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The Corleones at Home and Abroad

DANA RENGA

Paulie:  Ton’, what's your favorite scene?

Tony: I can’t have this conversation again ... Don Ciccio’s villa, when
Vito goes back to Sicily. The crickets, the great old house. Oh, it's
f**in beautiful. Maybe "cause I'm going over there, you know?

The Sopranos (David Chase, 2000)

In 2008, two Mafia-related media events received national attention in
the United States. On the lighter side, the famous horse head scene
from The Godfather was revisited in an Audi commercial featured dur-
ing the Superbowl. Four days later, indictments in New York led to
mass roundups and arrests in both the U.S. and Sicily, one aim of which
was to breach the intimate relationship between the Sicilian Mafia and
the notorious American Gambino crime family. The first event was
much discussed on websites and in the print media for quite some time
{the video has been viewed millions of times on YouTube). The second
disappeared from the public eye within days. The commercial, al-
though clearly a spoof, was done exquisitely and, except for one minor
detail, more or less replicates the scene from The Godfather, albeit with-
out the brutality of decapitation. American audiences have grown so
accustomed to the offer promised to us by Coppola that it supplants the
criminal organization itself.

Clearly, the myth of the Mafia is still alive and well in the American
imaginary, both on and off-screen.! What is not so clear to most
Americans is that various Italian-American Mafias are still making a
living off various illicit activities, albeit in a much less centralized and
structured fashion than about ten years ago.? Of course, the same is true



of the various Italian Mafias as a daily look at Italian newspapers offers
up stories of corruption, clan wars, raids, and homicides, all Mafia re-
lated. The ‘octopus’ (piovra) as it is called in Italy, has pervaded almost
every facet of Italian cultural life. Italians acknowledge that the Mafia
exists, is insidious, and can affect the average citizen’s daily life. Italian
filmmakers are dedicated to demonstrating the extent to which the
Mafia extends into politics, on both national and international fronts.
They associate the origins of the Mafia with the origins of the Italian
state, and represent Mafiosi, anti-Mafia martyrs, politicians, and the
everyday man or woman who lives daily under the Mafia’s shadow,
American filmmakers, however, tend to glamourize organized crime,
and create sympathetic mobsters that many of us would like to invite
over to dinner.’ As a result, most Americans retain a romanticized view
of the Mafia and tend to associate it with a severed horse’s head in Jack
Woltz’s bed, the expression ‘I'm gonna make him an offer he can’t re-
fuse,’ or the famous melody composed by Nino Rota, all examples from
the epic The Godfather.
Coppola’s trilogy positioned the city of Corleone as the birth of nafi-
ositd, even though filming took place in the nearby towns of Forza
d’Agro and Savoca. Mafia ethos in the film equals honour, just vendet-~
fa, and traditional gender roles - ‘In Corleone, a woman is more dan-
gerous than the Inpara,’ Michael is told, and from Michael’s fictional
stay in the town that bears his name during the late 1940s up until about
1994, nothing was farther from the case as Corleone and surrounding
areas witnessed hundreds of Mafia-related murders of ‘excellent cad-
avers,” Mafiosi, and bystanders alike. Just some years ago, however,
the town of Corleone engaged in a process of reinvention focusing
on Mafia tourism and a proposed name change to ‘Cuor di Leone.’
Pasquale Scimeca’s film Placido Rizzotto from 2000 treats the story of the
€ponymous character murdered in 1948 by the Corleonesi, the Mafia
clan that shares the city’s name, as a result of his anti-Mafia activity
with the trade union. The film marks an important turn in this reinven-
tion: Mafioso Luciano Leggio retains none of the glamourous and pa-
ternal properties associated with the Corleone clan in the Coppola
trilogy,* and Placido’s martyrdom opens the doors for new advertising
opportunities. It is now possible to buy products such as pasta or wine
from the anti-Mafia association Libera Terra that promise ‘the taste
of legality.” The Placido Rizzotto cooperative owns and operates the
Popular bed and breakfast “Portella della Ginestra,” which was the sum-
mer residence of notorious Don Giovanni Brusca (made famous for
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ing anti-Mafia prosecutor Giovanni Falcone) and anocther resi-
g:rl\rciesonrcl)i to open: ths former dwelling of ’bos.s of bossv_as’ Toto le'a,
run by the Pio la Torre cooperative. While on site, 'v'acahoners can s;p
a wine called ‘Placido Rizzotto linea I cento passi.’ I cento passi (Tﬁze
Hundred Steps) is the title of the film that treats the mt_lrder an anti-Mafia
activist Peppino Impastato, and for only 5_0 euros a night sightseers can
participate in the myth of a Mafia vanqmshe'd. ‘It is not my contenthn
that Libera Terra consciously sets out to capitalize on Maﬁ_a cu_Iture in
the sarhe way that, for example, numerous t'our companies in New
Jersey have by offering ‘tours of Sopranola_nd. Nonetheleﬁsf itis I;:Iogl-
pelling how many pivotal events and notorious ﬁgures‘ of Sicilian 5 a::l ai
history since the Second World War are bottled,. as 1‘t were, an f e
canted into a wine glass, all of which are trea{ed in this volume (il eus-
says: the bandit Salvatore Giuliano and the mfamouef Port-ella eda
Ginestra May Day massacre in 1947, the murd_er of a.n.h.-Mafla crll;i'sa]-
ers Placido Rizzotto and Peppino Impastato in C'll'IISl in ?978. io ]a
Torre in Palermo in 1982, and Giovanni Falcone in CaPaa and Paolo
Borsellino in Palermo in 1992. Just a few years ag.o, as w1tr3essed bg/ the
lawsuit brought against Time Warner by tl'_le Italian A-mencan De er:ﬁe
Association, the Ttalian-American community was up inarms about -‘.?
prejudicial identification of the IADA with the.Mafla on The Sopranos;
now Italy uses the mob to market itself to Itah_an Amer;cans. In sum,
Corleone and its surroundings have become minor tourist attractlotr;]s,
and all the while Cosa Nostra, ‘our tflf\ing,' cIn' the general term for the
icili afia, continues to operate effective Y. ‘
Su':ll'ltl\?: irsv{not the case for all gf Italy’s Mafias. Tl"le CamoEra, the Maﬁa
of the Campania region and the city of Naples is capturing the mter;
national imaginary, no doubt in part due to the ma.mpr\oth s;uz:lt]estshot
the film, book, and play Gomorra (Gomo.rmh). Yet, it is doubt 1 tha
engaged art will influence the battle against thse Mi.aﬁa. On.e rev.lev:r;r
questions: ‘As they say in the world of fashion journalism, lSh e
Camorra the new mafia?"® In today, out tomorrow, around for ufri\-
dreds of years. A case in point: just a fe\:v years ago, accounts of]Ma e:
violence in Naples went largely unnoticed in the international com
munity, but Naples today recalls Palermo of ten to twenty yearstagl(c)s.
The news coverage of piles of rotting or burning garbage, at ;c
on the group of Africans in Castelvolhfmo anfl subsequelr}t riot] triig,
corpses in the streets, or troops occupying various I\:Ieapo 1tanlc1 es
evoke Sicilian author Vincenzo Consolo’s description of Palermo

from 1988:



