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ABSTRACT IN INGLESE

Ghosts of Love. A Conversation with Nadia Fusini
edited by Bruno Roberti 

The love speech moves around some fundamental polarities – e.g. 
illusion-acknowledgment, self-Other, mind-body. For this reason, it takes 
shape through a particular language connected to the dimension of the 
ghostly, which evidently relates to the sphere of human consciousness 
within which are settled questions like identity and otherness, wholeness 
and separation of existence, reality and imagination, public and private life, 
desire and death. From the tale of Cupid and Psyche to Hollywood classics, 
from Shakespeare to the films by Sorrentino and Garrone, the expression 
of love crossed the main forms of representation and the features of genres. 
This conversation with the author of I volti dell’amore aims to restore the 
complex interdisciplinary issues regarding the matter of love, starting from 
a crucial question: how to pass from a love which is all expressed in words 
to a word-of-love that becomes image?

Figures of Loneliness in Love
Rosamaria Salvatore

In light of Jacques Lacan’s Seminar XX, Encore (1972-1973), the work of 
three filmmakers is analysed. Specifically, Gertrud (1964) by Carl Theodor 
Dreyer, Ingmar Bergman’s Hour of the Wolf (1968) and Winter Light (1963), 
and above all Nuri Bilge Ceylan’s Climates (2006) and Winter Sleep (2014), 
assumed as important case studies of the contemporary. The Lacanian idea 
used in the essay is that which intends love as the gift to someone else of 
one’s own loneliness; ‘encore’ is still the main question of love, something 
which translates into a promise of eternity.

Dangerous Relationships: Spectatorship and Images Between Cin-
ema and Visual Arts

Luca Malavasi and Lorenzo Ratto

The visual revolution, which goes from postmodernism to the current 
post-medial paradigm, among other things has redefined the status, the role 
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and the power of images, leading them to a progressive reification in rela-
tion to reality and the notion of spectatorship. A relation between images 
and the spectator becomes true when openly brings into play, on both sides, 
corporeality and a deeper and more pronounced emotional coefficient. This 
essay wants to grasp the crucial points of such ‘love relation’ between the 
spectator and images, pointing out three models of interrelationship: from a 
contact/exchange dimension to a collaboration/union one, towards mutual 
possession and dependence according to a strictly fusional logic. 

Scissors, Album and Stationery. ‘Hollywood’ as Fan Magazine
Federico Vitella

This article addresses post-war Italian fan magazines – through the 
paradigmatic case of the magazine ‘Hollywood’ (1945-1952) – intended 
as ‘incubators’ of Italian fandom. The article moves from the belief that in 
the absence of fan clubs, fan magazines have fulfilled their main functions 
via informative columns, readers’ mail and pictures. In this sense, the fan 
magazine appears to be a social device able to nurturing but also disciplin-
ing fandom, by successfully negotiating the demands of the film industry 
with those of the film viewers.

The Phantom of Eros in Late Bunuel
Salvatore Finelli

Luis Bunuel’s cinema explores the dark side of love which has been hid-
den for a long time behind a romantic veil. The rising of a depraved desire 
identifies the superiority of imagination in transgressing not only social 
rules, but also the regime of visuality. In Bunuel’s films, sexual deviance 
transcends the phenomenical boundaries and reveals itself as a fantasy, an 
unconscious scene distinguished by a dynamic structure, as both Laplanche 
and Pontalis claim. The essay focuses on the ways in which perversions are 
configured in films such as Belle de jour, Tristana and Cet Obscur objet 
du désir, where scenes of a perverted desire are conveyed within a process 
which re-writes the figural into the symbolic regime.
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The Physicality of the Desiring Gaze
Rossana Domizi

The cinematic representation of ‘Love’ has often assumed the form of 
desire, staged through stylistic and narrative devices that strongly repro-
duced the dynamic of fetishism. Within the heteronormative realm, such 
a dynamic was shown by the desiring male gaze towards the female body, 
considered as a pure image and spectacle. The article analyzes Primo amore 
(Garrone 2004) and Million Dollar Baby (Eastwood, 2004) in order to de-
scribe instead the transition from womanhood considered as an object to 
womanhood intended as cyborg, and demonstrate how film fetishism can 
assume multiple trajectories and various identity in the female character. 

