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【Film　c酷cism】

Migration，　Gender　and　Multicultural　Iden6ty

in　Laura　Bispuri，s　Vergine　GiuMa

Daniele　RESTA

ラウラ・ビスプリ『処女の誓い』における

移民・ジェンダー・多元的アイデンティティー

レスタ，ダニエーレ
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woman　Hving　in　the　Northem　mountains　of　AJba㎡4　who　chooses　to　become　a　viUe’ineshe，　or　Swom

Virgin．　According　to　the］Kanun，　a　set　of　laws　that　rules　rm】1　life　in　the　areq　some　women　can，　through　a　　き
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By　tracmg　Hana’s　and　the　other　characters’transitions，　this　paper　win　analyse　how　issues　of　gendeち

sexuality，　migration　and　identity　are　represented　in　the　film，　and　how　these　categories　are　intef唾ned　with

each　othe£Ih　doing　so，　the　paper　wi皿reflect　on　the　ethogenic　fimction（Gianturco＆Peruzzi　2015）of
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宣誓処女、移民映画、多元的アイデンティティー、ジェンダー

Introduction

　　Poetic　and　gruff　at　the　same　time，　Laura　Bispuri’s　debut　featUre　Vergine　giurata（Swom　Vargin，

2015）is　a　powerfUl，㎞po宜ant　re且ection　on　diversity　at　many　levels，　as　well　as　on　the　process　of

migration　as　a　means　to　reclaim　one’s　own　identityi．　Loosely　based　on　Albanian　writer　Elvira

Dones’s　novel　of　the　same　title（2007），　the　film　tells　the　story　of　Hana（Alba　Rohrwacher），　a　yo皿9

woman　liVing　in　the　Nonhern　mountains　of　Albani4　in　the　mnj　estic，　wild　scenery　ofthe　Djnaric　Alps，

not　far　from　the　border　Wi血Kosovo．　Moved　by　a　sense　of　gratitUde　towardS　an　old皿cle　who　saved

her　as　an　o耳）han，　and　by　a　sense　of　oppression　arising　from　the　1㎞ited　space　and　rightS　given　to

women　hl　such　a㎜l　segment　of　society，　Hana　decides，　ollce　adult，　to　become　a　virgiineshe，　or

swom卿．　Wi血a　simple　ritUal　performed　in　front　of　other　men，　she　makes　a　vow　of　long－life

chastity，　has　her　hair　cut　and　starts　dressing　and　behaving　as　a　male．　This　is　made　possible　by　a

passage　in　the　Kanun，　a　set　of　oral　laws　orally　transmitted　fbr　centuries　and　fhst　transcribed　at　the

be輌g　of也e伽ende血century．　These　laws　rule　nml　life血the　area，　giving　directions　on　religion，

property，　wor瓦　honour，　fa血ly　and　marriage　issues．　According　to　this　code，　in　falnilies　who　lack　male

progenies，　or　have　lost　their　males　to　blood－feudS，　some　women　can　renounce　their　female　identity

1An　ltaly－Germany－SWitZ（r．　Iand－Albania－Kosovo　produc晦血e　film　was　produced　by　Vivo　Film　in

　co－production　With　Colorado　Film，　Bord　Cadre　Films，　Match　Factory　Production，　Era　FUm，　Rai　Cinema

　and　RSI　TeleVisione　Svセze「a．
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and　start　hving　as　men，　enjoying　the　priVileges　given　by　that　statUs．

　　　However，　With　the　migration　of　her　beloved　adopted　sister　Lila（Flonj’a　KodheH）to　Italy　alld　the

loss　of　the　other　me血bers　of　the㎞1呂Hana／Mark　remains　alone　With　her　troubled　identity．　He／she

decides，　then，　to　reach　Lila　in　an　unspecified　city　of　ltaly．　Hana／Mark’s　encounter　With　her，　Lila’s

family　and　a　different　culture　and　socia1　contexちwill　make　her　re仕血ik　her　own　identity．

　　　　吻g∫ηθgl’urata　is　composed　by　a　binary　struc血rre；the　frst　narrative　line　follows　Mark’s　last

days　in　Albania　and　his　joumey　to　ltaly，　focusing　in　particular　on　the　process　of　settlement　in　the　new

co㎜仕y　and　the　c亘sis血s　generates；the　other，　told　through　eight　flashbackS　that　systematically

alternate　the　first　lme，　trackS　Mark’s　past　as　Hana，　a　U廿1e　g止1　who　loses　her　parentS　in　an　indefinite

廿icident，　and　is　rescued　and　adopted　by　qe掴（Brし皿o　ShUa㎞），　an　old　uncle．　This　track㎞R）rms　the

audience　of　the　sworn　virgin　t【adition，　opening　a　window　on　an　ancestral，　archaic　society　thaち　while

well　stUdied　by　etlmologistS　a　ld　anthropologistS，　has　been　rarely　documented　by　fictional　films2．

　　　Premie血g　at　the　65血　BerHn　】htemadonal　Fi　n　Festival，　Vergine　gturata　has　gained

considerable　critical　acclaim　for　a　debut　film．’lhe　film　has　so　far　received　a　nomination　for　Best　New

Director　at　DaVid　di　Donatello　AwardS，　the　Nora　Ephron　PriZe　at　the　2015　Tribeca　Fi㎞　Festival　and

the　Firebird　Award－Ybung　Cinema　at也e　Hong　Kong　Film　Festival　2015．　Director　Laura　Bispuri，

holding　a　degree　in　Cinema　at“La　Sapienza”Uhiversity　ofRome，　had　already　built　her　r叩utation　m

the　short　films　world．　Her　Passing　Zrime　was　awarded　the　DaVid　di　Donatello　Award　f（）r　Best　Short

Film　in　2010，　in　addition　to　being　selected　as　one　of也e　eight　best　short　films　in也e　world　at　the

‘‘

Short　Film　Golden　Nighf’，　otganiZed　by　the　Acad6mie　des　C6sar　hl　Paris．　Biondina（2011），　her

other　short　film，　was　awarded　the　Nastro　d’Argento　as　Best　New　Director　on　ly　one　year　lateエ

