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Introduction

This research project investigates how the cinemadpresentation of Irish
Americans and their relation to another Catholicugy;, Italian Americans, has defined
and continues to define Irish American identity American society. The thesis is
divided in two main parts. The first gives a higtal and theoretical background of the
development of Irish American identity in the Unit&tates. It is first argued that
identity can be seen as a cultural construct. Htegories that are built by society are
artificial and the terms used for defining grouggeople are not watertight and they
change with time. In the United States, in paréicuthe cultural background of the
individual has to deal with the possibilities givieynpthe myth of the self-made man, the
possibility of shaping one’s own life and futureneltexts taken into consideration for
this section are the ones by Chow, Giles et alstiRuSollors and Wiegman.

The historical introduction also entails a briefeovew of Irish and Italian
immigration in the New World, and the discussion thé repositioning of Irish
Americans in the social structure after the arrfathe Italians. Another section zeroes
in on the stereotypes that were attributed to thgeeips, and on how their racial
identity was constructed. The research on thesddpios has relied on specific texts on
Irish and Italian immigration (Handlin, Fisher, kgrev, Puleo).

The second part of my thesis consists in the aisalys movies in which Irish
American identity is defined through the presendeltalian Americans. | drew
inspiration for this kind of “comparative” approadlrom books like McDannell’'s

Catholics in the Movies.

! Data regarding immigration have also been found in encyclopedias like The Harvard Encyclopedia of American
Ethnic Groups and web sources.



The movies taken into consideration are mainly emmtorary ones, and some of
them are very familiar to the larger public. Thegvé been divided into three main
categories according to the prominence given tpeziic cinematic character and its
conflicts: films on the Irish American Cop and kisuggle between the loyalty to his
background and the loyalty to the StaBtate of GraceThe Departel] films on the
Irish American Vigilante, who is a criminal and ymgtter than the Italian mafioso due
to his unswerving faith and strong ethical c§¢@lee Boondock Saingnd its sequeKill
the Irishman and a film onthe Irish American mobster(s), in which neither ttadian
Americans nor the Irish Americans are depictedtp@dy and the only good character
that stands out is the WASRast Man Standing | will also analyze a much older
movie, The Man in Bluga 1925 mute film by Edward Laemmle which is matarly
important as it anticipates many of the themesaktbd in the more recent movies.
The Man in Blues a rarity as the only existing copy seems to tesgrved at the

Cinematheque of Bologna, and not even the famithefdirector owns a copy of it.



PART 1: Historical and Theoretical Background

1. What is Identity? Race, Ethnicity and Representatio

Defining identity implies working with terms thateanot watertight. Of the many
ways that have been used to define the concepmdst useful for this research is the
analysis through difference. Identity is a culturahstruct based on the recognition of
differences among individuals. Society is a dynaneality in which individuals act
independently — a process called agency (Jilek:etheap.2): as they perform as social
actors, they shape culture, and this way they eradgfinitions while defining
themselves as different and separate from others.

This differentiation is made through the creatidncategories, such as gender,
ethnicity, religion, and social status. These geape based on the existence of so
called marked and unmarked terms: marked termteares that carry a meaning that is
different from what we consider the norm, whereamarked terms are the first features
that come to one’s mind when we say, for examplmar”. Of course those
characteristics change according to social circant&. In Europe, when people talk
about a “man”, they will probably imagine a whitgagght man, with no particular
disability, Christian and around thirty or fortyars old. Marked terms would be if we
identified the man as old, gay, or black. The cpha# a woman in Africa would
probably have black as the unmarked term, whereasgeaker should specify if he/she
were talking about a white woman. As Jiles et aln{s out in the chaptddentity and

Differencé (2008):

2 Page numbers are not available for this text.



Historical moment, nationality, ethnicity, sex asodcial circumstances do make a
difference, and therefore do determinate the waysee ourselves and the way we
think and act. Yet we continue to experience oueselas individuals with the

feelings, beliefs and attitudes that make us autmncs, unique beings, and prefer to
believe that we are not simply the products of ek forces such as social
structures and historical circumstances. [...] idetiare relational and contingent
rather than permanently fixed. They depend upon Wiey are defined against, and
this may change over time or be understood diftgren different places. (Jiles et

al: chapter 2)

The main evidence that identity is a cultural prtds the historical passage from
using the term race to the one of ethnicity. Bathaepts must rely on symbolic and
abstract representations in order to survive. AggMan explains ifRace, Ethnicity
and film (2000), terms are “historically mobile”: “To conteorary race theorists, this
mobility demonstrates that race and ethnicity aveiad constructions linked to the
specific discursive spheres within which they asedi(Goldberg 1990).” (Wiegman
157). Individuals, as Althusser explains with hisncept of interpellatich are
“interpellated” to play social roles and definerniselves and others. As race could not
find any biological foundation, so ethnicity cannbé generalized without being
stereotyped: “Racial differences depend on thendifn given to them by the other —
that is to say, on the definition of the other - éme most powerful definitions of these
kinds are those which are negative” (Rustin:184)stR argues inPsychoanalysis,
racism and anti-racism(2000) that racism is connected to identificatiomd ato
psychoses, and that this compensates the beantkgofasubstance of the concept.
Ethnicity and religion are therefore “blank scréetst allow the growth of phantasies

and feelings of the unconscious: “The most actiaegss at work in such racism is the

? See Althusser’s Essays on Ideology (1970).



projection of negative, repressed, or inaccessigpects of the individual and the social
self.” (Rustin: 189).

In the United States, the question of ethnicity trhes integrated into the dualism
that has been brilliantly analyzed by W. Sollor8&yond Ethnicit{1986) consent and
descent. The New World faced the problem of howtalke — or not take — into
consideration the hierarchies of Europe. The twmsesuggested by the author are
fundamental categories that help explaining how Ara@ society struggled between

meritocracy and origins:

Consent and descent are terms which allow me tooapp and question the whole
maze of American ethnicity and culture. [...] Desceatations are those defined by
anthropologists as relations of “substance” (byoll@mr nature); consent relations
describe those of “law” or “marriage”. Descent laage emphasizes our positions
as heirs, our hereditary qualities, liabilities,daantitlements; consent language
stresses our abilities as mature free agents aotitects of our fates” to choose our

spouses, our destinies, and our political systé&wlors: 6)

It is clear that minorities in the States had thance to improve their condition
through hard work, but it is also true that sombngeities had to start from a
disadvantaged situation. Italian and Irish Amergcaad to face a strong discrimination
in order to make their way into the New World. Theiigin, the countries they came
from influenced the kind of jobs and social positdhat they could achieve when they
reached the United States. From another pointest vMhey also had the chance to build
the image of themselves through means of commuaorcéike cinema and literature.
The construction of their identity has been cord&d since they first arrived and
changes according to the evolution of social naang practices as well as according to

the changes in the means of producing and spreadite.
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2. Irish and Italian Immigration in the U.S.

Irish and Italians did not arrive the U.S. in tleen& period. It was the Irish who
were first forced to migrate from their countryttee New World. As for most of mass
migrations, a tragic event forced families and ypyeople to leave Ireland. Between
1845 and 1852, a fungus affected every potato arapsing a disease called potato
blight, and the consequence was the so called Giaaine. During this period, one
million people died from starvation and disease] ane million more emigratédso
the population of Ireland decreased by 20-25%th@fones who chose to leave Ireland,
a good part chose the U.S. as a possible destnafite exodus started during those
years and continued approximately for three decallsh immigrants were largely
hired in the northern states as unskilled laborengy worked in the harbors while their
women worked as housekeepers. Later, they stameitigaat state positions such as
policeman, priests, and firefighters. Many of theere so poor that they ended up been
killed in the streets during fights and illegal omeons. This was one of the factors
which induced many U.S. citizens to think that thish Americans were to be
considered drunks and beasts. As Fisher arguesteir poverty, which often led to
alcoholism and sometimes to insanity and crimigaionvinced some Americans that

Irish Catholics were inherently depraved.” (Fishef).

4 . . . "
Since there was no precise record, some researchers tend to set the amount of emigrants to two millions.
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Table 1. Irish immigration to the United States, 1820—-1975.