L=

Palermo is rank, infected. In this fervent July, the bitter sweet stench of
blood and gelsomino wafts in the air, a strong oder of creolin and fried
oil. The smoke of the garbage burning at Bellolampo is stagnant over the
city like an enormous compact cloud. Here, Palermo is a Beirut destroyed

by a war that has lasted now for 40 years, the war of mafia power against
the poor.#

In recent news, Naples and its surroundings is quite different from the
region visited by Tony Soprano that represented a mythical font for the
Ar_nerlcan Cosa Nostra. Tony, in fact, conflates the two geographies
evidenced by a discussion about the merits of The Godfather: Part [ righi
before his departure to Naples, as cited in the epigraph above.,

Indeed, the essays included in this volume offer unique perspectives
on mob movie classics and sleeper films alike. Their authors are inter-
ested _in exploring the myth of the Mafia that is so widespread in
America, and tracing its history and function as it passes across time
and through multiple cultures. Overall, the volume questions whether
there exists a unique American or Italian cinema treating the Mafia and
fexplores how filmmakers from the two countries approach the subject
in dissimilar fashions, especially in terms of stereotyping, gender roles;-
and representations of violence. At first glance, it might appear that
American directors are mainly interested in making films that romanti-
ClZl? and idealize mob life, while Italian filmmakers are concerned with
socially conscious filmmaking. A key aim of this volume is to get the
readel_' to think beyond these paradigms and to consider to what extent
A-tmerlcan films might represent the ‘real’ Italian-American Mafia or cri-
tique the very organization they apparently seem to &ndorse. We also
want the reader to ponder the ways in which Italian directors branch
out from ‘engaged’ or ‘political cinema’ into other genres (women'’s
film, gothic, the western, film noir, or comedy) or, in more recent films
might be indebted to the Hollywood tradition, ’

Many readers will be familiar with several of the Hollywood block-
busters treated here that take us inside the gangster lifestyle and allow
us to identify with characters played by Joe Pesci, Marlon Brando
Ja{nes Gandolfini, Robert DeNiro, Al Pacino, or Johnny Depp. Yet, as:
.thxs volume attests, Hollywood has had a long and evolving interest
In representing the Italian-American Mafia, beginning with Wallace
McCut?hen's The Black Hand in 1906, arguably the first Mafia movie
to_ tap into widespread prejudices against Italian immigrants and to
align Italian ethnic identity with illegality, a fictional and iil-founded
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association that still lives on in contemporary popular culture” To be
sure, essays in the first section explore these and other stereotypes in
films made over the last century by Hollywood greats such as Francis
Ford Coppola, Martin Scorsese, or Brian De Palma, along with some
lesser studied films by Abel Ferrera or Martin Ritt, the shorts of D.W.
Griffith, or the television series The Lintouchables, and chart the way that
filmmakers have engaged with the spellbinding figure of the Mafioso.
In this section, ‘family’ stands out as a key theme, in particular the dis-
tinction between the ‘family’ that one is born into that must always be
subordinated to the ‘Family’ into which the Mafioso enters through a
symbolic ritual.® As a result, in many American films we see that gener-
ational conflicts are foregrounded and gender roles, with few excep-
tions, are far from elastic, and many Mafiosi and Mafia women come off
initially as types: the cool headed don, the trigger-happy soldier mak-
ing his way up the ranks, and the jealous or excluded wife or kept
goomah, slang for the Italian comare, or mistress.

The second section of the volume includes chapters on films by the
Italian directors most well known for their work on political cinema,
such as Pietro Germi, Elio Petri, Francesco Rosi, or Damiano Damiani,
and introduces other films to American and Canadian audiences for
the first time, and although several chapters treat representations of
the Sicilian Mafia, others are dedicated to films the engage with the
Camorra or the Sacra Corona Unita, the Mafia of Apulia. While with
few exceptions Hollywood films focus on figures at different levels of
the mob hierarchy, Italian Mafia movies, more often than not, tell the
story of peripheral or problematic figures; on the one hand, those
involved in the ‘system,” to borrow Roberto Saviano’s wording from
the best-seller Gomorrah, such as bandits, politicians, businessmen, or
members of the police force, and on the other, figures who have stood
up to the mob and, in most cases, paid with their lives for their efforts.
Furthermore, although several Italian Mafiosi now have controversial
fan pages on social networking websites such as Facebook, tradition-
ally they have had none of the media cachet associated with the likes
of Al Capone, John Gotti, or Joe Bananas. And while many American
mobsters come off on screen as dapper, handsome, and even charm-
ing, writers here suggest that Italian Mafiosi, for the most part, are
typically represented as excessively violent, ailing, or somewhat hum-
drum, as Zi’ Bernardino was from Gomorrali, who can be seen as
an anti-Don Vito Corleone in that he is unkempt, overweight, and
suffering from throat cancer.
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As we see in this volume, mise en abime is key to the Mafia film
genre; films cite one another ad nauseam, and real-life Mafiosi mimic
what they watch on screen. As a result, the reader will note that sever-
al chapters point out the elastic confines of the Mafia movie genre. For
example, local mob boss Giovannj from Scorsese’s Mean Streets finds a
model in Lucky Luciano, and many episodes of The Sopranos cite Mafia
movies, from The Godfather trilogy to GoodFellas to Italian classics, Both
the film and the novel Gomorrah point out how camorrist, the Mafiosi
belonging to the Camorra, ape Hollywood stereotypes in order to lend
themselves legitimacy, a self-reflexive motif already apparent in the
caver design for John Dickie’s Cosq Nostra, which is borrowed from
Quentin Tarantino’s Reservoir Dogs. Saviano's chapter ‘Hollywood’ first
describes Walter Schiavone’s (the brother of Sandokan; a long-standing
boss of the Casalesi clan in the Campania region) mega-mansion, now
a rotting and burnt-out skeleton, which was dubbed ‘Hollywood’ and
modelled after Tony Montana’s villa in Brian De Palma’s 1983 film
Scarface, and then details various Mafiosos” reverence for and emula-
tion of gangster characters in Pulp Fiction, Donnie Brasco, The Godfather,
The Crow, or Il camorrista, In the media age, Saviano tells us, it is only
natural that mobsters turn towards Hollywood prototypes and mimic™
‘mob’ behaviour. This came full circle when in 2008, Bernardino
Terracciano, who plays a mob boss in Garrone's L'imbalsamatore (The
Embalmer) and the infamous Zj’ Bernardino in Gomorrah were arrested
together with six other suspected camorristi. One of the most striking
mise en abimes in Gomorrah is the brief scene shot on location in
‘Hollywood’ when wannabe carmmoristi Marco and Ciro act out the
famous fatal scene from De Palma’s film. Marco reclines in the emp-
ty abandoned pool, another replica from the movie, and tells Ciro
‘the world is ours,’ a mantra which was originally borrowed from
Howard Hawke's Scarface from 1932 and in these three films, leads
Tony Camonte, Tony Montana, Marco and Ciro to their bloody ends.
* With Mafia then, it all comes down to representation; however, with
real consequences. Therefore, life imitates art, but only up to a point
and, indeed, several essays in this volume grapple with this dichotomy
in an attempt locate the brutal, violent reality of the Mafia within the
new millennium imaginary.