　　　This　paper　will　firstly　try　to　brie且y　outhne　the　cultural　context　por血yed　i　1　the　film，　illustrating

how　scholars　of　ethnology，　ethnography，　anthropology　and　social　stUdies　have　documented　it　so　far

and　how血e　film　positions　itSelf　toward　it．

　　　Secondly，　by　tracing　Hana’s　and　the　other　characters’transitions，　I　will　analyse　how　the

migration　process五1且uences　issues　of　gender，　sexuality，　and　identity，　and　how　these　interactions　are

represented　in　the丘㎞．

　　　Fina11）らspecial　attention　wiU　be　given　to　how　Vergine　g　z’urata，　with　its　kaleidoscope　of

languages　and　characters　in　transitioq　portrays　mUlticulturality．　i　1　doing　so，　the　paper　will　reflect　on

what　Giovanna　Gianturco　and　Gaia　Peruzzi　define　as　the　ethogenic　fimction　of　migration　films

（Gianturco＆Peruzzi　2015）－their　power　to　recognise　social　inequalities　and　promote　processes　of

positive　socialiZation，　in　particular，　towardS　socially　marginaliZed　categories　of　indiViduals，　in　order

to　facilitate　social　change．

2The　most　weU－known　and　criti（）ally　acclaime晒㎞o紬e　topic　iS　probably　Srdan　KaranoVi6’sη理勿α

　O髄in隅1992），　For　a　discussion　ofthe　movie，　see　Moss　2005．
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Elegy　of　the　ancestral：screening　the　・　virgjineshe’s　world

　　　R，ferr・d　t・唖・xp・essi・n・・a・・di・・rs・⊇蜘醜，卿励〃朋醜，　W・…　b・tuar3，

sworn　Virgins　have　been　widely　documented　sturting　from血e　mid－－Nineteenth　cen加y　C爺es　of血s

peculiar　celibacy　were　attested　not　only　in　the　mountainous　regions　of　Nonhem　Albania，　but　also　in

the　terdtories　nowadays　divided　among　nearby　Kosovo，　Montenegro，　Sefbia　and

Bosnia－Herzegovhla．　However，　despite　itS　significance　in　the　past，　this　traditional　gender　role　change

considerably　decrease（L　and　as　Antonia　Young　notes，　it　is　lik（》ly　to　disapPear　withkl　a　generation　or

two（Ybung　1998）．

　　　Theγ」卿切ω舵phenomenon　finds　an　explanation　hl　the　status　that　women　have　in　this

‘‘patriarchal，　patrilocal，　and　patri㎞eal　society　where　the　social　pressure　of　the／7s（tdbe）asserts　a

maj　or　ir血uence”（Ybung　1998）．　Wbmen’s血ferior　condition　is　ra面ed　by　the　Kanun，　a　set　of

c耐omary　laws　regula血g丘fe血rural　environmentS　of血e・area．　Omlly仕肛輌ed動r　cen㎞es，

these　codes，　exis血g血several　variations　according　to　different　regions，　found　written　form　only祖

也etwen丘eth　centuly．’IThe　best　known　version　is　the　Kanun　of　Leke　Dukagiini（Kanuni　i　I．eke

Dukag’init），也ought　to　have　o亘ginated　m血e丘丘een也cen噂，　but　collected　and　formUlated　by　the

Franciscan　Shtiefen　Konstanhn　qegovi－Klyeziu（1874－1929）only　a　few　centuries　late£Scholars

agree　that血s　ancient㎜w亘廿en　1脚has　been品㎜ed血ough　cen加ies　and　that　it　cannot　be

emp廿ically　detennined　that　Leke　Dukagi’ini　promulgated　it

Some血cles　of也e㎞皿pmperly㎜舵e血e　s伍加s　recognized　tO　women　in　such　a　rural

socie輌cles㎜，　for　example，　s槍tes血at“a　woman　is　known　as　a　sack　made　to　endure　as　long

as　she　lives　hl　her　husband’s　house”．

　　　It　is　in　this　context　that　Hana　and　Lila　were　bom　and　bred　and　it　is　primarily　this　primitive，

ancestral　universe　that　the　film　Uies　to　b血g　to　the　screen．’IThe　main　source　for　the　film　is　Vergine

giurata，　a　novel　written　by　Albanian　writer　Elvira　Dones　out　of祖temews　with　some　of　the　few

remaining　swom　Virgins．　It　is　cer伍inly丘om　the　nove1也at血e丘㎞takes　a　certain　ddve　in

invesdgating　the◎ondition　ofwomen．　lndeeCt　both　in　her　workS　and　in　her　media　appearances，　Elvira

Dones　proved　to　be　very　concemed輔血such　issues．　Ih　a　wel－known　letter　to　ltalian　newspaper　la

Reρubblたα，　she　fUriously　criticised丘）rmer　ltalian　Prime　Minister　Silvio　Berlusconi　for　a　bad　joke　of

3　The　term　used　in也e　movie，　however，　is　burrneshe．．　This　word　refers　more　generally　to　a　woman　Wi血a

man－like　s廿ong　and　brave　personality，　and　can　be　applied　to　any　woman；嶋or㌦r，　more　recenC

　are　not　fbu皿d　in　the　literatUre　on　the　tOpic　vnitten辻L　the　earliest　part　of　the　tWentieth　century；other　terms

　include　tobelija　in　Bosnia，わ功θ鋤in　M皿tenegro，ξmd加θ111n　Kosovo’s　Albanian，　meaning‘berson

　bound　by　a　vow”．　Thus，　Albanian　terrns　refer　to　the　Virginal　state　of　these　women，　whUe　Monteneg醜

　Kosovar　and　Bosnian　ones　focus　on　the　bond　deriving　from　a　vow（Ma血1cci　2014）．
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his　on　human　trafickng　betWeen　Italy　and　Nbania　not　really　being　a　crime　if血e　s迦鵠led⑩

were　pretty　a）ones　2010）．

　　　Ih　the　novel，　Hana　Doda　becomes　a　sworn　vhgin　m　order　to　escape　her　beloved　uncle’s　threat　to

marry　her　off　to　someone　she　has　never　met．　The　target　co皿try　that　helps　With　the　recovery　of　the

self，　however，　is　the　United　States，　not　ltaly．　This　narrative　eXpedient　is　not　employed　in　the　moVie，

and　the　reasons　why　Hana　decides　to　become　a　swom　virgin　remam　basically　unexplamed．