Percentage of

Period Number? total arrivals
1820-1830 54,338 35.8
1831-1840 207,381 34.6
1841-1850 780,719 456
1851-1860 914,119 35.2
1861-1870 435,778 18.8
1871-1880 436,871 15.5
1881-1890 655,482 12.5
1891-1900 388,416 10.5
1901-1910 339,065 3.9
1911-1920 146,181 2.5
1921-1930 220,591 5.4
1931-1940 13,167 2.5
1941-1950 26,967 2.6
1951-1960 57,332 2.3
1961-1970 37,461 i
1971-1975 6,559 —
Total 4,720,427 10.0

Source: U.S. Immigration and Naturalization Service, Annual Report, 1975
(Washington, D.C., 1976), pp. 62-64.

a. Figures, especially those for the early decades, are not exact and should
be used only as a rough guide.

Figure 1 Harvard Encyclopedia of American Ethnic Groups, page 528

Fisher hints at a very significant difference, that all the Irish who emigrated
were Catholics, as there were also the so calledcB®drish, who were Protestant and

therefore somehow had an easier way within Amerszanety. Ignatiev explains:

From the time they began emigrating to about 18&%h Protestants were known in
America simply as Irish. As Wittke notes, “The ghalistinction between Irish and
Scotch-Irish developed in the United States inldéisé half of the nineteenth century
for reasons that were primarily American. After tireat influx of Irish immigrants

and the problems created by this sudden boiling of/the melting pot, the Scotch-

Irish insisted upon differentiating [...].” Thus, [..gd racial (but not ethnic) line
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invented in Ireland was recreated as an ethnic (lmatracial) line in America.

(Ignatiev: 46)

While the Irish Americans were still struggling ¢et a place in the American
society, another Catholic group started to arrivessively from Europe: the Italians.
Between 1880 and 1900, almost one million peopieed from the Bel Paese, pushed
from the need to escape from the poverty of thel®wn regions of the country (Fisher
73). During the following two decades, the popwatgrew until four millions. The two
ethnicities faced two different eras in the histofyhe U.S. immigration policy. AShe
Harvard Encyclopedia of American Ethnic Groupports while the era between 1776
and 1881 was called “The Open Door Era”, the foilmvdecades were referred to as
the “Era of Regulation”, 1882-1916. Indeed, in 1&ibexisting state laws regarding
immigration were declared unconstitutional, and plogver of regulating immigration
was given wholly to the federal government. Thiegess ended up in the 1880s and
made it possible for the United States to tag sofrtbe immigrants as “undesirable”.

From those years on, arrivals were monitored mogeigely.



Table 1. Italian immigration to the United States, 1820-1975.

Years Number of immigrants
1820-1830 439
1831-1840 2,253
1841-1850 1,870
1851-1860 9,231
1861-1870 11,725
1871-1880 55,759
1881-1890 307,309
1891-1900 651,893
1901-1910 2,045,877
1911-1920 1,109,524
1921-1930 455,315
1931-1940 68,028
1941-1950 57,661
1951-1960 185,491
1961-1970 214,111
1971-1975 93,151

Total 5,269,637

13

Source: U.S. Bureau of the Census, Historical Statistics of the United States:
Colonial Times to 1970 (Washington, D.C., 1975), |, 105-106, and U.S. Immigra-
tion and Naturalization Service, Annual Reports, 1971-1975.

Figure 2 Harvard Encyclopedia of American Ethnic Groups, page 547

Italians faced a strong discrimination. For instarihey were often obliged to
attend separate masses, and they had to struggleefeame working positions that the

Irish Americans had occupied for decades:

Italian immigrants found themselves competing fobs with well-established
groups like the Irish as well as with such felloewtomers as Jews and Polish
Catholics. [...] The overwhelmingly Catholic Italiamgere often scorned by Irish

and German American priests. (Fisher: 73)

As Anthony V. Riccio reports in his 2006 bodke Italian American Experience in

New Havenwhich narrates several stories of ltalian Amear&a
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And we had an Irish priest here, Father Kelly. [If you weren't Irish you couldn’t
go to the Saint Francis School. He wouldn't take&.yAnd when it came over —
Saint Donato — you had to be Italian to come te thiurch. And if you were getting
married you had to marry an ltalian or if you wéiish you had to marry an Italian

to go there. (Riccio: 390)

As were the lIrish, Italian Americans were also d@d into “good Italians” and
“bad Italians”, but not according to their faitmstead, they were classified as two
separate races according to their region of ori§outhern Italians were considered

racially inferior to northern Italians:

The U.S. Bureau of Immigration reinforced thesereamthed biases, classifying
Italian immigrants as two different races — nonthand southern. Southern ltalians
were viewed as a different race entirely, likely fmany reasons: their darker
complexions, their inability to speak English, thgeneral illiteracy, and their
unusual Catholic religious customs. [...] Northetalidns actually encouraged this

separation and distinction from their Southern ¢oumen. (Puleo: 81-83)

Northern Italians had learned English and they bHa&l means to open small
businesses or start professional activities ang wee ashamed of the stereotype of the
Italian American that was forming on the imagelsf southern Italian. The Dillingham
commission itself declared how Americans had a dngkstimation for the “polenta”
people then for the “pizza” folk. As the followinghart shows, official documents
divided the two Italian “races” as if they were daghfrom different lands. Puleo seems
to suggest that the stereotype of the Italian Acaerihas been created through the

image of the Southern since Northern Italians asthpasily to the New World and did
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not draw much attention on them. Therefore, whestoeument speaks about Italian

Americans, it usually refers to Southern ones, sutleven dealing with the distinction.

Table 2. Immigrants admitted to the United States, 14 years and
older, who could neither read nor write, 1899-1910,
by race or people.

Persons who could
neither read

nor write
Number

Race or people admitted Number Percent
Portuguese 55,930 38,122 68.2
Turkish 12,670 7,536 59.5
Mexican 32,721 18,717 57.2
Italian, South 1,690,376 911,566 53.9
Ruthenian (Russniak)® 140,775 75,165 53.4
Syrian 47,834 25,496 53.3
Lithuanian 161,441 79,001 48.9
East Indian 5,724 2,703 47.2
Bulgarian, Serbian, and

Montenegrin 95,596 39,903 41.7
Dalmatian, Bosnian, and

Herzegovinian 30,861 12,653 41.0
Russian 77,479 29,777 38.4
Korean 7,259 2,763 38.1
Croatian and Slovenian 320,977 115,785 36.1
Polish 861,303 304,675 35.4
Romanian 80,839 28,266 35.0
Greek 208,608 55,089 26.4
Hebrew 806,786 209,507 26.0
Pacific Islander 336 83 247
Japanese 146,172 35,956 246
Slovak 342,583 82,216 24.0
Armenian 23,523 5,624 23.9
African (black) 30,177 5,733 19.0
Spanish 46,418 6,724 14.5
Italian, North 339,301 38,897 11.5
Magyar (incl. Hungarian) 307,082 35,004 114
Chinese 21,584 1,516 7.0
Cuban 36,431 2,282 6.3
French 97,638 6,145 6.3
Spanish-American 9,008 547 6.1
German 625,793 32,236 5.2
Dutch and Flemish 68,907 3,043 44
West Indian (except Cuban) 9,983 . 320 3.2
Irish 416,640 10,721 26
Welsh 17,076 322 1.9
Bohemian and Moravian® 79,721 1,322 1.7
Finnish 137,916 1,745 1.3
English 347,458 3,647 1.0
Scots 115,788 767 0.7
Scandinavian 530,634 2,221 04
Other peoples 11,209 5,001 446
Not specified 67 5 7.5

Total 8,398,624 2,238,801 26.7

Source: U.S. Senate, 61st Congress, 3rd Session, Doc. No. 747, Reports of
the Immigration Commission, Abstracts of Reports of the Immigration Com-
mission (Washington, D.C., 1911), p. 99.

a. Ruthenians are Carpatho-Rusyns.

b. Bohemians and Moravians are from present-day Czechoslovakia.

Figure 3 Harvard Encyclopedia of American Ethnic Groups, page 478



16

Nowadays, while Irish Americans are distributed a¥ler the country, Italian
Americans are still mainly populating the northtezfghe U.S., and this might reinforce
heavier stereotypes against them. The tensionsrirdigations and stereotypes that
equate or distinguish the two groups of immigramii be analyzed in the following

paragraphs.

3. Catholics in the U.S.: The Almost Whites

As Handlin points out (IX), “It is the field wheranfamiliar groups meet, discover
each other, and join in a hard relationship thatilts in either acculturation or conflict”.
It is in the not-so-neutral field of the United & that two ethnic groups, Irish and
Italian Americans, who had rarely confronted in thé continent, had to struggle for a
place in a new society. Since the Irish were tha fo arrive in the United States, it is
reasonable to analyze how the immigration of th#alhs changed their social position
and the public opinion towards them. In order tosdoit is first necessary to examine
the common features and traits of the two groupd vehat differentiated them.