The fascinating role of women in, against, and around the Mafia is
also a key theme running through the essays of both sections, as auth-
ors investigate what it means to be a woman in a ‘men only society”
where violence and fear have become such a normal part of daily life

The Corleones at Home and Abroad 9

that resistance seems futile. Jane and Peter Sch.neider’s introductory
essay looks closely at gender relations and assoa'ated cultural produc-
tions of violence in the Italian and Italian-American Mafia. Although
organized around the notion of the Mafia woman'- s ’subn_1erged centr:fll-
ity’ —her role is central in that she is frequently a silent witness and rais-
es her children to follow Mafia values yet she is regul:arly derygrated
and closed off from the inner workings of the secret society — this chap-
ter also introduces many of the key themes that run t.hroughout 'the
following essays, such as the nature of b]cu.)cl symbolism, mcludmgf
intermarriage and recruitment rituals, the hl?_rarchy and structure cil
the organization, the central role of omertd, or silence before the law, a;l

the pentito phenomenon, the trend over the past twenty years or so olr
Mafia men and women alike to turn state’s evidence and become col-

laborators of justice.

Beyond The Godfather: Over One Hundred Years of Gangsters,
Wise Guys, and Sopranos on Screen

It was an abortion, like our marriage, something that’s unholy and evil. I
wouldn’t bring another one of your sons into this world! It was an abor-
tion, Michael. It was a son, a son, and I had it killed because this must all
end. I know now that it's over. [ knew it then. 'I'he.re wc{uld‘ be no way,
Michael, no way you could ever forgive me, not with this Sicilian thing

that's been going on for 2,000 years.
’ Kay, The Godfather: Part Il (Francis Ford Coppola, 1974)

You know you talk about these guys like it's an anthropology class. The
truth is, they bring certain modes of conflict resolution from all the way
back in the old country, from the poverty of the Mezzogiorno, where all

higher authority was corrupt. .
' v Meadow, The Sopranes (David Chase, 2004)

Above, Kay and Meadow voice two predominant misconceptions
about the Italian Mafia in general and Mafia ethos at_large: one, that the
association has been around since the time of ancient Roman settk?-
ments, a widespread belief that, until qu-ite -recentlyl in Ita]‘y, ;‘nade it
nearly impossible for prosecutors to identify it as a hierarchica lorganci
ization with a specific history and an accompanying set of rules ar;.l :
power positions; and two, that Mafiosi have been traditionally thoug



Eﬁgiﬁi a;’:ie v(\;re(lil oiled machine with a strict sets of rules and business
n ests. it 0 ﬂfther: P.m't I, however, tells a different story,” one that
BE at ethnic family solidarity and organized crime a;'e the nai

gl;r; sifgnifies‘ M.ichael"s difference from his father and Coppola’s di
ne rt; al;(i)m l‘;lS film of ]}JSt two years earljer: Michael represel:lts a ne:fr—
onalized multi-ethnic Mafia that could not be more differen;

(t:};fn:?‘l;e:ts?f I;i:;an Immigrant Mafiosi, labelled ‘Black Hand’ due to a
somn Sensagt;:) ! 1xl'e c;ln ransom note:s, while at the same time tappin

i e ot a s.t lscou_rse running awry in the media, Although gt
i 1€ that the Italian Mafia arrived in America with waves of Itgl' :
Immigrants before and after the turn of the last century," Mc:Cutcl'?f.-:?’gl
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E_Em, in that it comes off as an amalgam of fiction and documentary,

- would have us believe that drunken, illiterate, and violent Italians

‘were waiting around every urban corner, intent on stealing our chil-

- dren and disrupting our moral order. Both McCutchen’s film and sev-
~ eraliof D.W. Griffith’s Biograph shorts made between 1908 and 1912
- suggest that Italians must assimilate into American culture, and leave

‘behind backwards codes of omertit, amoral familism, and brutish force
‘brought over from the old country, as did Joe Petrosino, an Italian
immigrant and NYPD officer who was dedicated to bringing down
Ttalian criminals and went so far as to travel to Sicily in 1909 with the
aim of infiltrating the crime syndicate abroad. Instead, he was gunned
down in a piazza in Palermo, and thus became one of the first ‘excellent
cadavers’ in the American fight against organized crime. JoAnn Ruvoli
looks at the ideclogical discourse at work in several of Griffith’s shorts,
and identifies various stereotypes associated with non-assimilated ra-
cial difference: a thirst for vendetta at all costs, moral turpitude, and
excessive emotion, in order to position one of his later and most well-
known shorts, The Muskateers of Pig Alley, from 1912 as an early em-
bodiment of Michael Corleone’s famous dictum ‘It's not personal, it's
strictly business.’

