
1989 dealing with Italy’s relationship with the Balkans, from Lamerica by Gianni Amelio
(1994) to Venuto al mondo by Sergio Castellitto (2013), including the beginning of traffick-
ing and organised criminal societies putting down roots in Italy. Chapter Two focuses on
trafficking from Eastern Europe and Russia, including topics such as women, gender,
transgender, labour, and biopolitics: among the films covered here are Un’altra vita by
Carlo Mazzacurati (1992) and La sconosciuta by Giuseppe Tornatore (2006). Chapter
Three is centred on the African immigration of the 1990s, analysing films that range
from Pummarò by Michele Placido (1990) to Sud Side Stori by Roberta Torre (2000). In
Chapter Four, entitled Migration, Masculinity and Italy’s New Urban Geographies, O’Healy
introduces us to dramatic films that unfurl a variety of urban periferie and locations rarely
depicted in earlier Italian films: among these are Quando sei nato non puoi più nasconderti by
Tullio Giordana (2005) and Cover boy: L’ultima rivoluzione by Carmine Amoroso (2006).
Chapter Five provides a broader discussion on how migrant flows are re-imagining and
extending Mediterranean borders, how policies have changed in trying to manage bor-
ders, and how this is affecting identities. The final chapter introduces films such as
Gomorra by Matteo Garrone (2008) and Io sono Li by Andrea Segre (2013), which examine
narratives of multi-ethnic cohabitation, identity and difference. The chapter shows how
the processes of identification, misidentification and disidentification create what the
author calls a period of stagnation, of living with differences that are best depicted in
noir or melodramatic movies.

In O’Healy’s words, it is necessary to ‘renew discussion of the fraught issue of national
cinema in a way that moves beyond the question of language by identifying the need to
place both the national-cinema approach and the transnational cinema within a larger
framework’ (p. 226). This would give rise to the depiction in film of a new subjectivity
and mode of existing in the world, rather than merely the illustration of social issues.
Out of the traumatic experiences of migration, and with the help of a corpus of films
that lead us through them, the audience could reach a new way of interpreting these
new existences.
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Since his formative years within the New Neapolitan Cinema and debut with L’uomo in più
(2001), Paolo Sorrentino has developed into the most celebrated and arguably most
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significant Italian filmmaker of the New Millennium. With the international commercial
success of Le conseguenze dell’amore (2004), the Cannes Jury Prize for Il divo (2008) and the
Academy Award for La grande bellezza (2013), his rise has been unparalleled in recent
Italian cinema. Yet until very recently, his cinema has not received the academic schol-
arship it deserves, with only a handful of useful – but not definitive – books in Italian
and a smattering of monograph and journal articles in English. This has all changed in
the past couple of years with the publication of a wide-ranging special issue of the
Journal of Italian Cinema & Media Studies (7:3, 2019, also edited by Annachiara Mariani)
and an essential monograph by Russell Kilbourn, The Cinema of Paolo Sorrentino:
Commitment to Style (Wallflower, 2020). What need and purpose does this second edited
collection serve, then? How is its approach distinct from the other publications? And
what does it add to our understanding of Sorrentino?

The first question can be answered by re-emphasising Sorrentino’s cultural importance
and drawing attention to the diversity of his work, which includes Italian-language films,
international co-productions in the English language and – with The Young Pope (2016) and
its sequel The New Pope (2019) – series produced for television/streaming. This leads us
onto the second question, to which we can respond that this collection conforms to an
emphasis within contemporary film scholarship on modern cinema’s transnational and
transmedia dimensions. Thus it centres specifically on Sorrentino’s output since 2011’s
This Must Be the Place, reprinting a couple of essays already published elsewhere alongside
many new and original pieces. In this way, the book clearly positions itself as a conveni-
ent, single volume comprising the best of contemporary scholarship on Sorrentino whilst
embracing a plurality of approaches that complements Kilbourn’s unifying, single-voiced
account of Sorrentino’s career trajectory thus far. Despite this plurality, the various essays
are nonetheless united by their shared emphasis on Sorrentino as a fully-fledged auteur
whose work centres on ‘the human struggle against the loss of relevance’ (p. xvii) and by
the overarching emphasis on his crossing of national, linguistic and media boundaries.
The book is organised in four sections dedicated to Sorrentino’s ‘Ethos’, the ‘Real and
Symbolic Spaces’ that make up his cinema, and his ‘Psyche’, with the final section concen-
trating on a ‘Post-secular’ analysis of the two Pope series. The volume then concludes with
a useful (if slightly incongruous) interview with Sorrentino’s regular costume designer,
Carlo Poggioli. In this way, the book lends itself to reading either cover-to-cover or in
a partial and piecemeal fashion, depending on the depth and focus of the reader’s own
interest in Sorrentino.