The first common trait is the reported “non whies” of the two ethnicities. As
the Irish arrived in the U.S., they were surprisadlearning that they were not
considered white. In order to be a real white, needed to be a WASP.Although
their skin color seemed to perfectly fit the somakescription associated to whiteness,
Ignatiev in his boolHow the Irish became whiteminds us of two important aspects of
Irishness. The first is very much known: most o thsh who migrated from Ireland

during the Famine and afterwards, who arrived ia thnited States as unskilled

> Wasp: White Anglo-Saxon Puritan. Term that defines North Americans with English Protestant ancestry. The
term was first published by Andrew Hacker in 1957, who explained its meaning and added that it was already
being used by American sociologists.
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laborers, were Catholic, and therefore suspecteitidpourgeoisie of being more loyal
to the Catholic church and its leader, the Popan tb the State. For a long time, they
were prohibited to hold social roles as for exampiditics and administration. Irish
American priests and religious institutions wereenfpersecuted.

The second aspect defies expectation. A commonomigption that Ignatiev
subverts in his research is that it is not true thaleast, compared to other minorities,

they spoke English”:

As for the language issue, it is easy to see #mtMiller points out, “Anglicized
middle-class spokesmen were generally unwilling admit the existence of
linguistic barriers to full acceptance in Americanciety.” And so the myth was
born that would later be used to explain why thshi‘made it” more easily than
other immigrant groups (a questionable assertithgt they were native English

speakers(lgnatiev 47)

Indeed, many Irish American people used Irish aotl EBnglish as primary
language. According to Ignatiev’s research, oneltbf the people leaving Ireland were
Irish speakers and had therefore difficulties idenstanding English.

Because of these two reasons, Irish Americans autltbe considered whites for a
long time. Before the Civil War, Irish Americans ng@econsidered “niggers turned

inside out” (Ignatiev: 49). As Fisher reports:

Michael Walsh, an Irish Protestant immigrant whpresented a heavily Catholic
New York City district in the U.S. House of Represgives, exclaimed from the
floor of the House in 1854 that “the only differenbetween the negro slave of the

South and the white wage slave of the North is thatone has a master without
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asking for him, and the other has to beg for theilpge of becoming a slave.”

(Fisher: 54)

The picture below shows how in the laté"1I@ntury Irish Americans were often
even graphically represented as something betwéeesvand blacks with a prominent

mouth and an ape-like physiognomy.

TRIAH 4z H A ARGLD=JELNO T HETIRCY
The Terars A= bwm owmem 1z adwn DESSOT e I~ Airocar raer, wl s aa-toen LR SHL ] o £ Frnwi g, ”"..u.;l'l Lo oLz
Wesiern Lorope. Thepoemare e Pen @ ar s Barvu ar germiaz phaise romtivg pac sl e conmir o Do el wane o e
srogamaons sepe TRy wawrs v e and mrazd ~ ol et en e el Weslowlh s ererl-m e L p s 10 ae s Inen il
cw P 30d dusceaconls oanerges o ke HE Y N R T e T Y I SR YT VSN I | R RCERY P, T I T P S-S ]
Ii-.um;.ug.-l 1 0P mcaldbs sipdgge o e I il mladd owie zeirtd rpo ot D ol omala - Yo e cacgg

Figure 4 An Irish American, an Anglo-Teutonic and a Negro are represented in Harpers Weekly. The Irish
American’s face is different from the one describing other northern Europeans.

Another picture of theHarper's Weekl§ shows how both Irish and African
Americans were seen as a problem respectivelyhoNorth and the South. Two men,
an Irish American and a Negro are put on a balamcktheir weight is almost equal.
This points to the idea that the two ethnic groaps heavy on the shoulders of

American society.

®The Harper’s Weekly — A Journal of Civilization was an American political magazine from NY. It was first print
in 1857 and lasted until 1916.
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Figure 5: Negroes and Irish Americans are shown as two equivalent problems, respectively for the South and the
North. Harper’s Weekly

For Italian Americans, these two aspects were eRated. As pointed out in the
previous section, Southern Italians were believetita be able to speak English and
they were also considered almost as African Amaesca-urthermore, they were
perpetrators of a kind of Catholicism that was adered bizarre and suspicious not
only by the Protestants, but also by the other @@ththemselves. As Fisher points out

referring to Southern Italians:

Italian Americans cultivated a style of Catholicigmat reflected both their European
origins and their immigrant experience. Where thishl invested great spiritual

authority in the priesthood, Italian-American spiality was oriented toward a



20

devotion to family rooted in the peasant villagégh®e homeland. [...] The most
distinctive feature of Italian-American Catholicismas thefesta, a devotional

celebration [...]. (Fisher: 74)

Because of the fact that Protestants were so sogpiof Catholic groups, together
with the general illiteracy that often charactesizbe two groups, Irish and Italian
Americans, the only possibility for the immigrantgs to get humble jobs. Of course,
the struggle for finding a job and the sense oftgmtion that both Irish and Italian
Americans had towards their countrymen led to viokeand tensions. The book that
best gives account of many episodes in which kisth Italian Americans had a difficult
coexistence is again Anthony V. Ricciol$e Italian American Experience in New
Haven The author reports the comment of an Italian Acaer regarding the

relationship to Irish Americans:

“GARLIC”: You had that tremendous animosity amohg trish. To the degree that
the vehemence of it had a largely economic measuite You'd find it among the
working class of the poor lIrish to a far greategrée than those who had become
affirmed so called “lace curtained”. It was attetedhthere so that its expression
would not be quite as immediate or quite as vul@art it was still there; it was

certainly there among the WASPs. (Ricci: 25)

Ricci reports, together with the difficulties tHtdlian Americans had to face while
approaching the Irish Americans, some fights ttegipened in the area of New Haven.
He quotes Eugenee Clini, president of the Marcheg@ub while he narrates about the

figths:
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The Irish were further up on Howard Avenue. Dowipbe on Columbus Avenue,
Cedar Street where most of the Marchegianos livéel got along fine — we used to
fight all the time. We used to have some real ligisk$ with the Irish. It was bad; it
was no fun. They used call us guinea bastards wenything else. [...] They used to

have gang fights between the Italians and the iréstrs back, oh yeah. (Ricci: 357)

Ricci gives an almost romanticized view of what wegpening in those years.

Crime news shows how the events sometimes reachpdntions of national interest.

[reis s T H S IHl U-H I]\II'& N "l-'l."- BLUE

STHEARK

MASSABHE 70F _MDHAH GANG

UL 11—
P GO VICTIMG ARE LINED

annseiees AGAINST WALL; ONE
VOLLEY KILLS ALL

Figura 6. A Chicago Daily News article about a fight between Irish and Italian Americans

A fact that many remember is the so called SairledMae’s Day Massacre. The
Italian American boss Al Capone and the Irish Awesni George “Bugs” Moran were
competing for the monopoly of the alcohol black kearin Chicago. On the 14

February 1929, the Italian American side won: whileCapone was in another State,
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his men, dressed as policemen, arrested and thesllprexecuted Moran’s mobsters,
leaving the city to the sole power of the Italiamérican gangster. This massacre
became a movie by Roger Cormawhich is inspired but not particularly loyal tioet
real facts.

The Valentine’s Day Massacre is not the only fdwhattwas reported in the
newspapers and that testifies the tensions betiyeeirish and the Italian Americans.
Some years before, before prohibition, New Yorldsbor was the theater of a series of
fights between the two groups: the Morello crimeifs encroached the Waterfrént
and started competing against a group of Irish Acaargangs that had united in the
White Hand Gang to contrast the threat. That wpsreod of cruel murders and ended
up with the Italian American conquest of the afida harbor in New York has been the
setting of another movi€)n the Waterfront (1954)hich focuses on the unions that
were controlling the area at the time and on tivees that happened there.

The State of New York had already been shaken enptievious years by other
conflicts such as the 1894 Buffalo Riot, in whiclamy Italian Americans were injured
and arrested after a bar fight against the irigks the article reports, some Irish
Americans went to a saloon in an lItalian neighbodh@and after drinking they refused
to pay. The Italian Americans had weapons, and thagysacred the Irish Americans in
a fight that lasted one and a half hour beforeptblece arrived. Interestingly, the article
after explaining the fight uses the term “war”, alhiindicates that such episodes were

not rare in crime news.