By the years of prohibition, Mafia syndicates were well established in
many American cities, and branched out of blackmail, kidnapping, and
thievery into the more lucrative markets of embezzlement and black-
marketeering. Three chapters treat works that depict aspects of the
Chicago Mafia, known as ‘The Qutfit," and the legendary figure of Al
Capone. Norma Bouchard argues that Mervyn LeRoy’s Little Caesar
(1931) and Howard Hawks' Scarface (1932) solidify the cliché of the
‘Hollywood Italian,” to borrow from Peter Bondanella; a cliché that has
been running through Hollywood cinema since The Black Hand. To be
sure, these two quite popular pre-Hays Code films represent Italian
gangsters, both are loosely modelled on Capone’s life, and present the
audience with overly ambitious gesticulating buffoons driven by ego
and destined to succumb to the forces of good. Thanks to the invention
of sound in film, audiences were privy to what was considered a more
‘realistic’ depiction of gangster life, one where markers of ‘Italian-ness’
and ethnic culture bar the immigrant from integrating into the American
mainstream.

By the time the popular and controversial television series The
Untouchables premiered in 1959, several Italian-American organizations
were well established in the U.S. and quite active in protesting the
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Italian-American-equals-gangster formula that was prominent in the
popular media and had been so for several decades. Without a doubt,
the popularity of the television series was augmented by the media sen-
sation of the Kefauver hearings of 1950 and 1951, during which close to
one thousand people were subpoenaed to testify before a committee of
senators whose aim was to better understand the extent and activities
of organized crime in the U.S. Americans were fascinated, finally able
to put a real-life name to a fictional face. Jonathan J. Cavallero looks
closely at compeling discourses about ethnicity in and around the ABC
series, particularly in terms of how the network responded to protests
from several Italian-American organizations. The series focuses on
Eliot Ness, the famous agent of Chicago’s prohibition bureau, and his
band of ‘Untouchables’ who battled Capone’s crime syndicate in the
two-part premiere “The Scarface Mob,” and after his arrest in 1931, held
forth against a series of fictional and true-to-life Chicago mobsters.
Cavallero’s institutional analysis reveals that even though writers re-
sponded to criticisms by aligning Italian and Italian-American charac-
ters with both sides of the law (i.e., we all have a choice and criminality
is not pre-destined based on ethnicity), ‘good” Italians are still por-
trayed as inferior to the likes of Eliot Ness and other Caucasian gun=
slingers. Conversely, Norma Bouchard's chapter on Brian De Palma'’s
The Untouchables from 1987 questions why this film, which, unlike other
mob movie classics, not only paints a very negative image of the Italian
gangster but also presents the ‘good guys’ as no better than those they
are attempting to put away, met with little to no protest and was
extremely popular. Unlike the TV series, De Palma’s film only focuses
on the years that precede Capone’s incarceration, and as Bouchard
argues, in its postmodern appropriation of such weli-known genres as
the western and the early mob movie, the film highlights the fictional
status of these mobsters as such and invites the viewer to sit back and
enjoy the visual spectacle of a good guy/bad guy narrative that is much
distorted from its original.

While quite often in earlier gangster cinema, integration into
American culture came hand in hand with the rejection of mob mores,
as in the example of Joe Massara from Little Caesar, and markers of al-
terity were exploited and derided on screen, other films tell a different
story, one that weds the rise to power in organized crime syndicates
with traditional American values such as hard work, loyalty, and pros-
perity, all the while that families hold onto their ethnic identity. In the
decades that followed the end of prohibition, Mafia Families expanded

The Corleones at Home and Abroad 13

beyond local business interests such as bootlegging, prostitution, 'fmd
racketeering into the more global and legitimate realms of gamb.hpg,
the film industry, the stock market, and other investment opportunities.
Thus we see a generational conflict emerge: on the one hand, first-
generation Mafiosi held onto traditional ‘Old World" values. On the
other, many second-generation Italians distanced tl'Eemsel\{es from
their ethnic origins through higher education or entering mainstream
businesses. Significantly, or perhaps as a result, in !:h_:s changmg lanq-
scape we are frequently brought inside Mafia Families to w:tnes:s pri-
vate battles for control of mob hierarchies. And Abel Fer}-ara s The
Funeral (1996) is most troubling in its portrayal of the e.ndu‘rmg legacy
of the culture of vendetta. Set in 1930s New York, the film is a!n exem-
plum of power and violence gone awry once they have h.xmed inwards.
Lara Santoro reads the film from a gendered perspective and argues
that female characters problematize mob mores and c-hal!enge their
male counterparts. Through investigating and questlonm’g spa‘ces
that in the Mafia ethos are traditionally thought of as ‘male’ and ff.!-
male’ (above all, the inner sanctum of the home versus the pu‘blfc
domain of business), Santoro exposes the Tempio brothers as sadistic
and deranged killers. Ultimately, the brothers destroy one another, and
the women are left alone to possibly forge a different path away from
afia influence. :
MFratricide is also central to Martin Ritt's The Brotherhood (1968). Oflten
referred to as a forerunner to The Godfather, Ritt’s film, as Robert .Casﬂlo
points out, announces many of the other’s themes, in particula:: in how
it plays out the tension between various types of blood symbolism and
kinship ties in Mafia Families apparent in the double .entend're of the
title - here, agnatic kinship (consanguinity) and ritual friendship (blood
brotherhood) in the threatening presence of vendetta.”? The Flash be-
tween Old and New World mentalities looms large in both films, and
even though The Brotherhood takes place in the 1960s while Ti.te Godfnt.her
is set during the decade following the Second Wor-ld. War, in drawing
sharp parallels between agrarian and traditional Sicily and the urb.an
centre as the locus of Mafia expansion, both films show that family
loyalties only go so far, as they are by demand subsumed to the larger
interests of the Family. _ -
Of course, Coppola’s iiberfilm is oft cited for its so-called unjustifi-
ably admiring portrayal of mob lifestyle, and commentators fr.equently
point out how Don Vito’s paternalistic, Old World ways are dlscord.:mt
with his position as head of a violent crime syndicate. Anthony julian