　　　Traditionally，　there　were　many　possible　reasons　that　would　b血g　a　woman　to　such　a　radical

decision．　Somet㎞es，　as．hl　Dones’novel，　the　vow　was　seen　as　the　only　possible　way　to　avoid　an

arranged　marriage．　Also，　the　violent　blood企uds　Iegularly　occurring　in　the　area　had　caused　an

increase　in　the　deaths　of　boys　in　the　family．　As　a　resulちa　high　value　was　put　on　male　descendantS．

Not　infrequentl｝ちthen，　a励ly　would　designate　a　daughter　hencefbrth　to　become　a　son．　Ih　additio凡

and　not　secondarily，　by　swea血g　pelpetual　virginity，　a　vi）lgi’ineshe’　was　able　to　inherit　the　family

holdings，　proVided　that　there　were　no　adUlt　males　in　the　family．

　　　The　film　opens　With　a　glmpse　of　Mark’s　every（lay　mountain　life；hand－held　shotS　follow　him

playing　With　a　goat　in　the　snoWy　scenery　of　the　Dinaric　Alps，　in　company　of　other　meq　probably

local　sh叩herds．　This　act　seems　to　emphasiZe　his　mascu五ne　nature．　Despite　his　ephebic　face，　Mark　iS

dressed　as　a　man，　his　shorf　hair　pulled　back　over　his　forehead　and　wearing　a　green　and　grey　fleece

and　Some　faded　light　blue　jeans．　While　the　camera　f（）cuses　on　him　embracing　a　goat，　a　man　that

seerns　to　be　urinatilg　against　a　tree　can　be　seen　hl　the　background．　The〃2ise－en－・sc2ne　here　osciUates

betWeen　ethnological　accuracy　and　a　necessity　to　be　narratively　modern．　Most　of　earlier　recordS

（Cozzi　1912；Durham　1928；Valentini　1944）on　the　phenomenon　pointed　out　that　female－to－male

cross－dressing　among　virgi’ineshb’　was　in　fact　very　rare．　Much　more　common　was　a　man－like　short

hair－cut，　and　garmen徳such　as　kSula，　a　traditional　white　closely丘頂ng　felt“s㎞皿cap”，｛md

occasionally　x加κ☆，　a　black　wool　short－sleeve　waistcoaちusually　wore　by　men．　The　Ieal　v噂ns’

custom　to　associate　With　men　and　regUlarly　engage　in　men　actiVities，　Uke　what　is　shown　in　the　scene，

has　been　instead　commonly　documented．

　　　The丘）110Wing　sequence　shotS　portray　other　ftagmentS　of　Mark’s　days　in　his　desolate㎞1だ；a

scer日c　wide　shot　Ieveals　h丘n　motionless　on　the　right　part　of　the　screeq　while　the　snowy　Alps

domhlate　the　scene　with　their　breath－ta】dng，　h鉦sh　bea呼Ih　this　striking　postcard　pose，　Mark

appears　perfectly　in　harrnony　With　the　natural　environmenち　the　roughness　of　his　style　perfectly

matcl血g也ose　of血e　Wilq　rock－strewn　mountairrs．　The　came舳110ws　h㎞血en　smokng　out　of血e

entrance　of　his　abode，　lookng　at血e　sweep　of　snow　in　front　of　him；he　consumes　a　meagre　meal　and

drinks丘om　a　small　cup　what　seems　to　be　liquor，　probably　rald－an血se－flavoured　alcohoHc　d血k

ve］ry　popU　lar　in　TUrkic　and　Balkan　countries．　K　llla　are　tower　houses　typically　made　out　of　stone，

square　or　rectangular　in　shape．　Used　both　f（）r　military　defence　and　as　ciVilian　residences，　they　often
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had　smal　windows　and　narrow　shooting　holes，　fbr　positionlng　9皿s　fbr　shooting　ill　the　event　of　a

bloodfeud』ie　scene　also　portコrays　apparently　insignificant　actS　such　as　smokmg　and（㎞㎞g

alcohol，　that　are　in　fact　important　achievementS　deriving　from　the　vow，　attested　in　several　interviews

　　　　　　　　　　　　　　　　　　　　　　　　ソ
With　swom　virgins（Ybung　2000；Sar6eVi6　2004）．

　　　In　this　rural　society，　gender　diSparity　fhlds　ks　worst　representation　in　the　episodes　of　violence

women　are　su句ect　to．　ln　the　second　flashback，　we　find　Hana　and　Lila　in　their　infancy，　played　by　the

Selimaj　sisters，　Drenlca　and　Dajana　respectively，　two　amateur　actresses　and　sisters　even　in　real　life，

that　the　director　spotted　during　location　hunting．　Hana　and　Lila　decide　tO　change　direction　tO　a　regular

day　in　their　ku〃e’　by　going　tt）play　outside．　They　want　to　reach　a　boy　who，　deSpite　his　early　age，　is

happily　ridmg　a　white　horse　up　and　down　the　vast　field　in　fiDnt　of　their　lculle．　They　run　towards　him，

and　eventually　reach㎞askng　if　he　can　lend　his　horse　to　them　The　boy　abruptly　refUses，　saying

that　females　are　not　allowed　to　engage　in　such　actiVities．　Heedless，　the　tWo　girls　start　running　together，

this　t㎞e　Without　a　specific　goal，　in　an　outburst　of　freedom　that　lookS　like　a　symbolic　escape　fU）m

their　harsh　condition．　Their　run，　however，　is　destined　tO　an　end．　Tlieir　father，　Gjergi，　Will　catch　them

and　brusquely　take　them　home，　where　he　Will　slap　and　scold　them，　and　give　a　death　threat　tO　Han4

because，　hl　his　words，　playing　outSide　is　not　a　matter　for　females．

　　　Violence　towardS　womeq　al血ough　common，　was　accepted　only　on　cenain　conditions．　Wltt血

the㎞1）5　fbr　example，　a　man　could　scold　tie，　beat　and　cudgel　his　Wife，　but　not　to　the　extent　of

