
mediator and facilitator of the encounters between photography and literature that took place during the
1950s and 1960s through figures such as Giacomelli, Mulas, Vittorini, Zavattini, Sereni, and Fortini.
Donata Panizza’s contribution on Antonio Tabucchi’s Notturno indiano (1984) and Daniele Del
Giudice’s Lo stadio di Wimbledon (1983) is focused on the two writers’ rejection of photography, a
medium that they both deem incapable of producing a rigorous representation of reality. The notion of
photography as a medium centered on imagination, fiction, and allegory rather than a faithful repro-
duction of reality is at the core of Stefano Ajello’s essay on Lalla Romano’s Nuovo romanzo di figure
(1997) and Elio Vittorini’s Conversazione in Sicilia (1953).

The book’s last section is dedicated to the relationship between photography, writing, and
power. In her essay on Alberto Moravia’s L’uomo che guarda (1985), Maria Martino uses an
inter-semiotic approach to discuss the presence in the novel of a Mallarmé poem and of a fictive
photograph inspired by Manet’s Olympia. Martino argues that photographic practice appears in
Moravia’s text as a translative process of scopophilia: a process that permeates the novel as a
whole. Photography’s inability to offer a depiction of reality that goes beyond the surface of
things, particularly in the representation of celebrity, is at the core of Sarah Patricia Hill’s chapter
on Andrea De Carlo’s Treno di panna (1981). Looking at photographs less as bearers of forms of
power projected onto them than as agents of self-empowerment, Giorgia Alù analyses the work
of Albanian migrant writer and photographer Ornela Vorspi. Alù’s essay explores issues of female
identity and dislocation, an area scarcely investigated within Italian Studies, from the perspective
of photography’s agency, as an effective tool for resistance and re-appropriation.

Overall, the book does not fully reflect the editors’ claim for interdisciplinarity, and would
have certainly benefited from the inclusion of more scholars coming from disciplines outside
literary theory. Also, the literature on photography upon which the authors rely is not
always up-to-date. Indeed, the discussion primarily revolves on photography’s indexicality, its
ambivalent status between fact and fiction, and its being a vehicle of power and dominant
ideologies. No reference is made to the ‘material turn’ in recent historiography of photography
which, contrary to both modernist and postmodernist approaches to medium, considers
photographs no longer exclusively as visual phenomena, but rather as material objects with their
own agency and social lives. Despite these observations, Enlightening Encounters is an important
and stimulating contribution on the interfaces between photography and literature in Italy that
paves the way for further discussion and research.

Nicoletta Leonardi
Accademia Albertina delle Belle Arti di Torino

and University of California, Florence Study Center
nicoletta.leonardi@accademialbertina.torino.it
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Visual Anthropology in Sardinia, by Silvio Carta, Bern, Peter Lang, 2015, xiv + 212 pp.,
£45 (pbk), ISBN 978-3-034-30998-1

This book is a rare English-language contribution to the scholarly study of modern Sardinia.
It provides an overview of how Sardinia was represented by various filmmakers during the course
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of the twentieth century, without claiming to offer a comprehensive account of that subject. Silvio
Carta ventures through the fields of anthropology, film studies, literary and cultural studies,
and philosophy in his consideration of how Sardinia and its identity have been constructed in
documentaries and ethnographic films. The result is an intriguing study of what he describes as
‘the particular and somewhat peculiar’ filmic discourse (back cover) on an island frequently
constructed as an ‘Other’ in relation to mainland Italy. On the way, he also considers the relative
advantages of film as a medium in contrast to conventional academic texts, as well as the ethics
and practice of ethnographic filmmaking.

Visual Anthropology in Sardinia focuses exclusively but by no means exhaustively on films
shot on one of Europe’s largest and most culturally distinctive islands. Carta suggests that
producing a comprehensive history of Sardinia in film would be too massive a task to be
manageable, focussing instead upon a number of case studies that enable him to analyse the
construction of popular, political, and intellectual images of the island. In most cases, Carta’s
chosen examples were shot by Italian filmmakers, but he also gives significant consideration
to the work of foreigners. The book contains five chapters of varied lengths, the first of which
provides an introduction to the volume, as well as a broad survey of documentary filmmaking in
Sardinia during the twentieth century. The second chapter is chiefly concerned with the ethics
of making documentaries, not least regarding how the manner in which a film is shot can affect
viewers’ perceptions of its subject matter, by accentuating or diminishing certain characteristics.
This discussion provides a useful foundation for what follows, as one of the most significant
changes in the direction of ethnographic filmmaking in Sardinia appears to have been the
move from images accompanied by voice-over narration during the early years to film accom-
panied by the actual dialogue of protagonists dubbed into Italian and, most recently, the Sardinian
language itself.

