rowomaw_ﬁwm in 1950; and it is also a foil to the following episode, set in
Palermo in 1945, in which the camera moves or pans in almost every shot.
But when the action suddenly returns to the moining after the shooting,
the now fluid camera follows the reporters as they probe contradictions in
the official report, retrospectively associated with the static montage.
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The fourth sectioh of Salvatore Giuliano, describing Giuliano’s frus-
tration of a massive military operation to captiire him in 1946, begiiis wum
spectacularly concludes with baroguely noﬁwwﬁm moving camera shots of
the arrival of the forces i Montelépre ahd their roundup of all the men m:
the town, while between thes¢ two poles can be seen a midday battle in the
mountains and an embassy of thafiosi who establish an allegiance with
Giuliano. The mam.maw lit scenes ow the mountain are framed by the dense
chiaroscuro of the interior shots in Moritelepre.

The shift to the cemetery, where Owﬁmmmow mother will formally iden-
tify her son’s body, brings us back to the temporal progression of the first
and the third zones, but now sound plays a distinctive role in nomwﬁoﬂuoﬁﬁ
to the shifts between static and moving mrnﬂm. The intense keehing of the
mother and another grieving woman moEu:% continues in a :@.sw mnmww.ﬁ.
the previous section’s chorus of wails mounted by the wortien oW Monte-
lepre, who had swarmed into the town square where the men were assem-
bled to be trucked to prison. When the mourners actually see Qcmwmow
body, laid out on a marble slab, initially cooled by two massive blbcks of
ice, the removal of which reveals the vomm posed like Manteghd’s and An-

nibale Caracci’s dead Christs, the Eouwms fall silent; the camera follows in
closeup the mother’s caresses mba Emwmm over the exposed flesh of the
corpse until she answers the local omw.mmm: that it is indeed her son. Then
her subdued words rise into an aria of meaum.

The sixth division of the film, representing Giuliane’s recruitment of
new troops in 1947, introduces shot-countershot ﬁo such mn extent that
the viewer becomes nmﬂ.omﬁmnw:\&w aware of roé mmnnmw it was used up
until now. And the seventh, comprising the capture and mostly the 1950
trial of Gaspare Pisciotta and the other survivors of Giuliano’s band, for-
malizes shot-countershot into a rhythmically insistent matrix of long shots
in depth——either from behind Pisciotta in the ericlosure of the accused, OM
from beside and behind the interrogating jidge, or from the back of the
courtroom. Within the sixth part, the massacre at Portella mmmm Qmmmﬁm
is the swiftest montage in the film, even containing fleeting allusions to the
Odessa Steps scene from Eisenstein’s Battleship Potemkin. The mmnammmﬁ
of the long shots of the trial make occasional closeups of witnesses mnm the
culminating slow dolly up to Pisciotta more resoriant,

For the rest of the film the trial will remain the center of gravity, as the
morning after Giuliano’s death had been for the first half of the film. Thus,
the eighth segment moves from the testimony of a carabinieri colonel to
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the events leading up to and including Pisciotta’s murder of Giuliano,
and the subsequent planting of the corpse in the courtyard éwﬂm the po-
lice, in.collysion, had claimed to have ambuished him. But when the scene
returns to the courtroom fot the ninth part, the shot-countershot is frontal
and closer to the speakers, without the stylized franiing from behind a
head. Only during the reading of the verdict—life imprisonment for Pi-
sciotta and those active at Portella della Ginestra, acquittal for several
others—does the camera freely move mmowmmmm cach of the accused and
then following | Pisciotta as he complains that he &omm sdved a carabinieri
colonel maomm execution and that he ,&o&m ﬂrmmnmoh.m be released.

The vnscmmamﬁ episode illustrates his death from poisoning in prison
ina mnmmm of shots characterized by their low m:mwn. Hwﬁ enigmatic finale
is Emmm up of merely two shots: a long shot of a m:urmm town with the
date 1960 stiperimposed (with the sound of mmmm:w evetyone scatters €x-
cept one fallen man); and a medinm shot of the nnwm ‘body of the mafia
liaison to Pisciotta, m@mﬁi& out like Giuliano had wmnm in the courtyard.
ﬂrao:mroﬁ the film the separation of mﬂ&mnn components is not so sys-
temic %& mﬁ undermines the quasi-documentary toney gestures from one
zone will appear with considérably less Wm@ﬂnm&w or importance in an-
othe, modulating and perhaps even disguising the uniqueness of the film’s
internal design.