" The St. Valentine’s Day Massacre (1967)

® This is the name of the harbor in New York. FatHar details about the history of this area, sebdf'sOn
the Irish Waterfront: The Crusader, the Movie, dhd Soul of the Port of New YQ&009)

° Race Riot In Buffalo.; Italians and Irish Fight fan Hour and a Half in the Street. New York Tinte® Mar.
1894
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RACE RIOT IN BUFFALQ.

Italians and Iriah Fight for an Hoor and
n Half in the Street.

DBUFFAILD, Mareh 1%.—Four young
tutlghs "' went into a4 saloon in the Italian
quarter this afternoon and ordered a round
of ddrinks, for which they refused to pays
The proprictor and several friends followed
then into the strect. The lItalions were
armel with knives and revaolvers, and the
others pleke=! up bricks from @ plle on the
siviewalk. With the tiring of the first sfot a
vrowsl beran o collect, till the men on
cach side numbered fully 200, At least fifty
shats were fired, and any number of bricks
thrown. Several men weant to the top of a
urivic bluck on ("ourt Strect, tore down a
chimney, and dropped the bricks on the
crowsl In the strevt.

The fAght laswel an hour and a half
befours the police came and dispersed the
warring factions., As a result five Italians
are lockedd up, twea of their opponents are
fn beed with =erious wwaunds from knives
on their twelive=s, and hallf & dvzen othera
have bHroaken headds,

It wis 4 wiar belwesn the I[talians and
tue Irizh, and the ltallans won.

- = me  — —

Ehe New JJork Times

Published: March 19. 1884

Figure 7. A page from the New York Times narrating a fight between Italian and Irish Americans

4. Stereotypes and Tensions

Because of the spreading violence in Italian anshlImeighborhoods and the
alcoholism and illegal activities that derived frahe poverty of the two groups, many
stereotypes emerged. First of all, both the growpre compared to primates. This was

done in order to underline their inferior naturagddhere are many examples regarding
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groups that were considered enemies or threatsrieriéan society. This tendency has
lasted all throughout the twentieth century andphesent day. As the pictures below
show, the enemies of the U.S. during the WWII, llapanese or Germans, or even

nowadays African Americans are represented — ompeoed to — apes. Also the typical

caricature of Irish and Italian Americans is ofterude ape.

Figure 8 During WWII, American Propaganda shows Japanese soldiers as ape-like soldiers, ready to kill American
children and women.
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Figure 9 A comparison between a historical 1917 propaganda poster by J. M. Flagg and the April 2008 Vogue
cover. In the poster, German soldiers are compared to apes. In the magazine's cover, an African American basket
star is posing in the same attitude and is therefore compared to an ape too.
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Figure 10 "The usual Irish way of doing things" - a 1871 Thomas Nast's caricature published in The Harper's
Weekly
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OUTRAGEOUS.

S we've dared to call the monkeys in the Zoo by Irish names;
Erin’s sons, in wrath, declare us snobs and Aunkics ;
And demand that we withdraw them—nor should we ignore their
claims—
For it's really very hard—upon the monkeys.

Figure 11 A poem published in 1893 in the Life Magazine. The poem implies that not even monkeys want to be
compared to Irish.

In the nineteenth century such stereotypes alseapd in advertisements. In his
book The Boston ItalianPuleo reports some anti-Italian print, this is am@reple:
“Uncle Ben’s Pasta Bowl print ad-: “If you eat amdle Ben’s pasta bowl,” the copy
reads, “don’t be surprised ifa youa starta talkilkga this afterwards.” (Puleo: 261-
262).

Together with the stereotype of being inferior gmeuboth Irish and Italian
Americans were intimately connected to violencet Noly riots in the streets were

caused by drunk Irish Americans, and many of thgreeips were implied in illegal
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activities, but soon a common passion of Irish #atlan Americans was revealed:

fighting. As Fisher points out:

Sports were among the primary vehicles of Cathadigiration in America. John L.
Sullivan, an Irish American prize-fighter, becameagional hero in the 1880s, when

he reigned as heavyweight champion. (Fisher: 85)

Also Puleo reports how the sociologist Whyte exatihe nature of the struggle

between Irish and Italian Americans;

It was between these groups that the sharpestgstrtmpk place, and many fiercely
contested battles were fought on North Erstireet corners. Whyte noted that battles
took place away from the street corners too- mgst®lically, in the boxing rings.
In the early years of Italian settlement of the tNoEnd, and even into the early
twenties, boxing was controlled by Irish promotarsl largely patronized by Irish

fight fans. (Puleo: 14-15)

Puleo gives one of the rare analyses of the hegtbstruggle between Irish and
Italian Americans. He claims that it was the Ir&imericans, who had themselves been
victims of persecution, more than any other etliypicivho discriminated Italian
Americans. He describes how the two groups wetggling for the same jobs and the
fact that, in the meantime, Irish American had deieed their social preponderance

and learned English, so they scorned the illiteitateans. As Riccio explains:

“PAINTING CHURCH CEILING MURALS": (Joe Simone spok& a meeting
room in Sterling Library on July 19, 1999. My fatHeund out he couldn’t get work

because he was an Italian and he decided to chaisgeame in the ‘20s from

1% North End refers to an area of the city of Boston.
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Simoni to Simone so it sounded like it was Frertére in New Haven you couldn'’t
get work unless you were Irish or your name diémdl in a vowel. It was sad. [...]
New Haven was a very Irish town. It was ridiculoteslly. We all lived together but

we couldn’t work together. (Ricci: 254)

Table 4. Major sources of immigrants from Europe and Western Hemisphere, by country, 1821-1970 (thousands per decade).*

Denmark,

) G(ea_t Norway, Austria-
Period Britain Ireland ¢ Sweden Germany Hungary Russia Italy Canada Mexico r:cal?;s
1821-1830 25 51 - 7
1831-1840 76 207 2 152 - L 2 a 2 =
1841-1850 267 781 14 435 — = - 5L 7 2
1851-1860 424 914 25 952 = it 5 B i i
1861-1870 607 436 126 787 8 _3 2 R £ i
1871-1880 548 437 243 718 73 39 % Ty I =t
1881—1890 807 655 656 1,453 354 213 agg i e o
1 gg} _}g?g g;g gss 372 505 593 505 652 — — :
bl v 123 205 N 2,145 1,597 2,046 179 50 108
1921-1930 330 221 % ;:; b &2 e §;§ e k-
:gi:-:g;g 29 13 1 114 117 1 68 109 42: :g
Ll :gg 27 26 226 28 1 57 172 61 50
ol i 57 57 478 — 6 185 378 300 123
40 43 191 —_ 8 214 413 454 470
Total 4,782 4,712 2,481 6,915 4,172 3,356 5,175 2,918 1,565 965

Source: Conrad Tasuber and Irene Taeuber. The Changing Po, ion of the United States (New Yorl ;: t n ri

- § 3 ¥ ing Populatios t States (New York, 1958 13; US. Hi

I f S - C jal Ti s Ui ( i ), p. 56, table 13; U.S. Bureau of the Ce sus, Historical Sta-
a. Figures for 1821-1867 alien gers arriving in st Y 1I =1 1 —1897, immigran ns arriving = and = immigrant
5 3 8 len p g i ge; 1868-1891 and 1895-1897, immigrant alie iving; 1892—-1894 1898-1970, immi

aliens admitted; 1819-1868 by nationality; 1869-1898, by country of origin or nationality; 1899-1970, by country of last pem:an;nt residence. i

Figure 12 Harvard Encyclopedia of American Ethnic Groups, page 480

Furthermore, he also underlines the different loh&€atholicism practiced by the two
groups adding that Italian Americans were accusetdeing anti-clericalists. Puleo

gives another very interesting view of the situatio

Then there was the belief by the Irish, largelyunate in the early days of Italian
immigration, that Italians were “birds of passagehio traveled back and forth
between ltaly and the United States for seasonat and had no interest in settling
in America permanently. Many Italians were apathatiout obtaining citizenship,

which also stoked Irish fears that Italians hadlasire to make a commitment to the

community. (Puleo: 14)

Puleo also reports the explanation of Whyte, whetavrthat Irish Americans

considered lItalian Americans as an inferior peopMéhat appears from cultural
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documents and is clearly portrayed in the cinemagipresentations of the Irish
Americans is that this group that started as asidert, poor and unreliable, has won the
sympathy of the public opinion when a new grouplidns, arrived in the U.S.,
challenging social rules.