垣価gher陶cci　2014）．　Accor血g　to㎞⊇cle㎜，　a㎜could　buy　his　b亘de’s　work

and　cohabitation，　but　not　her　life．　lf　he　killed　her，　the　bride’s　family　had　the　right　tt）cor血ont　h㎞．　A

notable　exception　to　fhis　rule　is　por口ayed　in　the　fifth　flashback．　Lila　and　Hana　grew　up，　and　q　ergj

shows　Lila　a　bullet．　The　bullet　is　a　reminder　that　Lila’s　maniageable　age　has　come，　and　his　father　has

decided　k）whom　she　will　be　married　of£The　ca血idge　Wil1　be　part　of　her　doWy．　This　way　her

bridegroom　is　authorised　to　shoot　it　agamst　her　hl　case　she　does　not　properly　behave　or　lf　she　betrays

㎞
　　　The　oppressive　dynamics　of　wedding　are　fUrther　documented　i　1　the　third　flashbacl～where　Lila

and　Hana　accornpany　theK　mother　Kat血a（nh℃Celaj）along　a　dht　track　Both　the　g亘1s　and　the

Woman　carry　heaVy　white　saCkS，　te輌g　to血e　heaVy　manual　work　women　are　expected　to

per品㎜．　They　are　passed　by　a　white－（iressed　bride，　brought　on　a　donkey　by　a　group　of　men，　her食ce

cornpletely　covered　by　a　thick　white　veil．　When　one　of　the　ghlls　asks　why　the　bride　has　her　face

covere辻　their　mother　explains　that　it　is　because　she　is　not　allowed　tO　see　the　route　to　her　new　house，

so　she　will　not　be　able　to　escape．　The　scene　e伍ciently　describes　the　loss　of　identity　to　which　the　bride

is⑭lect　when輌ng．　The　new　bride　takes　the　na　ne　of　nuse（new　b亘de），　and　will　be　knoWn　by

that　name　until　another　son　manゴes．　She　w皿become　the　most　subordinate　person　in　her　husband’s

㎞1y’s　home　and　be　expected　to　unjntemlptedly　serve　aU　their　needs．　The　only　ways　to　gain　status
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is　giving　birth　tO　a　son（Young　1998）．

　　　The　sUbmissive　role　to　which　women　are　relegated　is血nher　remarked　on　in　the　folloWing　scene

where，　once　at　home，　the　young　Hana　and　Lila　are　taught　some　basic　rules　they　have　to　reny）ect　as

women．’Ilhese，　in　Katrina’s　voice，血clude：not輌g　be品re　a㎜㎞㎏；not　smokng；never

touching　a　rifle；never　spealdng　befbre　a　man　does；never　going　alone血the　woods；not　choosing　by

oneself　her　husband；not　performing　a　man’s（luties；never　looking　at　a　man　thinlcing　he　is　not　right；

never　choosing　before　a　man　does．

　　　The　depiction　of　wom㎝［’s　daiy　ordeals　in　such　a　society　comes　sometirnes　with　not　a　few

ambiguities．　In　the　f舳flashback　f（）r　example，　a　grown弔p　Hana　is　grazing　a　flock　of　goats　mΦe

snovW　shoulde血g　a　rifle．　All　of　a　suddeq　she　is　assaulted　by　a　group　of　men　who　try　to　rape　her．

qe㎎l　imminently　shows　up　and　deflects　the　gmup　with　a　whistle．　This　description　of　violence

against　women　in　an　open　space　seems　to　be　in　contrast　with　what　studies　reveal．　Apparentl）i，　deSpite

violence　bei皿g　habitual　within　the］㎞1）5　a　woman　could　not　be　a　partjcipant　in　a　feud．　This　alowed

her　tO　go　around　by　herseif　Without　any　fear　of　being　killed　or　assaulted．　Women　enjoyed　a　certain

degree　of　untouchability，　and，　m　case　of　assaulちcould　defend　themselves　by　ldl血lg　their　assailant．

The　killing　would　be　considered　an　honour　for　herself　and　f（〕r　her麺ly（Ma血1cci　2014）．

　　　Ih　tracing　the　path　that　takes　Hana　to　chose　to　become　a　swom　v血喜n，　Bispuri　deftly　conveys　the

severity　of　the　social　customs　hl　those　remote　mounta㎞3，　with　a　par吐cular　ernphasis　on　the

deprivations　women　are　subj　ect　to．　However，　the　staging　of　this　ancestral　primitiveness　is　rendered

With　harmony　and　a　certain　touch　of　poetry，　with　a　desire　to　highlight　the　dignity　hidden　in　those

places　and　the仕chara也rs．　A　choice也a杜he　d辻ectOr　eXplained　in｛am　interView　for　film　webZine

Mi］vMovies．　it：‘‘I　did　not　want　to　give　a　too　negative　comotation　ofthat　world．　I　tried　the　best　I　could　to

work　on　hamiony　and　conveys　a　melancholy　towardS　those　abandoned　places．”

Gendering　migration：jQumey　as　a　search　for　the　self

　　　The　vow，　as　we　have　seen，　serves　Hana　as　a　way　to　escape　a　condition　where　women

experience　daily　vexations．　It　is　not　clear　what　mal〈es　HanaAN4ark　embark　in　a　journey　to　ltaly　that

而ll　comcide軸也e　start　of　a　new　life　in　a　new　co皿try．コ玉e叫be品re血e　joumey　is　spent　in

soh加de，　md　we　see　M吐㎞血9　around　in　his　bed　as　if　in血e卿of　an㎞er　to㎜em．［［he　journey

itSelf，　often　one　of　the　key　motifs　in　the　narrative　stmctUre　of　migration　films，　is　ra也er　vague　and

resolved　in　a　very　few　seqUences．　Ih　addition，　Vergine　giurata　seems　to　refUse　any　politiciZation　of

the　migration　process．　With　particUlar　reference　to　dia皿i　Amelio’s　Lcuaerica（1994）or　Ennio　De

Dominicis’s　L物〃oηo（2001），　Derek　Duncan　notes　that　in　the　1990s，　movies　ostensibly　dealing　with

migration丘om　Albania　to　Ita1）5　employed‘‘migration　as　a　means　of　exploring　the　nation’s　past
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history　of　colonial　expansion　and　emigration　rather　than　docunlenti皿g　a　current　socio－cultural

phenomenon”ρunkan　2007）．　While‘‘the　avowed　humanitarian　intentions　of　these　filrns　are

compromised　by　their　i　lsistence　on　the　impermeability　of　ltalian　identity”（ibid．），　Bispt血’s　work

sp㎜s趣hac㎞eyed　dichotomy

　　　M昨in　his　own　words，　comes　from　Rragam，　a　small　vMage　overlookmg　the　D血亘veちnot血

from　the　Montenegro　border　and　Shkoder，　one　of　the　cultUral　capitals　of　Nonhem　Albanieg　of　which