Tamburri investigates this Paradox, and looks towards visual clues in
the film that allow for a more complex reading, one that challenges the
prevalent tag line that the film glorifies mob violence. Tamburri warns
the viewer to read beyond the obvious (i.e., Don Corleone is a benevo-
lent immigrant grandfather, a man of the soil, his successor Michael
represents a new type of businessman that both critiques capitalism
and thewar in Vietnam) to discern an aura of the macabre within the
machinations of America’s favourite family; and let us not forget that
the film makes a very loose reference to the ‘Five Families’ that have
been in control of the American Mafia from 1931 to the present day."”
Inits gritty depiction of life on the streets in New York’s Little Italy in
the early 1970s, Martin Scorsese’s Mean Streets (1973) offers a counter-
point to Coppola’s presentation of the dignified Mafioso. Through
focusing on a group of idiosyncratic ‘Mafia wannabes’ trying to scrape
their way up and around the mob hierarchy, Scorsese’s film, as
Pellegrino D’ Acierno argues, can read as a demystification of the Mafig
movie. By now considered seminal to the genre, the film, which was
shot in only twenty-seven days, offers a frenzied, nihilistic, and carni-
valesque portrait of gangster life. A series of meta-cinematic references
reminds the viewer of the self-reflexive nature of the genre and dis-
avows identification with mobsters or mob lifestyle. As D’Acierno tells
us, Mean Streets could be retitled Cinema Streets.

While in Mean Streets gangsterism was presented as local in nature,
The Godfather: Part III offers a radically different portrait of New York
mob life in the 1970, one that leaves the street and goes global to un-
cover ties between the Mafia and big business, Italian politics and the
Vatican, in particular with the Banco Ambrosiano scandal of 1982. john
Paul Russo looks at the film in light of the first two of the series and
wonders why Coppola was so intent on punishing and killing off
Michael, therefore bringing the saga to an abrupt and frustrating con-
clusion. Coppola’s final message is clear: Michael's unquenchable thirst
for power costs him dearly when his daughter is gunned down in front
of his eyes on the steps of the Teatro Massimo in Palermo, and years
later his solitary death on the island is dramatically different from that
of his own father, who passed away while playing with his grandson in
a vegetable garden. Conversely, John Huston’s black comedy Prizzi's
Honor (1985} offers a parodic take on issues of honour, familial loyaity,
and vendetta so ingrained in the gangster genre. As Rebecca Bauman
notes, Huston turns the genre on its head through depicting two women
who challenge the sexual politics of mob life. On the one hand, we have
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!ﬁ::ar: cold-blooded killers are cast as the everyday man, with rea] fears
; esses, and enduring friendships. Indeed, Pistone looks towards Lefty’
or whose death he feels responsible, as a surrogate father. Betra al also
lies at th.e heart of Scorsese’s The Departed (2006) which: accorging ig

etlér;"c {dentity is possible in the postmodern age.
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Paradoxically, Melfi finally renounces Tony as a patient only after ban-
shing her interest in the dark side of her own ethnicity and reaffirming
the power of the written word. Lombardi reads the season’s much-
anticipated and debated final season in terms of Chase’s deliberate
thwarting of viewer expectations. Narrative uncertainty is central to
Chase’s project, yet, as Giancarlo Lombardi notes, the final season is
carefully constructed so that we are ready to begin to turn our backs on
Tony and all that he represents. Indeed, the elaborate mise en abime of
the Sopranos, friends, and colleagues watching Christopher’s movie
premiere, whose plot borrows greatly from their own lives, breaks all
codes of traditional Hollywood identification constructed around the
driving principle of visual pleasure and leaves them, and us, deeply un-
comfortable. The fade to black that ends the series and that caused so
much dissension and outright anger among the show’s millions of fans
engenders Chase’s profound and paradoxical critique regarding future
representations of the Mafia on bigger and smaller screens: Don Vito has
been unmasked, and we are all now frighteningly aware of what he, and
others like him, are capable of. Nevertheless, we do not want to let them
go, cannot stop watching, and anxiously await someone to fill his shoes.

Myth and Resistance in the Italian Mafia Movie:
From the Corleonesi to the Camorra

Sleep my dear Chevalley, sleep is what Sicilians want, and they will al-

ways hate anyone who tries to wake them.
Prince Fabrizio, I gattopardo (The Leopard, Luchino Viscont, 1963)

Who should we fight against? Against the rich and powerful bosses?
Against the field guards? Against the corrupt? Or against ourselves? ... If
we want to build a future, we have to do it with our own hands. Our
enemy is not the bosses, but ourselves ... We are not born master or slave,

we become it.
Placido, Placido Rizzotto (Pasquale Scimeca, 2000)

The history of Sicily is frequently summed up in the illustrious quota-
tion from Giuseppe Tomasi di Lampedusa’s 1958 novel The Leopard: ‘If
we want things to stay as they are, things will have to change.’ Uttered
by Tancredi Falconeri to his uncle Prince Fabrizio di Salina on the eve of
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Unification, the oxymoron points towards a broader understandin of
the perseverance, power, and reach of the Mafia in ltaly. As Elizalfeth
Leake argues, Luchino Visconti’s eponymous film from 1963 can be
!;hought of as the mother of all Italian Mafia movies, even though there
15 nary a Mafioso in sight. Instead, Visconti's film, borrowing heavil

from Tf)m?s_l 5 novel, performs a double operation: it encodes maﬁosit?‘zr
at thg mdn_vndual level, thereby furthering the Sicilian equals Mafioso
Jdenhﬁca_bon which had been at the heart of debates around the ‘south-
ern question’ for a century and firmly positions the Mafia as inside and
not ancillary to the Italian state. Like Tancredi, who embodies the oper-
ation of transformism at work during Italian Unification, Cosa No!s)tra
ha.s proven to be extremely adaptable, first off by capitalizing on the
wide economic and cultural gulf that separated the island from the