Another interesting aspect is the question of haathGlicism and violence were
historically seen as intimately connected. THarvard Encyclopedia of American

Ethnic Groupgyives a short but illuminating explanation:

Soaring arrest rates, usually for disorderly comdgave the Irish a reputation for
drunkenness and violence. At the same time, by rbegp the most numerous
national group in the Roman Catholic Church thehircame to be permanently
identified with it, intensifying the already stmpranti-Catholicism in the host

society. (533)

Indeed, Irish Americans built a parastate, a statee state. This tendency had its
roots in the structure of the society in IrelandheTrish tribes recognized their clan
leader as morally and politically more importardriithe central state, so not even the
British could ever totally rule Irelant Therefore when Irish arrived in the U.S., they
kept their social rules and refused to give themtaphe existing structure. When
decades later Italians arrived, they joined thagtate rather than adapting to a society
that was more even more different from the one tiaage from.

In conclusion, Irish and Italian Americans werauggling for a comfortable place
in American society and, due to their similaritigkey found themselves fighting
against each other. This competition finds few spadistory books or literature, but it

has been a very prosperous topic for visual arscamema. As will be explained in the

! see the Cromwell laws where he tried, for example, to impose the study of English in the schools, and the
Irish campaign (1649-1650).
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next sections, the Irish American identity is ataerdl construct that has been often
defined in relation to another cultural constrdtdlian American identity, since Irish

Americans started becoming “whiter” as soon asaltal arrived in the U.S.

5. Catholic Cinema

Collen McDannell in his bookatholics in the Moviehas tried to put together all
the different ways that directors have found tcematically represent Catholicism in
the U.S.. It is very complicated to find a lineftdlow within all the different artistic
expressions and meanings that have been assotiatédtholicism in the American
society. As he brilliantly points out: “Movie seginjust like moviemaking, is an
intricate and creative process of making and rentpkeality”(7). It is true that movies
conveys a meaning, but the ideas and contributibatsthe public brings are equally
important in terms of cultural analysis.

McDannell analyses the reasons for the centralitCatholicism in the movies.
Historically, the first decades of the twentietmitgy saw Catholics, in particular the
Irish and later the Italian Americans, as the “ ilmrant other” who inhabited the
industrial cities as opposed to the Protestant kvieal in the rural areas: “Catholicism
marked these immigrant characters as somewhatgforend alien but also as
profoundly local and American” (14). The authoroakxplains that movie directors
chose Catholic characters when they “wanted toocegpthe themes of the loyalty of
friends, the power of the family, and the charnetbinic traditions”(ibid.).

Of course during the twentieth century the idedhef Irish American, the Italian
American and the Catholic in general changed. McR@#runderlines how during the

era of silent movies and the golden era, thesegwaps were actually the “lords of
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criminality”, but at least Irish Americans were eddy making movies and could
somehow mitigate reality whereas Italian Americarmild not. During the 30s,
Catholics were in charge of judging the moralitytlod movies, whereas before such a
task was purely in the power of Protestants. Asatitbor explains, the representation of
“Crime and punishment, class and ethnicity, fan@lyd romance” (McDannell: 18)
passed from the hands of white Protestants todhddhof Catholic directors, especially

Irish American ones:

Many middle-class Catholics, who once were cultunatsiders, took up the
responsibility of promoting “respectability”. Irishmerican Catholics, especially
middle-class women and priests, claimed the moigh lground vacated by
Protestants. In doing so, they hoped to demonstnatesuperiority over other urban
dwellers that included African Americans, Jews, i@igts, as well as fellow
Catholic Italians and Poles whose devotional leit &lien to the Irish. By claiming
to be the final arbiters and enforcers of moralityfilmmaking, Irish American
Catholics assumed a powerful place in defining héwericans would see

themselves. (McDannell: 19)

This passage underlines how in those years lIriskerfsans were working on
building an image of themselves different and atmmsposed to the one of other
ethnicities. It is therefore no surprise that eweswadays movies represent lIrish
Americans in relation to other minorities.

Some years later, in the 50s, Catholics were bettegrated into American society.
The number of Catholic directors of the period igstanding: Hitchcock and Capra
are only a couple examples of the levels of impmgaof Catholic presence in the

movies. During the cold war, these films mainly regented masculine priests and

2 His American period, from the 40s until the 60s, when he directed many of his most famous pieces.
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devoted nuns, and portraying the Church became rdratefocus to Catholic
filmmaking, but the period of general anxiety foetfuture that the end of the WWII
brought by began to be reflected in the way charaatere represented. As fears from
the Old World came back, doubts and uncertaintycaéid the image of the people who
had been coming from those countries in the pasadis. This rapidly lead to a
comeback of repressed cathophobia, that surfacesbures likeThe Exorcis{1973), or
into gangster films likdrue Confession§1981). As T. J. Meagher points Suduring
this period, it is also detectable a revision/redtdn of the popular image of the Irish

American Catholic and of the self-image that thioseigrants had of themselves:

Depicted for thirty or forty years as pictures nhocence, guardians of morality,
and/or exemplars of patriotism in movies likoing My Way,lrish American
Catholics were now showing up largely as cynicaps;ocorrupt politicians,
nationalist zealots, or hypocritical priests. Ve turmoil of the 1960s did mor than
transform how most Americans saw Irish AmericanhGlts. The revolutions of
the 1960s provoked a crisis in how Irish Americaasv themselves. (Meagher:

229).

This newly-sprung “corrupted” image emphasized stezeotypes that had always
been there when it came on Irish Americans. Evemowies represented them as saints,
the negative image of the poor immigrant had alwbhgen implied even in the
representation of the good Irish American charadferagher underlines that “negative
stereotypes of Irish Catholics had been the northenAnglo American world, making
the Irish the first and longest lasting “other”.eTktereotypes mentioned by the author
are associated with bad behaviors such as drungenriaziness, violence and

emotionalism (230). The author suggests that Isherican identity has been

“In the chapter “Cops, Priests, and the Decline of Irish America” of the book Catholics in the Movies.
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demolished, and that new “anchors” were neede@define it, like for example Irish
folk culture, history, and literature. So after eripd of sympathetic representation of
this ethnicity, the 70s and 80s marked a turn wv tftey were described in the movies.

They left the cinematic pedestal and gave up téhemathnic group, Italian Americans:

During the 1970s Italian Americans became Hollywesdevorite ethnic group and
remained so for decades. [they] became the etlhiethnic revival. [...] As Italian
American Catholics became a pervasive, powerfusgaree in American film, the
Irish American Catholic image shattered. This tréegan withJoe(1970). [...] A

stream of movies and television shows then followrsat depicted Irish Catholic

men as racist, repressive, and corrupt. (Meagi32} 2

The 90s and the beginning of the new millenniumehseen an appearance of well
nuanced characters on the side of the Irish Ameyriadereas Italian Americans have
kept their negative traits and have even been seercorrupting the good Irish
American. The following analyses show how in thevies later considered Irish
Americans are still anchored to the new picturéhemselves based on their Old World
history and traditions, and how their relation talian Americans is still seen as
problematic.

The movies that this research project takes intgsideration limit their focus on
the male members of Irish American population. Wiorde not seem to have been of
sufficient interest when it came to Irish Amerigaiovies. They have been represented
as nuns, but they found no or little space in geergmovies. This might also be
connected to the fact that when the stereotypemstg@atholics took shape, Irish and

Italians in the U.S. were mainly men. Immigrantgevenostly unmarried young men or
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men who left their family behind. Also, for exampleésh women rarely had public
roles as their fellow men: they usually worked as/ants, housekeepers and nannies.
Rarely they worked for the police too: “The poliwemans, they thought like we were
crooks or what. Madonna! Terrible, those Irish pelivomans. They used to holler.”