What, then, of the final question as to what it adds to our understanding of Sorrentino?
Despite the pluralism of its approach, a single volume cannot possibly cover all the pos-
sible avenues for understanding Sorrentino’s cinema, but the quality of scholarship on
display here is unquestionably high and it undoubtedly achieves its stated aim of ‘open
[ing] the field for a novel and unique exegesis of Sorrentino’s opus’ (p. xxvii) and thus
will be enlightening even to readers familiar with the aforementioned publications and
Italian-language scholarship. A large portion of the book is dedicated to La grande bellezza
and the two Pope series (each receive specific treatment in no less than five essays) and
this probably reflects the fact that these are the most familiar works to mainstream
and non-Italianist scholars. Yet this is also a surprising choice, given that this is the
second volume in Intellect’s Trajectories of Italian Cinema & Media series. It also means
that some of Sorrentino’s greatest accomplishments, such as Il divo, receive relatively little
attention (the one notable exception being Lydia Tuan’s insightful essay on Sorrentino’s
‘cinematic excess’). However, I should add that these are also the films which have
received the most (and the best) scholarship to date, and the consequent shift in focus
frees up space to address in more detail films that have generated greater consternation
and ambivalence on the part of both audiences and critics. Notable, in this regard, are
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Ellen Nerenberg and Matteo Gilebbi’s two essays on Youth and Nicoletta Marini-Maio’s
excellent account of Sorrentino’s typically idiosyncratic treatment of Berlusconi, Loro
(2018), each of which prompted me to rethink these films.

Overall, this is an extremely valuable contribution to Sorrentino scholarship that, espe-
cially when read in conjunction with Kilbourn’s monograph, provides a provocative, wide-
ranging and thought-provoking overview of Sorrentino’s originality and significance.
Moreover, it does not fail to engage with the more controversial and divisive aspects of
his work, such as his treatment of gender (addressed in essays by Russell Kilbourn and
Nicoletta Marini-Maio) and alleged privileging of style over content (addressed in essays
by Lydia Tuan and Michela Barisonzi). The book should be of great interest to anyone con-
cerned with Italian cinema, contemporary Italian culture, or the state of global film and
television today. Sorrentino has finally achieved the recognition he deserves within aca-
demia and I am sure this exciting new collection will only serve as a spur to further
scholarship.
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Damiano Garofalo’s Storia sociale della televisione in Italia (1954–1969) investigates the social
and cultural history of Italian state television, from its official launch in 1954, through to
mass uptake in the late 1960s. The book examines popular responses to television, and
traces the role that programmes, advertisements, and the very act of watching television
played in the economic transformation of Italy from 1958 to 1963, and its impact on peo-
ple’s daily lives. Garofalo follows the social shifts and new behaviours as television-
viewing changes from a middle-class activity for tens of thousands of viewers, to become
in the late 1950s a popular and communal pastime for millions of viewers watching tele-
vision in public spaces, or at the homes of friends. By the mid-1960s, economic growth
helps widespread television ownership, and by the end of the decade, Italy’s mass audi-
ence of home viewers develops new domestic rituals and ways of experiencing free
time. What differentiates the book from other histories of Italian television is
Garofalo’s focus on the viewers, addressing a significant gap in the field. Garofalo’s social
history examines the ways in which television entered and transformed family life, using
audience data and diaries to investigate its impact.

The book opens with a quote from novelist and commentator Luciano Biancardi, writ-
ing in 1968. For Biancardi, television is always ‘invited to dine’ in Italian family homes, an
ever-present and domineering guest. The guest does not eat: rather, it talks and sings, as it
fills the family members’ heads with ideas, shapes opinions and promotes consumer
goods. Garofalo’s social history of television studies the gradual arrival of this guest
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