The (Im)Possible Couples of Noir Cinema
Lorenzo Marmo

The essay aims at going beyond the eros-thanatos nexus which Ameri-
can film noir genre of the 40s is usually linked to, in order to investigate 
a different model of relationship between sexes; one for which love is the 
only hope for survival in a hostile world. Key to this discourse is the role 
played by the urban context: modern metropolis can function in film noir as 
the ground of negotiation for the formation of a couple whose union does 
neither rely solely on a destructive sexual desire nor does represent a mere 
instrument for the integration of the characters in the structures of society.

Inquiry on Love
Anton Giulio Mancino

Since the early 50s, when they meant to say ‘policy’, Italian films used 
instead the word ‘love’, either as a theme or as a concept, especially in the so 
called ‘reportage movies’ and ‘mondo movies’. Especially between the 50s 
and 70s, we had various examples of fiction and (above all) non-fiction films 
that tried to hide their confidential political target behind ‘love’ pretexts. 
Hence, from Neorealistic, post-Neorealistic or anti-Neorealistic perspectives, 
we find very interesting ‘reportages movies’ like Cesare Zavattini’s L’amore 
in città (1953), Le italiane e l’amore (1962) and I misteri di Roma (1963), 
or Ugo Gregoretti’s I nuovi angeli (1962) and Pier Paolo Pasolini’s Comizi 
d’amore (1963), as well as ‘mondo movies’ such as Alessandro Blasetti’s 
Europa di notte (1958) and Io amo, tu ami (1961).   
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Broken Medium
Nicola Turrini

In cinema we can find a specific connaissance d’amour that by evoking 
machinic powers drags us towards the âme du monde. This is a paradoxical 
knowledge since if love is a disposition that ‘aims at being’ – that creates 
the soul – it is also the place of the ‘split between the eye and the gaze’. 
Being a broken medium, separated within itself, love is unable to mediate 
between the poles in opposition and to bring them back to a stable and unique 
meaning. Thinking together love and the image means trying to consider the 
atopic place in which cinema connects the world, the subject and the image 
among themselves. An u-topic place where nothing is written in advance, 
where there are no pre-established relationships and where, when something 
happens, always lies in the order of the miracle.

A Method of Postmodern Love in Mumblecore
Julia Huggins

What is the status of love in cinema of the postmodern epoch? There 
is a certain tendency to position love beyond the here and now; love is at 
once something we long for nostalgically and anticipate always already in 
the future. Yet in the present we remain deeply suspicious of love and our 
ability to make love. While the Western Zeitgeist seems to proclaim that 
love is dead, our apparent failure to make love reveals, according to Žižek, a 
pre-existing, but as yet unrealized, foundational belief in love. The American 
‘mumblecore’ movement of the 2000s provides us with unique access to the 
formal articulations of postmodern love insofar as it grounds itself in digital 
culture, depicting technologically alienated subjects struggling through (un)
romantic relationships. Employing mumblecore as a discursive arena, this 
essay aims to illustrate the radical function of love in postmodernity.

Love is Morality: Godard as a Film Critic
Luca Venzi 

The essay rechallenges Godard’s work as a film critic, especially by 
retracing in this work one of the main themes in the thought and practice of 
the great French-Swiss author: the intersection between ethics and aesthetics.                                                      
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A Film in the Mirror. Rossellini’s Amore
Stefania Parigi

Two episodes joined by the presence of Anna Magnani: Amore (1948) by 
Roberto Rossellini appears to be a hybrid creature, mainly motivated by the 
director’s love for the leading actress. The Human Voice and The Miracle 
tell different stories with antithetical perspectives: the former talks about 
eros through a body that suffers because of absence; the latter stages agape 
through a body plunged into nature, in a kind of ‘Canticle of the Creatures’. 
Two opposed narrations where the male avoids to speak and evokes the idea 
of love as a pure soliloquy.

Love and Incommunicability: Jacques Demy’s Le bel indifférent
Katia Paronitti

In autumn 1955, after shooting Le sabotier du Val de Loire and having 
been Georges Rouquier’s and Jean Masson’s assistant, Jacques Demy was 
looking for a script for a new short film. The lack of money, and the meet-
ing with Jean Marais, lead to the choice of Le bel indifférent, a theatrical 
play written by Jean Cocteau in 1940. It was a monologue in which Cocteau 
analysed the paths of incommunicability within the couple, and needed a 
single set and only two actors. Demy’s film, however, was not a simple 
cinematic transposition of the theatrical play. While Cocteau celebrated the 
power of words to display the state of disorder, turmoil and suffering, Demy 
put on the sudden, unexpected and confused movements of a distressed and 
anguished woman, curbed in an unbearable physical and moral situation. 
He did not give an interpretation of the script focused on loneliness and 
isolation, but he made the camera the witness of the drama of incommuni-
cability between two people.