The third chapter sees Carta’s broadly chronological examination of filmic material
commence, as he considers the treatment of Sardinia by the filmmakers of the Fascist era, whom
Carta judges to have wilfully downplayed the island’s cultural distinctiveness on account of
Mussolini’s aim to forge a greater sense of nationhood in Italy. At the same time, Fascist film-
makers often portrayed Sardinia as ‘a virginal land’ (p. 51) undergoing a process of modernisation
and revitalisation through the various initiatives of the Mussolini regime. Carta focuses in detail on
Raffaello Matarazzo’s Mussolinia di Sardegna (1933), Gino Rovesti’s Fertilia di Sardegna
(1936) and Fernando Cerchio’s Carbonia (1941), all of which portray the Fascist state’s creation
of new towns –Mussolinia (now named Arborea), Fertilia and Carbonia – as a process of ‘internal
colonisation’ by which the dictatorship aimed to modernise a land perceived to be locked in its
past. An ‘illusion of modernity’ is presented on film, Carta argues, to contrast the new Sardinia of
modernist Fascist architecture against the swamps and marshes of the wild island of old (pp. 67-9).
However, the chapter does not end with Fascism. It goes on to show how the Fascists’ tendency to
orientalise continued long after the fall of Mussolini, as Ubaldo Magnaghi’s Viaggio in Sardegna
(1953) and Fiorenzo Serra’s Il regno del silenzio (two parts; 1954/1962) similarly portrayed
Sardinia as peripheral and only semi-civilised.

The final two chapters focus respectively on two important examples of more recent film-
making in relation to Sardinia: Vittorio De Seta’s documentary-style feature film Banditi a
Orgosolo (1961), and the Australian filmmaker David MacDougal’s documentary Tempus de
Baristas (1992). In both cases the author shows the effectiveness of the medium of film in
providing an ethnographic account. Although a fictional film, Banditi a Orgoloso features real
people from the village of that name and, being filmed in one of the last parts of Europe to be
afflicted by banditry, it aimed to portray with realism a sense of the desperation and the hardship of
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its protagonists. The one significant criticism that Carta levels at Banditi a Orgosolo is the decision
of De Seta to dub the film into Italian (p. 111); by contrast, the Australian maker of Tempus
de Baristas opted for subtitles in order to preserve the Sardinian language, and therefore the
realism of its content (p. 137). Carta concludes that the latter film – of which he is evidently a
fan – offers ‘an inspiring model that challenges the adequacy of established methods and genres of
ethnographic representation’. Interestingly, he suggests that it does this not only through its use
of the Sardinian language, but also through its use of silence (p. 172); it is through images
combined with silence that the film best captures the bond between the Sardinian people and the
unique landscape of their island.

The book is handsomely packaged, being jacketed in a clean, modern cover, and printed on
quality paper. On the front is a photograph, presumably taken by the author, which shows a
young man and woman wearing traditional Sardinian dress. Inside are an impressive 48 further
illustrations; these are mostly film stills, but there are also photographs of films being shot, and
filmmakers on location. The filmography is more than five pages long, while the bibliography
stretches to more than sixteen pages. The text is copiously footnoted throughout. From the point of
view of an empirical historian, the language in which the book is written can occasionally be
frustrating for its use of unnecessarily complicated terminology, but for the most part the author
writes in pleasingly unpretentious prose. The result is an informed and interesting introduction to
the ethnographic filmmaking in Sardinia.

Owain Wright
Leeds Beckett University

O.J.Wright@leedsbeckett.ac.uk
© 2016 Association for the Study of Modern Italy
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Crimes of Peace: Mediterranean Migrations at the World’s Deadliest Border, by
Maurizio Albahari, Philadelphia, University of Pennsylvania Press, 2015, 288 pp., £42.50
(hardback), ISBN 978-0-8122-4747-3

Based on more than ten years of research in Italy, Albahari’s first book provides valuable insights
into how the emergencies and the escalation of border deaths unfolding in the Mediterranean
are political technologies embedded in the ‘democratic’ project of Europe, rather than being
exceptions to the rule of law. The author draws his main argument from the work of the
psychiatrist Franco Basaglia, a key figure in the struggle for the abolition of psychiatric confine-
ment in Italy. In Basaglia’s thought (1975), state practices of control of the mentally ill were
‘crimes of peace’, institutional crimes perpetrated with the aim of pre-empting potential threats by
individuals. Albahari brings this insight into the anthropology of the state and its borders, sug-
gesting ‘crimes of peace’ as an analytical tool able to inform debates around the institutional
violence of border control.

Through this lens, the author traces back the history of Italian and EU pre-emptive policies
regarding maritime migration throughout the last twenty-five years, and crafts an ‘artisanal
ethnography’ (p. 30) moving back and forth between ethnographic observations, policies, media
representations and other sources. The book opens with a vivid picture of the different actors
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