(Ricci: 33). AsThe Harvard Encyclopedia of American Ethnic Groggsorts:

Irish-born women, overwhelmingly employed in urbareas, concentrated in an
even narrower range of occupations than the merl8B0 about 75 percent of
employed women immigrants in New York worked as dstic servants, the

remainder in mills and factories. (Harvard Encyeldia: 530)

So Irish American identity — and Catholic identibyough it — was mainly formed
by men and masculine stereotypes, rather thaneoerttire Irish American community.
The cinematic representation reflects this distimgta public and social presence for
Irish American men opposed to a private and resestatus of the women. Men are
therefore the ones that are worth representing vithemmes to defining social groups.
They are most likely the ones that will attract #teention of the public and obviously

make the movies successful.
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HEPPLER & SCHWARZMANN., —— ~ TRADE MARM REGISTERLD 1878 ' T S -F- g E 7
“ENTERED AT THE POST OFFICE AT NEW YORK AND AOHITTED FOR TRANSMISSION UGHTHE MAILS AT SECOND CLASS IATES ©

THE IRISH DECLARATION OF INDEPENDENCE THAT WE ARE ALL FAMILIAR WITH.

Figure 13. Irish American women were also represented ape-like. May 9, 1883, by Frederick Opper.

The movies that are going to be analyzed focushoeetmain figures that have
been attributed to the Irish American man. Somedheim have an Irish American
policeman as the main protagonist, others deal Wwidh American vigilantes and
another represents gang wars between Irish Amerieand Italian Americans. The
movies show how Irish American identity is defingéttough the roles that Irish

Americans play in society as well as through thesence of Italians.
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PART 2: Film analysis

1. Irish American Cops

The stereotype of the Irish American Cop largelieseon the fact that historically
street police were for a relevant part made upeobpje of Irish descent. Indeed, in 1850
Irish Americans made up 11 percent of America’sgemhen and longshorem4nThis
was due to the fact that Irish Americans did natehtine financial resources to invest in
new business, so they were obliged to opt for pupbsitions, such as policemen,
firefighters or priests. Since Catholicism and Hriess were considered inherently
connected to violence, the fact of being on thedgside and owning a gun to protect
and not offend the community was seen as a goatdicolfor people without means.

The image of the Irish American cop and its cinemegpresentation — especially
when opposed or compared to Italian Americans nghd over time, as the analysis of
the following films shows. At first, policemen werepresented as completely positive
characters. In the sixties, the figure of the Iri&merican cop changed and the
characters became more nuanced and this led towafigare, i.e. the corrupted
policeman, often opposed to a loyal ofidle Man in Blugl925) portrays the Irish
American as the best policeman in town while tworenesecent movies,The
Departeq2006) andState of Grac990) show — with different strategies — both the

corrupted and the loyal Irish American.

“The Harvard Encyclopedia of American Ethnic Groups, page 531.
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1.1 The Man in Blue (1925)

The MovieThe Man in Blug1925), directed by Edward Laemmle, is in danger of
getting lost forever. There seems to be only ormy ad it at the Cineteca di Bologna,
where the employees are allowed to make a DVD oily for research proposals. Not
even the Laemmle family has the original film oD¥D of the movie since almost all
of the productions of the time were printed onaaniimable film: when they did not burn
spontaneously, they got destroyed in order to atlmdisk of fires.

The movie narrates the love story between OfficeemT Conlin (Herbert
Rawlinson), an Irish American policeman, and thaubéul Tita Teresa Sartori (Madge
Bellamy), daughter of an Italian American flori$te two are clearly in love with each
other and they start dating. The local mafia b&ggorio Vitti (Nick De Ruiz) wants
to marry Tita, so he secretly kills her father gmwdmises to take care of her, while
announcing — without her knowing — that she is goin get married. When she
understands what is happening, she runs away,rngdhkr “Signor Cop”, and a police
officer tells her that he has his day off and hspending it with his kids. Tita does not
know that the children are the orphans of Tom’sesiand, thinking that he is already
married, she goes back to Vitti, resigned to maing. They are about to get married
when a riot starts. Tom arrives and saves Titaeninilthe meantime catching a most-
wanted Mafioso. The Irish policeman is awarded fiveusand dollars for the capture
and thus he finally has the money to marry Tita.

The Man in Blues one of the first cinematic examples of Irish Aroans depicted
in contrast to Italian Americans. In the movie, twodness of the Irish American is

underlined by the mercilessness and brutality efithlian Americans.
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Figure 14 Tom Conlin takes care of the daughter of his beloved sister. Minute 11.

Tom is presented as a smiling policeman, who deeph with dedication, passion
and honesty. He is loyal and sincere, and he istddvo his nephews. He takes care of
them to the point that even though he does not tiev@ossibility to stay at home with
them or the financial means to support them. Hes do# want to give them up to a
local Catholic Institution (St. Mary’s Home). Fuetimore, he loves Tita sincerely and
he is ready to risk his own life in order to prdteer. Everything in his gestures and
facial expressions suggests tenderness, goodndseegpectability. He is capable of
imposing his authority in dangerous neighborhoke the Italian.

With the exception of Tita, Italian Americans afedepicted as involved with the
mafia and helping outlaws escape the police. Tmeyk#lers, and they treat women as
objects, regardless of their feelings. The worseramthe Italian Americans is Vitti,
who has no problem murdering people and makingofums own friends. He says to a
boy who is also in love with the girl that he —tVi is going to pay for the marriage
between Tita and the young man, and makes funnofilyi not saying that he is instead

going to marry Tita himself.
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Italian Americans are also explicitly likened toeapat the beginning of the film,
when an ape is imitating the facial expressiongitd's father while he is protesting
about the fact that Tita likes the policeman ando Vitti. Considering ethnic groups
as inferior, as primates, in order to point to #dyegroup (whites or Irish Americans on
behalf of whites) was not just a joke of the dioectbut an ethnocentric bias that
characterized the whole twentieth century and gbérsists today in various
manifestations of visual culture, as explained e previous sections. The white

policeman instead has always preserved his redpkigta

Figure 15Tita's father is mad at Tita. Minute 2
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Figura 16 Tita's father is explicitely compared to an ape, who is actually imitating the man's expressions. Minute 2

Tita’s father is also involved in the mafia, and d@es not care about what the
daughter feels. He only wants the best marriagédoaccording to his standards. He is
the movie’s ironic core because of his facial egpiens compared to the ones of the
ape and because of his grumpy attitude.

There are very few aspects that are common towtheethnic groups. One feature
that Italian and Irish Americans share in the masitheir strong accent. In a mute film,
it is given by the misspelling of the words in tth@logues, typically lots of “a’s at the
end of the words for the Italian Americans and “nmestead of “my” for Mr. Conlin.

Here are two examples of how the two groups “speak”

Conlin: “Tis meself as should run ye in for digtin’ the peace!”
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Tita’s father: “Papa — de stem, she is broke! Yk tSignor Cop lika da flower?®

The other common aspect is violence — even if itoistwo different reasons,
trapping or saving Tita, violence is seen as ik, especially when the two
ethnicities face one another. Indeed, the movie evith a huge fight of course won by
the good Irish American. The comment that Conlirkesaabout the fight underlines
how violence is in the blood of the Irish folk: Bays that that was the greatest fight
since he left Ireland.

In the movie, the stereotype of the Irish Ameriga@mains in the background
because of the stronger characterization of Itafiarericans. Besides, as illustrated in
the previous chapters, the twenties were a higtbperiod in which Irish Americans
started producing their own movies, therefore changheir image in the public
opinion. “Signor Cop” is seen as a representatibriwioite society and of the law,
against the Italian American mafia, and he stawdgustice and honesty. The film is
very successful in representing ethnic tensionshdiws how life is different in Italian
neighborhoods and how violence is present in tleedf Irish Americans and Italian

Americans and therefore in the habits of Cathalaugs.

1.2 State of Grace (1990)

State of Gracdy Phil Joanous one of the most famous movies when it comes to
the fights between the Irish and the Italian Amamienafia. After the sixties — when the
image of the Irish American radically changed anticemen start being represented as

corrupt, - and the seventies — a period in whiehdh Americans were at the center of

® The dialogues, where not specified, have been copied out while listening to the movie. This one refers to
minute 1.
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Hollywood’s attention, - we experience a tendenoyatvoid a “black or white”
representation of the two ethnic groups. Charaetersvay more nuanced even though,
as the analysis of this movie will show, there esvfif no space left for an Italian
redemption in spite of the open possibility for theh Americans. The movie is defined
as a neo-noir crime film, that boasts the presesfcactors like Sean Penn, Gary
Oldman and Ed Harris. The director Phil Joanouedadirecting movies in 1984 dst
Chance Danceand he is also famous for his collaboration —utheentaries and music
videos - with the Irish rock band U2. The scripSoéte of Gracevas written by Dennis
Mclintyre and the executive producers are Ned DdRahdy Ostrow and Ron Rotholz.