In the Heart of Men. Rossellini’s India Matri Bhumi
Patrizia Fantozzi 

‘Because love, after all, takes place in the world’ Alain Badiou writes in 
his Eloge de l’amour. To the ‘splendour of the truth’, in India Matri Bhumi 
(1959) Roberto Rossellini films the emergence of his India as a possible 
world in the world. ‘India is the creation of the world’, as Jean-Luc Godard 
said while greeting the film. The film is a real love poem, ‘a reflection about 
life, about nature, about animals’ (F. Truffaut, The films of my life), an act 
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of knowledge able to bring us back to what could not be read in other ways 
if not, first of all, as an act of faith in the strengthened tie between men and 
world. Love is hence intended as the true humus of the earth. By moving 
from Deleuze’s idea that cinema should film the ‘belief in the world’, this 
essay aims to investigate how means this issue is mingled together with the 
one of love intended as the means to penetrate in the living flesh of the real. 

The Choice of Loneliness: Pietrangeli’s La parmigiana
Esther Hallé 

Antonio Pietrangeli’s filmography is inhabited by lonely women, isolated 
in their attempt to conquer an existence of their own. I find that they not only 
reflect the contradictions of post war Italian society, but also build a topos 
of the unknown woman, of whom we can find a perfect exemplification in 
the character of Dora (Catherine Spaak) in La parmigiana (1963), especially 
in her peculiar relation to love. The concepts developed by Stanley Cavell 
in Contesting Tears enables us to understand how Dora, being neglected by 
men, ends up claiming her own loneliness, thus defining a relation to the 
world based on scepticism.

The Man who Loved Women. Nihilism, Seduction, Historicity of Desire
Jacopo Bodini 

Is there a History of Love? Milan Kundera suggests the existence of a 
historicity of relationships, seduction and desire, describing some epoch-
making discontinuities – as Foucault would have called them – through his 
characters. In the Symposium, the figure of Doctor Havel, in opposition to 
the Don Giovanni, marks the discontinuity that characterizes our times as an 
injunction to enjoyment (Žižek) due to the death of God. A third conceptual 
figure, the man who loved women, by François Truffaut’s eponymous film, 
helps us to find a way out of love in the time of nihilism, thanks to an anti-
oedipal conception of desire (Deleuze).   

What You Cannot See: De Oliveira’s Le soulier de Satin
Claudio Di Minno 

After his ‘tetralogy of frustrated love’ (Past and Present, Benilde or 
the Virgin Mother, Doomed Love, Francisca), Manoel de Oliveira carries 
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on his project on ‘impossible love’ with The Satin Slipper. Just like in the 
pièce written by Paul Claudel, the lovers’ passion is continually opposed by 
distance, missed rendez-vous, inconsistent communication. A kind of love 
that persists over the years because the physical distance is a ‘fundamental 
absence’: the film suggests the only love to be able to preserve itself is a 
frustrated one. The audience sees passion not only through action or gestures, 
but also through the ‘word’s vertigo’. Words are declaimed by the characters 
and directed to recipient through writings. Word is perpetually on the move. 
Meanwhile, the characters’ bodies are static, motionless, as tableaux vivants. 
Oliveira opposes a classical representation of love: lovers’ rendez-vous are 
not representable, are not visible, as they are always out of shot. 

Children Love Us: The Flavour of Corn
Claudio Bisoni 

The theme of children’s love is without doubt a delicate one in con-
temporary society. This article proposes to investigate this theme through 
Il sapore del grano (The Flavour of Corn, Da Campo, 1986). Its central 
thesis is that the depiction of love and desire of the 12 year-old protagonist 
for his teacher, and the way the latter responds to it, can be linked to the 
counter-pedagogical thought from the 1970s. This strain of thought, through 
the work of its principal authors (Réné Schérer, Guy Hocquenghem, Tony 
Duvery, Maud Mannoni), interlinks the theme of relationships with those 
of love, gaze and desire, and moreover can be situated at the root of several 
branches of contemporary queer theory.