peasants were the organization’s first victims, and from i
enterpnsf-e quickly and adeptly expanded beyond pettyttfiret;\'t:l;?izdla)?iij
gandage in and around Palermo and into politics, legitimate business
and the church. How did this happen so quickly? And, more cruciall ’
why today are Italy’s many Mafias bigger and stronger than ever bg-’
fore? In the film, at least, one answer lies in Sicily’s deep-rooted and
much debated mistrust of outsiders (the government or the police force
for example), which stems from thousands of years of colonial rule;
and tran‘slates into Prince Fabrizio’s declaration regarding a general-
ized desire to sleep, meaning to withdraw from history, and to follow
Itjl;e :flc]ll t(I){c; common practice of omerta instead of lBoki;g inwards, as
th:c'i] 0(:1 ouigt;zcliz;f;s above, and finding the courage to stand up to
In fact, if was not until 1925, three years after Mussolin; took power
of the Fascist Party, that something was to be done on the level of gov-
ernment: he deFided to send ‘Iron Prefect’ Cesare Mori to the islangd to
wage a war against the Mafia, which to him represented opposition and
chaos and was, incidentally, quite a well-crafted PR move.'s Although
the regime famously took credit for defeating the Mafia, Mori’s vio]eit
and erratic campaign did little to impede its basic operations, Mafiosi
sat tight, maintained discretion or even entered politics, ar;d when
the war endefl, were prepared to get back to business as usual. After the
war, the Mafia was considered in public opinion as more or less un-
touched by fascism, a favourable, if not mistaken, perspective which
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might have influenced what has been called a sympathetic or romantic
image of Cosa Nostra in what is broadly considered to be Italy’s first
film on the subject: Pietro Germi’s In nome della legge (In the Name of the
Law) from 1949. Instead, Danielle Hipkins’ gendered reading shows
that Guido, the new sheriff in town intent on establishing law and or-
der, is initially aligned with the weak and ineffective state through his
identification with Teresa, the corrupt land baron’s wife, which leads to
his feminization and marginalization. Only after being granted the
approval and support of his surrogate (Mafia) father is he able to assert
his masculinity, previously compromised through his association with
the gothic heroine, and win the respect of the townspeople. In this de-
cidedly Oedipal battle, although it might appear good has trumped
evil, Mafia law still rules the day.

Italy’s most engaged political filmmakers have frequently turned
towards the subject of the Mafia and have taken issue with Tomasi's
problematic statement. And this is the case with Francesco Rosi’s
Salvatore Giuliano (1961) that treats the story around the eponymous
bandit, commonly referred to as Italy’s Robin Hood, who was active
in the Movement for Sicilian Independence following the Second
World War. He was considered responsible for the Portella della gines-
tra May Day massacre of 1947, and was murdered in 1950 in his native
Montelepre, where, the narrator tells us, the population is dominated
by ‘omertd, passion and fear.” However, as Laura Wittman points out,
the film which bears his name is not really about Giuliano at all - in fact,
we only see him up close after his death — but about Sicily and the
web of corruption and impenetrability that has haunted the island
for centuries. Rosi’s enigmatic, non-linear narrative comments on the
ambiguity surrounding Giuliano’s life, death, and deeds, and is meant
to prompt scepticism, to get us to think beyond the ‘whodunnit’ of the
bandit’s death, and to lead us on an investigation into the serious face
of power, what Rosi labels the ‘holy trinity”: ‘the Mafia, bandits, and
the police.” Michael Cimino’s American production The Sicilian (1987)
offers a drastically different portrait of the bandit, one that, as Chiara
Mazzucchelli points out, aligns Giuliano with the New World / American
values of capitalism and determination and thus sets him apart from
his native Sicily, which Cimino imbues with an overwhelming sense of
Lampedusian slumber (in fact, Giuliano wrote to Henry Truman en-
treating him to annex Sicily to the U.S.). Cimino constructs Giuliano as
a mythic hero who cooperates with the Mafia only under duress, and
thus Giuliano becomes a tragic figure as he attempts to exact change in



a legnd where nothing changes. Cimino's straightforward take on a his-
torlc.all.y complex and unresolved tale is in line with the Coppola tril
ogy in its construction of Sicily as America’s subordinate Othll:[I'J -
Corleone, Just twenty miles from Montelepre, is the home of Placido
llf;zz:et:ﬁ, thtzl hftrle chzra}clter of Pasquale Scimeca’s film from 2000 Rizzotto
rned from fighting with the Partisan Res; e
the Second World War to find his town in the setifrtlaglllmi)elda L;h&:lg s
Nostra. %ﬂe Giuliano’s alliances are still up for debate, Rizzotto =
cleflrly united with the subaltern classes. As head of th’e local labwras
union, he engaged Michele Navarra and Luciano Leggio, contem ?;f
ary and future capo dei capi of the Corleonesi, in a battle to’reclaim II;nd
lsli?g::lg’ a;;i}:ropna;ed by the Mafia, for which he paid with his life
s flm, as iscussed by Amy Boylan, offers a ‘di iew
of Cprleope from that of Coppola: the mog’ster who lived Cllnl;ffhrzt::l‘;;ec:\;
rustic chlva!lry a!nd old-fashioned courtship is replaced by one who
:lvs;f; rsﬁees;:;r;yxgt-)lence, sucth as }:lape and the lupara bianca, or murder
. : Isappears, to achieve his poals, Alt i i
a'l in subject matter, Scimeca’s film elevatges a prevlil:::sgll; ?it:tllt:-;gc:(:vl:

{;2?3;:(; ]i:‘l doingl so, the director reminds the viewer of the vital role
a can play in wi i i
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etarious reach of the piovra with the goal of prompting us to continue
;Jal.lll!' ir:tssat;fh llong.;fter the screen goes black, Many*films of this period
e classification of ‘political cinema’ or Silnt inchi i

into the : ichiesta, the in-
vestigative film, which presents both facts and conjecture around a

:;;ell-kFown evefnt that the viewer is left to interpret. Yet, due to the
< :,;?oﬁtfgl?:d m'llt}:errﬁe?ble nature of the Italian legal system, not to
N cultural life at large, clarity is frequently wantin i
A i y nting,
the case with Francesco Rosi’s depiction of Cha?‘les ’L{lcky‘ Lugcizlsulns

the notorious Italian-American mob boss whose career spanned sever-

to Italy in 1946 under circumstan i
: ces that are still up for debat
and eventually died of a heart attack in 1962 in thepNaples a?r?:é??aﬁ:
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Lucky Luciano (1973), Rosi is not interested in getting to the bottom
of the facts surrounding the relationship between Luciano, the FBI,
the Narcotics Bureau, and the Italian authorities (Luciano was in-
strumental in the heroin trade of the 1950s and 1960s that connected
the American and Italian Mafias). Instead, as Gaetana Marrone puts
forward, Rosi offers a deliberately ambiguous exposé of what facts
are known around the Luciano case in order prompt us to rethink pre-
viously accepted ideas or challenge the official point of view (that
Luciand’s release in 1946 was part of a deal made with the U.S. govern-
ment because he helped facilitate the allied invasion in Sicily, for ex-
ample). Rosi knows that there are no simple formulas for eradicating
the Mafia. His films show this through his journalistic approach which
is deliberately alienating, anti-lyrical, and non-conclusive,