The movie is located in New York City. Terry Noong@ean Penn) comes back to
the city’s quarter named Hell's Kitchen after tegags. He is now an undercover cop in
charge of helping the police department to bregkoap of Irish American mobsters,
many of whose are his childhood friends. Terryors toetween the duty he has towards
the State and his affection for his friends. Henegises the death of two friends, one of
whom is Jackie (Gary Oldman), the younger brotti¢he Irish American boss, Frankie
(Ed Harris). Terry finds out that it is the bossnkelf who is behind the murders and
reveals his true identity to the boss, daring honkitl him too. The movie ends during
Saint Patrick’'s day parade: Terry goes into a lmar shoots and kills Frankie and his
men. He gets hurt too, and whether he will surawvaot is not revealed.

In the movie, Italian Americans play a role thatmere central than what it seems.
Their main function is to corrupt the Irish sengdamnily and brotherly affection. Their
presence forces Irish American characters to beemoianced in their feelings and
actions. For example, the Irish American bossr& forced to kill one of his gang and
then even his own brother Jackie. These two epsstesel the whole gang to mistrust

each other and provokes the final escalation ofewmme. Both Irish and Italian
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Americans are depicted as violent groups, who ewnjolence and bloody fights. They
try to divide the city into areas of domain, bukithnature makes a collaboration
impossible.

State of Gracereflects every possible stereotype about the IAshericans,
underlining them strongly in many scenes. In thgif@ng of the movie, Terry goes
back to the Irish pub where he used to meet hemdis. For the first time, the viewers
see that he is wearing a cross around his neckhasnblish American identity is thus
made explicit. When he opens the door, there iktaine of Ireland on the door and a
Guinness poster immediately next to it. His friesitsaround a table, drinking beer.
Even though his friend Jackie recognizes him, letgpids to be mad at him and they
fake a fight. The bond between religion (the croak)ohol (the posters and the beers)
and violence (the fight) will follow the entire delepment of the movie. Violence
causes the need for a detachment from the realitshich Hell's Kitchen lives, and this
happens through two paths: the (Catholic) Churchgetting drunk. As Terry explains
as he tells his girlfriend that he is an undercax@p, trying to escape reality does not

work:

[...] it was only an idea. Nothing to do with thettrult was just a fuckin' idea like...
You believe in the angels or the saints or thexeth a thing as a state of grace. And
you believe it, but it's got nothing to do with liga It just an idea. | mean you got

your ideas and you got reality, and they're ahey're all fucked up®

When Stevie is killed, Jackie does not know howcope with the death of his
friend, and Terry and his girlfriend find him corefgly drunk in the Church. The long
shot is symmetrical except for the presence ofkibiles, thus making them more

relevant in the picture. The fall of the Irish folk here represented through the

'® Taken from IMBD Quotes.
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disrespect — almost heresy - they have for a sgdes: they smoke, drink and Jackie
even breaks the statue of Saint Anthony — a Sahat was indeed in charge of fighting

heresies.

Figure 17 Terry, his girlfriend and Jackie in the church after Jackie's friend died. Minute 58

Another meaningful scene is when Jackie’s time crie is also killed by his
brother Frankie. During the funeral, Terry placedaitle of liquor in his coffin,
reuniting the trinity of violence, alcohol and Calilbism.

The sorrow in this scene foreshadows the final sagnthe movie, during Saint
Patrick’'s day Parade. Terry decides to give upuhdercover identity and is determined
to get revenge on Frankie. During the parade, h&swa the pub and kills the Irish
American mobster and his men. In a day dedicatethe¢opatron Saint of Ireland, a
massacre is happening, of course in a bar.

The movie plays with all the typical Irish Americatereotypes, and none of the
characters, not even the protagonists are ableedoccome them. Terry is indeed torn

between being loyal to his friends or to the staikce and this makes him unreliable
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for both groups. His behavior seems to suggestahdtish American policeman will
never be completely devoted to the state, espgaidien he has to betray his friends.
This is an enormous change in the representatigheofrish American, who since the
sixties began to be seen as corrupted. Terry, caedfda the policeman ifthe Man in
Blue is not only more nuanced, but also representeddesmnned soul who cannot find
his identity. His nature is not even clear to hindeed he declares not to be able to

understand what is capable — or not — of doing.

1.3 The Departed (2006)

The Departedis a four-Oscar-winner (Best Director, Best PiefuBest Film
Editing and Best Adapted Screenplay) by the fanital&n American director Martin
Scorsese, who uses guilt, religion and sin as thi@ ©ores of his movies. He is part of
the cinematic period called “New Hollywood”, in vehi American directors became
authors as it already had been in Europe. Theynia@ power and were in control on
their films. Other important directors of this patithat spread from the sixties until the
eighties were Coppola, Spielberg and De Paltha. Departeds a remake of the movie
Internal Affairs(2002) It stars actors like Leonardo Di Caprio, who heeen the
protagonist of many of the most recent movies bgrSesé’, Matt Damon and Jack
Nicholson. Interestingly, the movie also contairemlages to classical movies like
Scarface(1932), a film that was also about Italians andhirAmericans. There are
explicit references in the shots used during sofrteeomurders, that avoid the explicit
scene and show the death through showing det&#éswindows or fruit falling on the
floor. Indeed wherscarfacevas made, censorship forbid explicit murder scamesthe

director had to invent something to convey the leapm of the murder.

7 See also Gangs of New York (2002), The Aviator (2004) and Shutter Island (2010).
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The Departecsmartly plays with the theme of the double — pgitrg what Terry
in State of Graceepresented with his inner struggle. The confécexpressed in the
figure of two policemen: Colin (Matt Damon) and IBi(Leonardo Di Caprio). The
movie begins with the two protagonists ending thesdéchusetts State Police
Academy. Billy comes from an Irish American familth a troubled past, but he is
devoted to the state and to the state police. persors doubt about his fidelity — they
are prejudiced and compare his family to leechbsyTecide to test him by giving him
an undercover identity in order to infiltrate himto the Irish American mob of his
neighborhood. Billy therefore goes to jail and when comes out he gets in contact
with the men of Costello (Frank Nicholson), thedbboss, gradually gaining his trust.
In the meantime, Colin immediately gains respeéitgbiand becomes a special
investigator. He is also of Irish descent, andshan infiltrate for Costello, but his past
is clean so nobody raises any suspect on him. Woeenten are consumed by their
double identity and they don’t know each other'sille game. They both struggle to
find “the rat” in the other team. Their symmetryaiso enhanced by the fact that they
fall in love with the same woman. The movie inebiyeends with a bloodbath, in which
Costello, Colin and Billy die.

Here, as inState of Gracethe Irish American policeman is asked to betray his
background, his friends, in order to become actépiand useful for the State. Billy, as
Terry, needs to prove his loyalty and to give up Insh American identity. Of course,
the name Costello, even though he is part of ik lkmerican mob, reminds one of the
Italian American mafia: historically Frank Costellwas a real Italian American
Mafioso, whose original name was Francesco Casfighiorn in Italy and then
naturalized as an American citizen in New York.alitn American Mafia is only

present in some scenes, where some mobsters aslof@y in a local shop. Billy starts
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a fight in order to defend the owner and also bgeedle two Italian Americans criticize
the Irish neighborhood and basically say that ngbecgh have a good business there,
where they “only have potatoes”. Soon after thatfidilly is offered protection from
Costello, who often has to deal with Italian Amaris within his business. At the very
beginning of the movie, he tells the young Colirwhae killed two Italian Americans
who “told him what to do”. Costello is the one aatiing everything — enigmatic and
mysterious. He is the source of violence and crailityy and even Italian Americans are
afraid of him. The movie seems to be centered an hdeed the story begins with a
very impressive sentence that is meaningful in domtext of immigration and

minorities in the U.S.:

COSTELLO: | don't want to be a product of my enwingent. | want my

environment to be a product...of rfe.

Costello subverts morality and corrupts people wtiay are still young to gain
their trust. He blurs the line between good and, dastween justice and crime,

criticizing the Church and general morality:

COSTELLO: You decide to be something, you can b&hat's what they don't tell
you, the Church. When | was your age, they would, see become cops or
criminals. Today, what I'm saying to you is thish®# you are facing a loaded

gun...[very close on Costello, holding Colin's dldeu] What's the difference?