Love and Representation in Almodovar’s Tie Me Up! Tie Me Down!
Anna Masecchia

The film Tie Me Up! Tie Me Down! (1990) by Pedro Almodovar addresses 
the theme of love as a diegetic tool, as an expressive code and a device 
of vision. Particularly in this work the director emphasises two important 
issues of his filmmaking: the representation of love in its many forms as 
well as the love for representation, i.e. for cinema. The story of Tie Me Up! 
Tie Me Down! originates from an abnormal context: a woman who has 
been kidnapped and is being held captive falls in love with her jailer. As 
Almodovar writes in the press book of the film, his aim was ‘to strike the 
viewer at the heart and at the genitals’. Indeed, the careful handling of the 
filmic medium and the sophisticated rhetoric of excess allow the director 
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to undermine the typically melodramatic paradigm of cinema. One clear 
example of this can be found in the sex scene, which is used as the main 
object of analysis in this article.

Tu ridi. Marital Love Between Pirandello and the Taviani Brothers
Katia Trifirò 

This article explore the ways of representing conjugal love in Tu ridi 
(1998) by the Taviani brothers, a film adaptation of the novel written by 
Luigi Pirandello. The couple is seen as a device that blows up individual 
traumas, stressed by the narrative role of laughter. The eternal romantic 
triangle is performed, according to Pirandello’s suggestions, as a game or 
mechanism, and a feeling of scepticism permeates the space of the intimate 
relationship until its own dissolution.  

Cinema Maybe. Probably Love
Arianna Salatino 

In his film Probably Love Giuseppe Bertolucci achieves a tragicomic 
drama by depicting a love story which develops from screen to stage without 
interruption. The unusual structure of the film stresses the link between ci-
nema, narration and romance, and reminds us that acting, shooting, as well 
as our general interaction with other people, is somewhat fake. Love, such 
as art itself, is above all a game of appearance where everything is arbitrary 
and exposed to the devices of fiction.

Love, Law, Desire in Sion Sono’s Love Exposure
Giancarlo Maria Grossi 

Sion Sono’s Love Exposure represents one of the most interesting insights 
of contemporary cinema on the enigmatic dimension of love. Love is effecti-
vely pictured as a pure Event, that only emerges from a radical disruption of 
every ontological chain of causation (Badiou). Specifically, love described 
by Sion Sono is a production of subjectivity, of new inescapably exposed 
entities. They are created in a constant paradoxical relationship between 
the Law of the Father and its necessary transgression that nourishes and 
sustains the Law itself. Paul of Tarsus’ Letters thus become the meaningful 
core of the film, contributing – together with fetish photography, b-movies 
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narrations, sociology of genders and religions – to deeply question the pa-
radoxical dimension of love.

Times of Eros, Times of Bíos. Starting from Andreas Dresen’s Wolke 9
Agostino Cera

This article presents an irregular ‘hermeneutics of the filmic context’ 
devoted to Andreas Dresen’s Wolke 9, the story of a love triangle among 
three people over 70. Beyond its immediate and most obvious meaning – sex 
in the Third Age –, the scandalous character of the film is to be found in its 
description of an epochal phenomenon which becomes a moral dilemma: 
the questioning of the ontological status of Eros and of the Third Age in our 
times, brought about by technology in its role as an actual subject of history.

Amour e amours: Pathology of a Feeling in Michael Haneke’s Cinema 
Marco Cocco 

In Michael Haneke’s cinema, love is a painful dimension. His harmonic 
enjoyment, according to canons of a parental, filial or marital relationship, 
is an illusive perspective denied and annihilated in the diegesis. By focus-
ing on his film Amour (2012), the essay contextualizes a vision of love that 
sinks into the brutality of reality, rewriting the cinematic lexicon of a feeling 
that, without rhetoric, reclaims all its complex power.

From Schnitzler to Ophuls: the Transfiguration of Love in Liebelei
Luciano De Giusti

In the formation of Max Ophuls’ poetic, the film Liebelei, free adapta-
tion of Schnitzler’s play, significantly contributes to define the director’s 
reflection on the nature of love desire: in consonance with Freudian psy-
choanalysis, Ophüls explores the self-destructive strength of passion which 
will be found in many of his subsequent films. The comparative analysis 
of these two texts shows how drama is transformed into melodrama: in the 
horizon of the melodramatic imagination, love is declined as an absolute 
and impossible sentiment that does not find fulfilment.
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