血em迦cipality　became　part　after　a　2015　local　government　reform．　W　see㎞e㎞肛㎞g　on　a賦

ε皿d　then　getting　off　from　a　bus　in　an　undefined　urban　eq〕ace．　A　feminine　voice　at　the　bus　statioq　in

ItaHan，　alerts　that‘cthe　17：30　bus　has　anived　from　Tirana　to　the　platforrn　number　four，　despite　what

w耶preWously㎜o皿ced”（‘‘皿pullman　delle　ore　17：3促arrivato　da　Tirana　alla　piattaforma　numero

quat加，　cont励amente　a　quanto　precedentemente　amunciato”），　sugges血1g　that　M証k　ardved　from

T辻ana，　the　capital　of　Albania，　by　bus．　Right　before　the　same　voice　had　inforrned也e　audience血at

ano也er　b田‘七〇皿d拓r　Rome杣le副e丘om　platform　number　eighf’（“1’鋤⑩bus血e仕o　a　Roma

parti軸11a　piattafomia　numero　otto”），　clarifying　that　Rome　is　not　the　place　that　Mark　reached．　This

anonymous　dq）iction　of　the　city　con血sed　some　reViewers　of　the　film，　even　in　ltal）l　b血gmg　them　to

identify　mis　urban　space　With　Mlan　or，　quite　surl）risingly，　even　Rome4．　ih　facち　the　city　where　Lila

lives　and　where　Hana　is　going　to　settle　in，　although　never　mentioned　in　the　fi仏is　Bolzano，　the

capital　city　ofthe　pmvhlce　ofSouth］ryi℃1．

　　　The　jo㎜ey　is　a㎞（iamental　part　of也e㎡gration　experience；it　is　ofte輌ou頭cl皿）㎡cles

documenthlg　migration　journeys　ended　up　hl　tragedies　that　we血d　ourselves　vis－a－vis　with　the

cruelest　side　of血e　migration　issue　itse1£Rather　then　msist　on血e　pathemic　dhnension　ofthe　journey

however，姥1g舵Giurata　reflectS　on　how　the　migra廿on　pr（）cess　and　the　encounter　with　a　new，

different　social　settirlg　can　influence也e　perception　of　the　self　in　terrns　ofone’s　gender　and　sexuality

　　　The　hosting　ItaHan　society，　with　its　modem　en叩hasis　on　femir血ity　and　women’s　freedorら

proVides　an　incentive　for　Mark　to　face　his　real　identity．　The　first　scene　where　this　trouble　starts　to

mamifest　takes　place　at　a　big　departrnent　store　where　MarK　Lila　and　her　daughter　Jonida　went

sh（）pping．　While　passing　by　an　underwear　shop　Window，　Mark　remains　enchanted　by血e

mannequin’s　garrnentS　and　allure．　He　stops　by　the　wmdow　and　stares　at　the　ma皿equin　for　a　few

seconds，　despite　Jonida　co叫）laining　that　she　will　be　late　to　her　daily　sWimming　t面ning．　The

mannequin　wears　a　black　lea也er　jacket血at，　positioned　on　itS－if曲out⑩be泳en　o庄shows

ablack　balconette　l〕ra　and　seductive　panties；the　makeup　is　marke4　but　a　black　rubber　cap　cove血g

its　head　neutrahses　its　gender．　Androgynous　and　feminine　at　the　sarrle　time，　the　v血te　rnanne（lu血1

4　ln　addition　tO　a　number　of　smaller　online　film　magazines　and　webzines，　eSpecially　in　English，　even

　Andrea　Chhnento　for　ll　sole　240肥n五stook仕le　city　with］V五lan．　Mchael　Snydel　fbr　7Jhe　Film　Stage

　oP風s叫）risingl）ちfbr　Rome．
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seems　to丘mction　as　a　metaphor　ofHana／Mark’s　troubled　gender　identity．

　　　Moreover，　three　characters　particularly　act　as　agentS　for　questioning　Mark’s　gender　iden晦and

sexuality：Li14　Jonida｛amd　Bemhard．　Among　the叫Lila　is　the　only　person　aware　of　Mark’s　past　as

Han4　and　the　affectionate　sister　who，　With　her　unconditioned　love　and　understanding，　wil　help

M孤k’s　state　of　mind　in　the　process　of　repossessing　histher　gender　identity．　Jonida，　Lila’s　teenage

daughter，　with　her　nalvet6　and　straightforward　qUestions，　contributes　to　accelerating　this　process．

Bemhard（Lars　Eidmger）is　a　taU，　white　brawny　immigrant　of　unclear　origins　who　works　as　a

lifeguard　and　janitor　in　the　local　pool　where　Jonida　tra01s　weekly　With　his　physical　apProach，　he

contributes　to　Hanεレ～lalk’s　rediscovery　ofhis／her　sexuahty

　　　Lila　representS　for　Mark　his　safe　haven．　Du血g　Mark’s舳t　visit　to　Lila’s　place，　Lila　has　no

hesitation　in　welcoming　Mafk　to　her　place　and　in　giVing　him　shelter．　However，　in　a　conversation　on

the　very　same　night，　she　underlmes　that　she　never　went　back　to　Albania　bec肌mse　lookmg　at　Mark　was

too　pairrfUl；this　was　not　because　he　had　become　a　man，　but　bec㎜e　he　w紺㎞appy㎜”．

These　wordS　are　only　one　of血e趾st　inputS　that　encourage　Mark　to　interrogate　his　identity．　Mark　is

so　at　ease　with　his　sister　thaち　in　a　similar　fashion，　one　day　he　findS　the　courage　to　ask　her　about　how

sex　is．　Using　a血eres血g　metaphor，　Lila　asks也at也e㎞t㎞e　is　1止e輌gκ耐t　b㎜s　and

you　feel　con血seq　but　when　it　workS　it　is　a　very　rewardng　experience．

　　　Bom　in　ltaly　from　tWo　Albanian　immigrants，　Jonida　representS　that　category　generally　referred

to　as　second　generation・In　addi亘on，　be五1g　a　teenager，　she　is　particularly　sensi丘ve　to　gender

classifications．　Initially，　Jonida　reactS　to　Mark’s　diversity　With　contrasting　feelmgs．　The　first　time