Neat conclusions and happy endings are absent from the novels and
short stories of Leonardo Sciascia, whose writings during the 1960s and
1970s on the infrangible bond between the government, the church, big
business, and organized crime have garnered him international ac-
claim. Three film adaptations of his novels are included in the volume.
The first, Il giorno della civetta (The Day of the Owl), published in 1961 and
adapted to the screen in 1968 by Damiano Damiani, turns the narrative
conventions of the thriller genre, known in Italy as the giallo, upside
down. In Damiani’s Sicily, reason and the law, personified in Captain
Bellodi who hails from the north and is dead set on exposing the local
Mafia Don as a murderer, are trumped at every turn, Although, as Piero
Garofalo demonstrates, Bellodi ultimately fails, the reasons for which
are shown by the film’'s director who unmasks the intricate system of
corruption based on favouritism and personal justice that extends from
the Mafia to the Christian Democratic Party. The director borrows heav-
ily from the western genre, and turns the unnamed Sicilian town into a

‘land outside of time,” from which the law-abiding sheriff is banished
and where Mafia law stands in for an absent and negligent state.

In 1966 Sciascia pushed his blatant critique of the all-too-easy collu-
sion of organized crime and regional and national politics further in A
ciascuno il suo (To Each His Own), which was adapted the following year
by Elio Petri. This time, his ‘detective’ is a local, a teacher who takes an
interest in a double homicide out of pure intellectual curiosity. Daniela
Bini shows that while both works critique the ineffective leftist intellec-
tual, and by extension the impotent and compromised Communist
Party in Italy, Petri’s didactic film is much more politically engaged.
Here, Professor Laurana is intent on bringing the guilty to justice.
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century earlier. While up north, Antonio might embody modern values
and support his wife’s semi-emancipation, he is ‘Sicilian at heart,’
meaning he falls back without difficulty into the ubiquitous honour
politics of his small town and becomes just another picciotto, or low-
ranking Mafia soldier, an easy target to be exploited. Lattuada’s film, in
particular in its focus on regional identity, codes of honour, and internal
migration undoubtedly inspired Lina Wertmiiller’s Mimi metallurgico,
ferito nell'onore (The Seduiction of Mimi) of ten years later.

The sécond comedy treated in this section of the volume, as argued
by Thomas Harrison, posits that the Mafia is a synecdoche for Italy at
large through tracing Mimi’s identification trajectory throughout the
film. Although Mimi’s abrupt shift from outspoken member of the
Communist Party at home and in the northern city of Turin in the con-
text of the ‘Hot autumn’ of 1969 to picciotio for the Mafia of Catania
might seem implausible, Harrison demonstrates that Mimi’s political
activism is always trumped by a patriarchal clan mentality, which is the
basis of the Mafia family, made clear when the supposed liberally mind-
ed Mimi screams, after having learned of his wife’s infidelity, ‘screw
communism, I am a cuckold!’ Mob thinking, in particular the thirst for
revenge, de rigueur subservience of women, and hyperbolic emphasis
on personal honour, finds its roots in the traditional family unit, whose
structure is the blueprint for the Mafia hierarchy.

While Mimi, victim to his wounded honour, conforms to societal
pressures and reaffirms the primacy of amoral familism, which is a
linchpin to Mafia psychology, other figures fight for the right to live,
and to live without fear, basic civil liberties methodically attacked by
the organization. Marco Tullio Giordana's The Hundred Steps, released
in the same year as Placido Rizzotto, tells the story of passionate anti-
Mafia activist Peppino Impastato, born in Cinisi in 1948 into a family
with ties to the Cosa Nostra and who was violently murdered thirty
years later on the order of capofamiglia Gaetano (Tano) Badalamenti.
As George de Stefano argues, Giordana's film reminds us that Peppino’s
struggle against the Mafia is also against his father, who he outrightly
refuses to ‘honour,’ identifying instead with his mother Felicia with
whom he has a deep, yet ambivalent relationship coloured by Oedipal
undertones. Felicia represents a counterpoint to the traditional Mafia
wife and mother whose primary task is to instill Mafia values, such as
the transmission of the cult of vendetta, in her children. Both in the film
and real life, Felicia supports her son’s rebellion and after his death
became actively involved with her surviving son Giovanni in the
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y.are the fallen in the battle against the Mafia. Yet, it is not until
murder of Judges Giovanni Falcone and Paolo Borsellino within
 than two months of each other in 1992 in Capaci and Palermo, re-
vely, that the anti-Mafia crusade came to occupy centre stage in
the international media. For the first time since its inception 130 years
parlier, there emerged a heightened, albeit temporary, awareness of the
rganization’s homicidal potential and an immediate, yet short lived
governmental crackdown against organized crime. It is the fallout from
e death of these two ‘excellent cadavers’ that haunts Ricky Tognazzi‘s
“film La scorta released in the following year, even though neither judge
is mentioned therein. Instead, the film focuses not on a central martyr
figure, but on the peripheral yet indispensable group of scorts, or body-
- guards, charged with protecting a judge loosely based on real-life
- magistrate Francesco Taurisano. The circumstances under which these
- men work — there are only two bulletproof vests for four men and there
. d5mo armoured car at their disposal — not only shock the modern view-
- erbut also remind us of the perils those who are committed to the anti-
~ Mafia struggle place themselves in on a daily basis. The film, as Myriam
Ruthenberg notes, is a sort of male-bonding movie under the most
stressful of circumstances that offers a new take on the family/Mafia
family dichotomy. The alternative family formed by these men through
communal rituals such as dining is based on an ethical commitment to
the community at large and leaves the viewer with a sense of hope that
communal solidarity will eventually translate into actual changes in
the socio-political arena.