mmﬁam&ﬁ a variety of strategies mark the transitions between these
eleven zones of time in Salvatore Ginliano. A title card distingtly divides
the openirig from the part it labels “Pdlermo 1 f& » Furthermore, a voice-
over narrator identifies the groip ond balcony above a turbulent piazza as
leaders of the Movement for an Independent Sicily (MIS). But this double
imposition of narrative guidance only makes the drimarked return to the

police and reporters on the morning of Giuliano’s death all the more sud-
den mnm disorienting, since it follows an image of a nmmm?mﬁﬂ jeep under
mﬁm&m in 1945, without any cinematic punctuation {0 soften the transition.
Each subsequent return to the past dgain tses a voice-over to identify
the place and time. Accompanying the voice during the second flashback
(Montelepre in 1946), Rosi slowly and mgwm.ommﬁwmw ﬁnowmm the landscape
with a flexible zoom lens for a minute msm a half. Again, the return to the
@mnmna: occurs without punctuation, now to exploit the auditory echo
of the keening women. He uses a fadeout to distingnish between blocks
only once: after the third flashback, which includes the Portella della Gi-
nestra massacte, he fades before introducing a nwoﬁomummw of Giuliano,
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which soon turng out to be part of his tomb, as the camera reveals the
ministrations of his mother. The voice-over hesitates, prolonging the un-
certainty of the time, before declaring that it is 1950 and thus setting up
the story of the capture of Pisciotta. The capture itself culminates in a
montage gesture unique to the film: the image of Pisciotta emerging from
a trapdoor in an attic floor when the police have surrounded him cuts
immediately to one of him rising in the defendant’s enclosure to address
the Viterbo cdurt.

A more complex procedure introduces the flashback of the plot to kill
Giuliano which divides the long courtroom scenes. Images of two news-
papers announce the imminent testimony of General Luca (the head of the
special carabinieri unit created to capture bandits) and his rival Chief In-
spector Verdiani of the Palérmo police. Two very long shots of Luca’s tes-
timony precede an unpunctuated shift to what turns out to be the nonﬁuﬁ
of a police station, but which could be taken for a part of the same Viterbo
court building since the offscreen voice of the President of the Court can
be heard over the image, talking of the &mmncwg of determining the role of
the Mafia il the carabinieri attack. The sequences that follow are so ellip-
tical, with unmarked leaps in time describing the trajectory of the con-
spiracy, that it is difficult to follow the parrative without oufside informa-
tion on the case. Rosi had earlier used this mode of ellipsis to distance us
from the intensity of the @ﬂ&#ﬂn#w@ operations of the first flashback: in
a series of three atracks on nmmmgbam|omo in the night in a small town,
another on an isolated barracks in the hills; and the third against a jeep on
a mountain road—without voicg-over to Wﬁmv us understand what to ex-
pect or everi what is going o, and without cinematic punctuation to sepa-
rate the attacks, he synopsized m:w successes of Giuliano’s wing of the EVIS
{Army of Volunteers for the Independence of mwn;ﬁ In both irstances the
elliptical and puzzling :mﬁmﬂcﬂ protects the film from lapsing into a con-
ventional crime or mcmwommm drama.

The no:nwmm»mw sequences are structured to suggest conspiracies that
remain undefined. Pisciotta’s final courttoom speech ends with his predic-
tion that there will have to be mmomaﬂ. trial to determine how Giullano
died and that he will then tell what wm has so far held _umn_.v With this
tantalizing hint the scene cuts directly to the Ucclardone wEmom E Palermo.
From a low angle the camera tracks ﬁwﬁosmw a barred mmﬂo mozos;mm a
guard. We assume that Hwﬂmmo&. one cm those convicted for the Portella
della Ginestra killings, wowmow& Pisciotfa, because we see him wanwgnm
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the bottle of medicine in Pisciotta’s cabinet when the mmwanw call him to
help carry the convulsive convict to the infinary, but there is no indication

of what prompted him to do so. This is the only invention of Rosi’s I can
detect i an othérwise mnnaw&ccm@ Smmmnnwmm scendrio, although thé
moé@..mi cemetery imagery of Giuliano’s mother kissing his corpse may be
a nm_mm#mnmﬁmﬁ of the reports that she demanded to be taken to the court-
yard where his body was found and kissed the bloodstains on the ground.**

The finale is even more mysterious. A direct cut from the last shot in
the vﬂmomlﬁgﬁm&% reversing the owmébm gesture as Terranova, taking
mﬁ Smc& position of the initial mmmmm shouts to the cells above him mpmm
aﬂmﬂumnm is mmm%:sivﬁumm us a Sicilian town as the date 1960 in Sv:m
letters dramatically flares out from the distance, as if the underweb of the
conspiracies is abouf to be revealed. But we only hear gunfire and, in the
fext and final shot of mﬁ film, see a body lying prone which may be mwmmﬁ
of the unhamed Mafiz liaison between Luca and Giuliano’s gang, although
the shot deliberately hiedges a clear identification. Many Italian Sménnm it
Hmmp would remember that Benedetto Minasola, who indeed was Luca’s
Mafia connection, was assassinated in 1560 in San OEmnEum Jato.