Mark　shows　up　to　Lila’s　place，　Jonida　grumbles　because　she　is　forced　to　cede　her　room　to也e　sudden

guesち　and　go　to　sleep　on　the　sofa　instead　Again，　immother　scene，　Mark　waitS　f（〕r　Jonida　to　finish　her

training　and　come　out　from　the　pool，　in　order　tr）take　her　back．　Jonida，皿tea4　hTveighs　against㎞

telling　that　she　feels　uncomf（）rtable　to　be　seen　around　with　h㎞（‘℃he　ci　fai　ancola（lui？Mda

fastidio　che　Vieni，　mi　vergogno”）．　As　gender　is，　as　Judith　Butler　note（L‘‘the　repeated　styliza血on　ofthe

bod）5　a　set　of　repeated　actS　Within　a　higlily　rigid　regulatory　i　ne　that　congeal　over　time　to　produce

the　appea㎜ce　of曲stance，　of　a　na口mal　sort　of　being”，　Jonida’s　aversion　towards　Mark　comes　from

adi伍culty　in　recognising　his　g㏄der｛md　sexual　orientation．　Ih　other　words，　Jonida’s　atUtude

symboHses　the　tendency　to　necessarily　align　biological　sex，　gender　and　sexual　orientation　accord血9

to　hetero－norrnative　logics．

　　　This　aUitUde　is　more　explicit　in　another　scene　where　Mark　comes　back　home　from　work　at　night．

Jonida　is　s目ll　awake，　do㎞g　a　breath　exercise　that　consists　m　blowmg　a　piece　of　paper　against　the

Window．　She　inVites　Ma【k　to　join　her，　but　he　proves　to　have　not　enough　stamina　to　keep　the　paper

attached　against　the　w血dow．　Her　reaction　is　an　irrevetent‘‘Are　you　a　fag？Then　you　are　a　transvestite

lesbian”（“Ma　sei　fbocio？Allora　sei　una　lesbica　travestita”）．　Mark　timidly　decl｛nes　both’op廿ons，　but
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Jonida　insistS：‘‘You　are　not　a　man”（‘Tu　non　sei　un　uomo”）．　Joni（ia’s　remarkS　are　moved　by　what

Maijorie　Garber　de血es　as　the　hegemonic　cultUral　imaginary’s　desire　to　tell　the　difference　betWeen

male　and　fe皿le，　betWeen　gay　and　straighち‘lto　guard　against　a　difference血at　might　otherWise　put

the　iden晦of　one’s　own幽posi宜on　in　question”（Garber　1993）．　Facing　Mark’s　silences，　Jonida

observes　that　he　probably　did　not　move　to　ltaly　simply　to　get　a‘‘dorky　job”（‘Tu　non　sei　venuto　qUi

per　quel　lavoro　sfigato”），　and㎞is50n鎚㎞1g　what　M姐（is　looking　for（‘fE　allora　cosa　cerchi，　Zio

M鉦k？”）．

　　　The　answer　gradually　becomes　clear　to　the　young　girl　as　well．　Ih　another　scene　later　hl　the

movie，　Jonida　wiU　ter叩t　Mark　tO　wear　a　couple　of　her　bras．　While　Mark　chooses　a　simple　pale　blue

one，　Jonida　incites　him　to　choose　a　more　sensual　black　one．　The　performance　is　interrupted　by也e

anival　of　Slj　efen，　Lila’s　husband，　who　looks　vexed　by　those　gestures．　Stiefen　representS　an　obstacle

to　Mafk’s　stuggle　to　repossess　his／her　identity．　KnoWing　Hana’s　real　self，　he　s）imbolizes　the　past，　the

contradick）ry　aUitUde　that　recogniZe　swom　virgins　as　men　in　society．　As　a　signifier　of血e　primitive

society　ruled　by　the　Kanun，　he　refUses　any　change　of　mind　that　Mark　might　have　about　his　celibacy

WOW．

　　　If　Jonida　playS　an　important　role　in　the　quest　of　Mark’s　gender　identity，　Bemhard’s㎞c60n　is　to

disclose　Mark’s　sexuality．　The　first　ime　they　meet　at　the　local　pool，　Bemhard　addresses　Mark　as　a

man（‘‘signore”），　scoldhlg　him　fbr　stayi皿g　on　the　divhlg　board　with　his　dresses　and　shoes　on．　Si皿ce

M砿i四〇res　l㎜㎝d　keeps　s㎞g　at也e轍eちBemh斑輌bs姐s㎜皿d血ere　he　probably

realises　the　nature　of　Matk’s　biological　sex工ater　in　the　movie，　Mark　goes　to　the　pool　tOilet　and　findS

Bemhard　urinating．　B㎝ha【’d　provocatively　askS　him　if　he　wantS　to　touch　his　penis，　and　Mad～

intrigued，　cedes　to　his　inVitation　and　starts　to　masturbate　him．　Bemhard　invites　hirn　to　perform　fellatio

on　h㎞（“VUoi血lo　con　la　bocca？”），　but　Mark　re血ses．　It　is　only　around　the　end　of　the　film，　after

some　scenes　that　show　Mark／Hana’s　gradually　rediscovered　femininity，　that　she　Will　have　intercourse

with　him　in　the　pool　backroom．

Staging　d　iversity：towards　a　multicultural　synergistic　society

　　　Vergine　gi’urata，　however，　is　not　only　an　investigation　of　the　impact　migration　has　on　gender　and

sexuality．　With　itS血亘d，　sober　happy　en辻　the丘lm　proVides　a　positive　model　of　a　society　ruled　by

multicultural　synergy，　where　individuals　from　d鵡rent　cultures　exist　and　interact，　even　while

maintaining　a　distinctiveness　that　makes　them皿ique　and　valuable（Adler　1980）．　Among　the　many

factors　that　contribute　this　stage　of　diversity，　there　is　the　film’s　mUltilinguality．　11　his　discussion　of