Marco Turco’s 2005 documentary In un altro paese (Excellent Cadavers)
based on the homonymous book by Alexander Stille from 1995, shatters
any optimism conveyed in Tognazzi's film. Instead, as Maddalena
Spazzini puts forth, the documentary that begins with the assassina-
tions of Judges Falcone and Borsellino and then traces their efforts in
the anti-Mafia campaign — in particular their work with the Maxi trial
and appeals process during the mid 1980s and early 1990s that led to
the conviction of 360 Mafiosi — concludes on a much more somber note.
Indeed, although the film represents a clear indictment of the collusion
between the Mafia and government politics, it insinuates that, although

Palermo is by no means the war zone that it was in the early 1980s
(when there were three Mafia-related deaths per week), the organiza-
tion succeeded in further entrenching itself in the government at all lev-
els. (Stille, the film’s narrator, tells us that over 80 per cent of Palermo
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of view is fundamental to Catherine O’'Rawe’s chapter on
~Mafia activigt Letizia Bat: ' ja Torre’s film Angela from 2002. Based on a true story, Torre's film

e fordinary in its attempt to give voice and vision to the daily ins
a woman working with and married to the mob. O'Rawe
hether it is possible to make a ‘woman’s film’ in the hyper-
ed Mafia context, and explores genre and performance to
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the end fundamentally left adrift in a no (wo)man’s land and de-
prived of any agency.
. Both Torre and Paolo Sorrentino in Le conseguenze dell’amore (The
Gonsequences of Love, 2004) borrow heavily from the tradition of Italian
“film noir, in particular the use of colour, shadow, and angulation, to
critically represent the Mafia. Mary Wood analyses noir conventions in
"Sorrentino’s film in order to pin down the director’s representation of
"the mew millennium Mafia in the context of globalization, where al-
- most everything, as a result of both a corrupt media and international
commerce, might well be tinged by the organization. Sorrentino’s
‘main protagonist is on the surface a reserved man exiled from Sicily to
live a solitary life in Lugano, Switzerland, as punishment for having
lost the Cosa Nostra billions of dollars. If the Mafia is everywhere,
Thow can we see it? Wood answers this question through looking at the
film'’s style, in particular at moments where narrative is disrupted and
the viewer is made aware of the split between Titta’s cool and con-
trolled exterior, key elements to the Mafia’s code and culture, and his
more hidden attributes that are at odds with the Mafia essence: hu-
manity, generosity, memory, and most importantly, that which leads
him to his demise: love.

Sorrentino’s film demonstrates how far the Cosa Nostra has ad-
vanced in terms of a ‘modernization project,”® in particular its global
reach, immense wealth, and relative autonomy. Although often grouped
together with Italy’s other Mafias, the workings and history of the
Camorra are remarkably different than the Cosa Nostra,"” most notably
in its structure. This is described by Roberto Saviano in Gomorrak as
more of an intricate ‘system’ of both corrupt and legitimate connections
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into national and international commerce, industry and politics, which
resembles a spider’s web more than a triangle and is responsible for
4,000 deaths over the last thirty years, or, as pointed out by the author,
one every three days. Furthermore, some historians trace the inception
of the Camorra to the prison system of 1500s. Therefore, while Cosa
Nostra was originally rural in nature, the Camorra was a product of the
urban centre, a motif played out in Francesco Rosi’s Le mani sulla citti
(Hands Over the City, 1963), which engages the Camorra’s long-standing
monopoly over the building sector. Another apt example of “political
cinema,’ Rosi’s film is interested in exposing the corrupt system of quid
pro quo based on kickbacks and patronage that involved regional
politicians and real estate speculators in the postwar period of acceler-
ated urban planning and expansion known as the ‘sack on Naples.”
Anna Paparcone points out that although the word ‘Camorra’ is never
mentioned in the film, Rosi superbly captures the essence of the associ-
ation: seamless collaboration between economic and political sectors,
Sweeping aerial shots of the city remind the viewer that every new de-
velopment project has already been planned to the advantage of the
wealthy and unscrupulous who prey on the disenfranchised who are
easily manipulated into voting in the next Mafia-backed ticket.

The complete negligence of the state in the new millennium is ex-
posed by Antonio and Andrea Frazzi in Certi bambini (2004), which is
unique in its focus on how the contemporary Camorra preys on chil-
dren, a more recent phenomenon resulting from the status of minors
as immune from prosecution. As Allison Cooper notes, social institu-
tions in and outside of the film are morally bankgupt and have failed
the populace; subsequently, the children of the film’s title easily turn
towards local members of the Camorra, who are tempting surrogate
fathers to step in where other families and institutions have failed
them. Rosario, the film's eleven-year-old protagonist, journeys through
the slums of Naples and introduces the viewer to the ins and outs
of the everyday existence of a soon-to-be-initiated camorrista, which
involves petty crime, pedophilia, a visit to a pre-pubescent girl pros-
tituted by her mother, and, finally, cold-blooded murder. The Frazzi
brothers’ message is clear: in a dystopian society where civilization
is thwarted or lacking, the appeal of ritualized violence generally
wins out,

The final film treated in the volume is Matteo Garrone’s hit Gomorral
from 2008, based on Roberto Saviano’s best-selling eponymous novel
and filmed on location in the Camorra strongholds of Scampia and
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Secondigliano. Pierpaolo Antonello tells us that while Savianjo’s tex‘t:i
which is a composite of detective fiction, horror l:mvel, pulp bﬁsct:;ni tarll-l
ize the very mo -
tage, does to some extent mythologlz_e :
rt:ﬁﬁ: tt;g denounce, the film does no such thing. Insteacé, Garrfon;- ; ;e;:r
i ! Camorra strips its members of a -
‘anthropological look’ at the . ber ohe e
i ique they attempt to cultivate throug .
tiges of glamour or mystique they L o g a
sessive imitating of Mafia movie icons. 1he ting 2
i ‘s international reach - the numbe
ist of facts regarding the Camorra’s int
]];zo?nle killedgthe extent and profitability of the drug tradei;‘art;:letl::g\;ca;t
' ic i in cancer :
se of toxic waste and dramatic increase In ¢ :
%\l;a?mm message that ‘the Camorra invested in the r_econs?ructlon oci
the World Trade Center,” speaks directly to the Amerlcan viewer, .:m
reminds us that the Mafia is all about self presentahocli\, retrlptias;agx:lg],
i i Mafia, like with most adverbs m-
and repackaging. With the , | \ 2
i alent to the extent tow
aigns, the extent to which one cares 1s equiv ;
gulgl?c 'image is damaged. Ironically, in attempting to wake us l\:;:;, :12
remind us of the international grasp of the Camorra, Garrone

return to a more real, yet very displaced, reality.
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