A quest for accuracy of detail, which Rosi may have learned mBB
working with Visconti, cotnterbalances the film’s stylistic @mnmrmﬁawm.
Rosi shot in the very houses and noﬁQmm% where Giuliano’s drama oc-
ciyrred.¥¥ Many compositions mmln_..nmﬁ heWws @wonomnmwwm of the events.
The actor, Frank Wolff, looks very much like the handsome Pisciotta.
Many of the cast wére taken from the Sicilian towns where Rosi filmed.
Fven fleeting background images reflect Rosi’s visual research: the 3mm
poster Giuliano made showing a chain that held m_n% to Italy severed
while atibther chain totes Sicily to the United States, or the naive mural of
a lion, symbolizing “the king of Montelepre,” over his bed in his mother’s
house—his major concession to the fictive texture of cinema was his deci-
sion to use standdrd Italian, with a few Sicilian lines for inessential greet-
ings and cries; in this too he learnéd from Visconti, but negatively.

He mﬁwmnmnm upon the coralitd that Spitzer Ew:mmam in Verga’s I Ma-
lavoglia and which Visconti incorporated in La terra trema by dispersing
choral mmmnﬂm mgomm the reporters in the first and third parts, the women
of Mgntelepre in the fourth, and the ooammnnmmnﬂm of Pisciotta in the trial
scenes. Like Antonioni who mn@_mm& a mass reaction to Claudia’s unes-
noﬂmom stroll in H,..Heﬁau Rosi represents the othierness of Sicily through group
reactions, while Olmi ?&nam the isolate, uncanny mnﬁm&
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In contrast to this there is an unrealistic, yet nevertheless moving mo-
ment early in the filth, when an elderly separatist, ina vw&@ﬂw elaborate
shot, incites some of Giuliano’s band to fight for the freedom of Sicily, and
then, as the cameéra follows him closely, pauses and, speaking to himself,
apostrophizes the very landscape: “Sicily awake! Too long is this shameful
and this sad dream in which you have lost even your honor. Now the
trumpets loudly sound and you can nb longer sleep, because dreaming
would be death.” The camera, in this long, complex shot, finally pans away
from him to the mountainous landscape as he melancholically alters his
rhetoric: “Roses, roses, white roses of Sicily, turn red with oiir red blood.
But the sons, and the sons of sons will live fre¢ in a free land and they will
lift their brows to the sky and smile on the future.” Although Rosi shot
the film with direct sound, an upusual practice in Italy, he called a few of
the actors to Rome to dub mommwmm speeches, including an aged separatist
especially engaged for this minor role because of the emotion he expressed
every time be recited this traditional separatist hymn before the landscape.
But even in the studio he could not repeat it without sobbing. Rosi gets as
much of the strange power of this moment from the quaking voice as from
the hymn. Then he immediately punctures its sincere emotionalism with
the three violent scenes of Giuliano’s campaign against the carabinieri.

Salvatore Giuliano has none of the heroic epic elegance of La terra
tresa. Visconti retarded the pace of his film to imbue it with the rhythms
of Vergan fatalism, against which he slowly inscribes his own version of
Gramscian meliorism. Rosi’s film is artiheroic. He astitely avoided cen-
sorship by quoting court décumiénts whenever the corruption of the state
was in @znm&om.& There is no mention of Scelba, who was the interior
minister during the search for Giuliano and who, as prime anwmmnm in
1954 {when Pisciotta was poisoned), might have had the most to lose from
a scandal. Nevertheless, the film implicitly indicts Scelba and all of his
allies in the right wing of the DC, at the very moment when they were
making their last stand against the opening to the Left. In fact, Scelba
himself would soon turn dows another ministerial portfolio in Fanfani’s
coalition with the moderite Left. Rosi’s film suggests, as no other Italian
film had done, Hmpmw the long hegemony of the DC was predicated upon and
continually reinforced by terrorist manipulation and collaboration with
organized crime. .
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