‘‘

accented　cinema”，　Ha㎡d　Naficy　highlights　the　importance　of　the　experience　of　migration　or

diaspora　made　by　the　directOr　and／or也e　tea皿ち　because　this　may　lead　to　a‘‘double　consciousness”of
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the　par丘cipants（Naficy　2001）．　This‘‘double　consciousness”in　turn　can　become血e　requirement　for

certa血aes血etic　procedures，　such　as也e　r（rpresentation　of　multilinguality　However，　as　Sabine

Schrader　and　Daniel　Wmlder　pointed　ouち　the　concept　of‘‘accented　cinema”，　although　paying　tribute

to　eXiled　filmmaketS，　is　also　problematic　f（）r　the　classification　of　films　Via　their　directors’biographies

（Schrader＆V唖er　2013）．

　　　Ih　contrast　to　this，　and　despite　the　director’s　ltalian　origins（she　is　a　native　of　Rome），　Bispuri’s

丘㎞succee（iS　in　being　multicul加ral．　The　novel　on趾ch也e丘㎞is　base4晦抑e　gturata，　is　the　first

Elvira　Dones　wrote　in　ltalian．　lhterestingly，　the　screenplay　co－written　by　Laura　Bispuri　herself　With

screenwriter　Francesca　Manieri　was　firstly　penned　in　ltalian，　dialogues　included．　A丘erwards，　it　was

translated　in　Albanian，　and　three　days　were　dedcated　to　readapt　dialogues血Gheg　dialects　with　the

help　of　local　people（ll　Kino　2015）．

　　　Gheg　dialects，　Albanian　and　Itahan　mix　as　in　a　salad　bowl，　and　create　an　effect　of　linguistic

diversity　and　cultural　plurality　that　enriches　the　viewing　experience．　Hana刀Mark　Speaks　only　Gheg

dialect　She　does　not　speak　naH｛m，　but　she　understands　it．　Similarly，　Sljefen，　Lila’s㎞sban¢although

probably　speaking　Italian，　is　basicaUy　portrayed　speakhlg　only　Albanian．　On　the　cont剛，　Lila’s

daughter，　Jonid4　speaks　ItaHan　most　of　the　thne　and　only　in　one　scene　she　speaks　Albanian．　Lila

herself　cunningly　switches　betWeen　the　tWo　languages　accordmg　to　the　sitUation．　Bemhard　the　pool

janitor　whose　nationality　is　not　speci血ed　speaks　01　a　fbreign－accented　ItaUan．

　　　LingUistic　and　cult㎜l　differences　interact，　creating　a　certam　tension血the　narra丘ve　dly血rn．

The　scene　where　Mark　anives　to　Lila’s　place　for　the　first　ttme　is　panicularly　emblematic　of血s

tension．　At　dimer，　Sljefen　is　askng　Marl（in　Albanian　how　w卵hs血vel．　Jo㎡（b　bu酷mto　the

conversation　and　askS　in　ltalian・　where　Mark　is丘om（‘Da　dov’e　che　Vieni？”）．　M征k，　in　Nbaniaq

answers　that　he　is　from　Rraga叫and　askS　Lila　if　she　knows　where也e　place　is．　Jonidゆ1untly　repHes

that　she　knows　noti血g　about　Albani隅　al）art　from　itS　capital　being　Tirana．（“Io　dell’Albania　non　so

niente．　So　solo　la　capitale．　Tirana，　giusto？”）．

　　　Jonida　has　a　pivotal　role　in　the　stage　of　multicultUrality．　She　is　what’sociologists　tend　to　defhle　a

“second　generation　irnnrigranf’．　The　temm，　however，　as　Bjorn　’lhomassen　pointed　ouちis　problematic

f（）rmany　reasons．　First，　it　ccen∋ates　the　falSe　iUusion　of　temporal　simultaneity，　shared　identity　and

shared　chanenges　acr（）ss　time　and　space”．　Secondl）～it　Iabels‘‘people柚o　are　not　immigrantS　as

immigrantS”，　showing　a‘‘tendency　to‘fbeeze’awhole　categoIy　of　people輌nto　a　position　that

identifies　them　with　their　parents”．　Thomassen　recognizes仕ris　aUitUde　as“part　of　a　larger　trend　in

Italian　society　and　its　dealing　With‘fbreigners’”（Thomassen　2010）．　other　studies　pointed　ouち　insteaq

that　individuals　born　from㎞㎡grant　parents　do　not　differ　particularly　from　those　bom　by

autochthonous］［talians．　Wth　pardcular　refdence　to　the　second　genera60n　bom　from　Albanian

hnmigrants　in　Tuscany，　Zana　Vathi　sruggested　lhat　what　second－generation　hr皿nigrants　id㎝倣y　as
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problems　are　more　or　less　exactly　the　same　as　the　problems　identified　by　young　ltalians（sulvey　data

quoted　in　Clough　Ma血aro＆Walston　2010）．　Thus，　the　choice　of　autochthonous　ltalian　Emily

Ferratello　fbr　the　mle　of　Joni（玩the　only　second－generation　immigrant　in　the丘］［n〔㌧can　be　read　as　an

atter叩t　to　e叫〕hasise　this　concept．　At　her　acting　debuちFerrateUo，　who　is　only　fifteen　yearS　old，　is　an

autochthonous　professional　sWimmer　on　the　local　swim　team　Bolzano　Nuoto．

　　　Another　important　element　defining　characters’social　identity　in　the　movie　is　their　occupation．

Coming　from　a　rural，　mountainous　society，　and　With　his　stOry　of　gender　metamorphosis，　Mafk　is

accustomed　tO　bo血men皿d　women’s　manual　labour．　However，　he　does　not　speak　Italian　at　all，

although　he　appears　to　mdelstand　it．　In　one　scene，　Stiefen　and　Mark　are　talking　in丘ont　ofaldos瓦at

night．　Sljefen　says也at　he　fbund　a　job　fbr　Mad～because　a　man　is　nothing　without　a　job・Stiefen　does

not　say　much　about　his　own　employment，　nor　does　the　moVie　insist　on　the　question．　He　wears　an

orange　high－Visibility　uniforrn　used　when　workng　near　moving　vehicles　or　in　daifk　areas；thus，　he　is

probably　a　raiiroaCt　airport　or　highway　worker．　’IJhe　er叩loyment　he　findS　for　Mark　is　as　a　watehe血

agarage．　Lila’s　main　occupation，　instea¢　is　unclear．　Nevenheless，　at　some　point　in　the　filmち　Jonida

alludes　to　her　mother’s　prefbrence　fbr‘‘cleaning　strangers’asses”（‘‘Per　te　e　ser叩re　piU　facile　pulire　il

culo　agli　sconosciuti　che　occupar口delle　persone　che廿sta工皿o　accanto”），　suggesting　that　she　probably

workS　as　a　caregiver．　However，　one　of　the　last　scenes　reveals　that　she　also　regularly　perf（）㎜s　as　a

singer，　albeit　probal〕ly　as　a　hobby　There品re，　the　main　adUlt　characters　in也e丘㎞are　basicaly

immigrantS　working　as　labourers．　This　representation　co㎡inns　recent　statistical　data　sta血1g㎞［more

血an　70％　of　immig㎜t　workers　ill　Italy　are　eml〕loyed　as　labourers（1）irezione　Generale

den’immigrazione　e　delle　politiche　di　integrazione　2015）．　The　movie，　however，　does　not　stress　the

difficUlties　that　immi｛卿ts　may　have　in　finding　ernployment　wi血out㎞owing也e　language，　nor　the

obstacles　faced　by　people　with　a　troubled　gender　identity．

　　　Even　the　location　contributes　to血s　positive　pictUre　of　a　multicultural　society．　The　site　choice

was　probably　not　fomitous：Bolzano，　the　capital　city　ofthe　provhlce　of　Sou也］ryrol，　is　also　one　ofthe

most　muldli皿gual　and　multicUltural　ltalian　cities，　and　figures　among　the　tr）p　twenty　cities　with　the

highest　popula五〇ns　of　fbreigners．　Statistics　reveal　that　up　tt）1　January　2016，46，454　f（）reigners　were

registered　as　residents　m　the　city，　represen血g　the　8．9％of　the　total　popUlation．　hteres丘ngly　enough，

the　most　popUlous　community　is　the　Albanian　one（1・1．8％of　the　fbreigner　population），　fo皿owed　by

Gerrnans（9．2％）and　Morooeans（7．7％）．

　　　Despite　its　anonymity　in　the　fil叫Bolzano　serves　as　an　enゴblem　of　modemity．　ltS　anthropise己

urban　nature紬el℃everyone　can　enjoy　a　certa辻L　degree　of］freedom，　regardless　of　his／her　gender，

ethnicity　or　nationality，　is　counterposed　to　the　archaic　rigidity　of　the　Dinaric　Alps，　wi血也e辻stdcち

obsolete　codes　of　moral　and　social　behaViour．　However，　as　Gianni　Canova　noted，　the　stylistic　choices

adopted　by　Bispud　and　d丘ector　of　photography　Vladan　Radovic　hl　screenhlg　these　two　different
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environmentS，　do　not　e卿1嘘e　con㎞拍，　m也er　they　harmonise　them．　Be　it　Albania　or　ltaly，　past　or

present，　chromatic　and　light　tones　are　the　same：green，　grey　or　brown，　not　a　trace　of　red　or　some　other

gaudy　colour．　Only　at　the　pool　is　light　used　in　a　different　way（Canova　2015），　with　the　pool　being　the

place　of　Hana’s　rebirth．　Here　Hana　rediscovers　her　fem五血ity；here　the　quiver　of　her　body　becomes

irrepressible．

　　　The　scenes　at　the　pool　offer　also　a　sequence　that　celebrates　an　apotheosis　of　diversity．　Right

befbre　Hana　decides　to　have　intercourse丘〕r　fhe丘rst　t㎞e，　the　camera，　accompanied　by　Nando　Di

Cos㎞o’s　harmonious　and　beg血ing　background　music，　indUlges　itSelf　on　the　most　heterogeneous

group　of　individuals　ever　Male，　female，　undefined；White，　Latino，　Black　or　Asian；old，　middle－aged

or　young；of　blon（L　brown　or　red　ha元streaked朝th　grey　or　bal（L　short　or　long，　curly　or　straight；

muscular　or　skinny，　fit　or　pudgy；hirsute　or　smooth；wi血gl田ses　or軸out；wearing　a　swimsuit　or

with　the　l〕ody　shyly　covered　by　a　bathrobe　or　a　t－shirt；with　pool　shoes　or　bare　feeち　the　s㎞

sometimes　decorated　with　tattoos：血ey　mteract　m　a伍en血y㎜neちcha㎞g　md　smiling　at　each

othe垣n　what　seems　a　tribute　to　a　multicultural　society　where　difference　is　finally　portrayed血a

posi丘ve　sense．

　　　With　its　deHcate　and　posidve　approach，　Verg云’ne　giurain　s㏄ms　to　remind　us　of　the　social

irnportance　of　migration　cinema　in　the　moral　fUture　of　ciViliZation．　As　Roger　Silverstone　pointed　ouち

the　media　have　a　profbund　impact　on　the　way　in　which　the　world　is　understood　by　its　citizms．　Global

media　represent　a　mediapolis，　a　single　space　ofpolitical　and　social　communication，　in　which　the　basis

fbr　the　relationships　be榊een　neighbours　and　s血ngers　can　be　either　constnlcted　or　destroyed

（Silverston　2006）．　Given血at　compared　to　o血er　mediatic　forms，　cinema　offers也e叩po血㎡ty　to　tell

廿le　migrantS　perspectives，　to　narrate　the　imer　side　of　the　Other，　it　is　probably　correct　to　recognise仕1at

migration　films，　and　Ve］：gine　giurata　as　well，　have　what　Giovanna　Gianturco　and　Gaia　Peruzzi

e伍ciently　defined　as　an‘‘ethogenic血nction”（Gianturco＆Peruzzi　2015）－apower　to　recognise

social　inequalities　and　promote　processes　of　positive　sociaUzation，　in　particular　towards　the　sociaUy

marginaliZed　in　order　to　facilitate　social　change．　A　power　thaち　With　itS　fUll　of　allure　and　persuasiVity，

if　properly　understOod　and　used血1　an　its　potendal，　wiU　hopefUUy　make　all　important　connibution　to

the　constuction　of　synergetic　bondS　betWeen　different　cultUres　Within　the　same　social丘amework，
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