The beginning of the movie is also interesting framhistorical point of view.
Costello criticized black people for being victimhistory, while the Irish Americans,

who were in the same or even worse situation duttregCivil War, fought for their

8 All the dialogues of The Departed in this section have been taken from the Screenplay (see bibliography)



48

rights. According to Costello, nobody makes giftsahybody, everyone has to earn and
take what they want. This is what the Irish Amangalid, earning positions in the
police or in the Church in order to become pathefruling class.

There are many elements in the movie that undettiaeduality between Irishness,
that is sometimes also identified with Catholicisng Police/Justice. Some of them are
very explicit, like Costello’'s above sentence, osh@e more subtle. The game between
Costello’s Rat and the one of the police also playh literary quotations: when Colin

and Costello quote Joyce,

YOUNG COSTELLO: | don't know what to do for you.rdan makes his own way.
No one gives it to you. You have to take it. Norvigm.

YOUNG COLIN: James Joyce.

Billy, who is devoted to the State, quotes insteae¢ of the greatest and most

representative American authors, Hawthorne,

BILLY Well. Families are always rising or fallingniAmerica. Am | right?
QUEENAN Who said that?

BILLY Hawthorne.

The symmetry is also well portrayed when Billy énsto jail. Images of the prison
and of Colin’s new house flow from left to right éighey were representing the same
place while the soundtrack — an Irish American senigtroduces the title of the movie.

As the Dropkick Murphy’s song “Shipping up to Bast®ings:

“I'm a sailor peg
And | lost my leg

Climbing up the top sails
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I lost my leg™®

It becomes clear that if somebody aims for a placgociety that is too high (the
top sails), they can lose everything.

In The Departedrish Americans are depicted as having lost theigious identity.
They do not care anymore about Church and religiotetter they use it for their own

practical purposes. Costello comments:

Church wants you in your place.
What sort of man wants to be kept in his placetib®don't do that, kneel, stand,

kneel, stand...I mean if you go for that sort a@fi¢h..

Frank Costello also explicitly blackmails some pt&e at a restaurant, and
underlines that he had a love story with one ofrthes. He turns the stereotype of the
pedophile priest against them, showing once ag&nahticlerical view. A visual
example of the refusal of the dogmas of the chigahkhen Billy attacks a man using a
picture of Christ, interestingly enough the sanaype that stays hanged on the wall in
the hall of the superior of Billy. The man is agleghile a black and white Catholic

movie is shown on television.

Y The song is part of the Soundtrack of The Departed, see discography
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Figura 18 The picture of Christ appears in two different scenes. 1:10h - 1:18h

In general, it is very hard to understand the nuhthe various characters and their
perception of justice. Costello himself turns oatlte an informer of the FBI, and
towards the end of the movie every line blurs: \Bifas not the only policeman in
Costello’s group and Colin was not the only infited. This had been foreshadowed in
a dialogue that Colin had with the psychiatrist Mlgd, whom he is dating. The mind
of the Irish is impenetrable, so the viewers cameally have a deep insight of the

characters, and can only see what they let them see

MADOLYN: You know what Freud said about the Irish?

[...]

COLIN: What Freud said about the Irish is we're tdy people impervious to
psychoanalysisTough luck for you with a client list of Mick copsn't it. "Opening

up"? Good luck to yod®

20 Apparently, this is a sentence which was attributed to Freud but there is no reliable source. For more
information, see http://irishamerica.com/2007/06/the-last-word-freud-the-irish-the-departed/
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Figure 19 Final scene, a rat passes on Sullivan's balcony. The Government's palace is in the background.

The movie gives a decadent representation of Wisterican culture. There is no
respect for institutions, religious or public onesgen the “good” characters cross the
line of ethics and are not portrayed as positivaedythey were in the past. It even
disrespectfully quotes previous movies about Idgherican identity, likeGoing my
Way?, underlining how the time for a-hundred-percensifiee cinematic
representation of the Irish American has passed.c#fealso find many similarities

with Angels with dirty Facess O’Brien points out in his article:

BothThe Departechnd its gangster-genre predecegsugels with Dirty Faces
refrain from presenting a Manichean view Iish Americans The police
forceandcriminal fraternity of both films are filled withCostellos, Sullivans,
Queenans and Buckleys. This equivocal moral pasitgpis further confused by the
collusion between members of thiish Diasporeaon both sides of the law. This is

evident in Colin Sullivan’s role as a moleThe Departeénd by gang-boss Mac

L ELLERBY: “Costello uses three key guys. There's Fitzy...off the boat psycho...lives in Brockton with his mother
who looks like she's straight out of "Going My Way"...There's Delahunt, muscle, and here’s French...the
number one. But of course the rock star is...[you know who]”
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Keefer’s close relationship with Police Chief BueklinAngels with Dirty Faces

‘Sure you'd like rough stuff... but why bother wheouwycan do it nice and legal'.

And again:

Irish-American identity is defined by its own cdaofed nature. Both films focus on
the importance of this identity, howewkngelsexplores the significance of this in
relation to the physical position of the Irish irmA&rica (socially, morally and
economically), whileThe Departedocuses on the psychological position of

identity, that thin tight-rope between neighbourth@md nation.

The movie ties Irishness and Catholicism to viogencorruption and inner
struggles. The rat we see in the very last scertheofmovie is not only the symbol of
infidelity and corruption, but also a means of deding a message: Irish Americans
come from poverty and they will never get rid okithrole even if they join the

sumptuous palaces of the State.
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2. The Irish American Vigilante(s)

What Costello says imThe Departed,“We can become cops or criminals”, is
meaningful. Irish Americans are, indeed, often rayed either as cops or as criminals.
This is intimately connected to the link betweashness and violence. Irish American
criminals are in most cases depicted as modernnRébods, as heroes who fight other
criminals, although in an illegal way. Their repetation is therefore not totally
negative. Their illegal path is somehow justifigdebshift in the ethic code. As long as
they fight against bad people, they are seen aswhgeven though they act outside the
rules. The movies underline their good actions pungh towards a strong identification
with them. WhileThe Boondock Saintdmost gets into the supernatural and suggests a
divine missionKill the Irishmancreates a historical portrait of the seventiehertorth

of the U.S..

2.1 The Boondock Saints (1999)

The Boondock Saintejritten and directed by Troy Duffys one of the most well-
known of the so called “Saint Patrick's Day” movidisstars actors like Sean Patrick
Flanery, Norman Reedus and Eillem Dafoe. The dirdtad never written a screenplay
before and reported that he drew inspiration ofitloeie by an experience he had in his
real life. He saw a drug dealer stealing money feonorpse near his house. The script
got the interest of several production companied emthe end it was edited by

Franchise Pictures. It was produced by Chris BrinRebert Fried and Mark McGarry.
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The story is about two Irish American brothers e@llMurphy and Connor
McManus (Sean Patrick Flanery and Norman Reedusd kecome vigilantes after
killing some members of the Russian mafia in selffiedse. Together with the Italian
American Rocco, they start murdering everyone vghavolved in the Italian American
mafia, and they soon become heroes - Saints. Tiebye killing the Boston mafia boss
Yakavetta in the middle of a court room during gnecess against him, and soon after
they disappear thanks to the help of an FBI agemigcker (Willem Dafoe). The movie
is impressive in its analysis of the questionsridhhess and Catholicism, and in the
depiction of the relationship between Italian andhl Americans in Boston. It plays
with stereotypes in an unconventional way, andiveg an interesting supernatural

epiphany that is the natural consequence of thd bbthe two brothers.

Figure 20 First scene. The two brothers pray in a church on Saint Patrick's Day.

The movie underlines the brother's Irish Americatentity from the very
beginning. Indeed, it is Saint Patrick’s Day, afteéragoing to the mass where the priest

tells the story of a girl, murdered in front of eyene without anybody intervening, they
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work hard for the rest of the day and finally mesth their friends in the local Irish
pub. They are represented as two good men, who handk and take life with a smile.
They are faithful but in the meantime they enjoiyking and spending their time with
friends. These two sides of their life are showmaisin contrast, but instead concurring
in forming the same — Irish American — identitysé) the stereotype of the ignorant and
illiterate is overcome when the two brothers shbat they can fluently speak many
languages. Instead, the Irish American policemershown as not very intelligent, they
therefore stand there to represent the old cormemti the Irish American (Smecker
pulls their leg during each crime scene analy3isg brothers are open to other cultures
and ethnicities while Italian Americans tell ragistes and — with the sole exception of
Rocco, they only stay among themselves.

Their mission starts with an epiphany that remiotithe ones irbubliners.While
they are in jail, some water falls on their heaalks-a baptism — while a part of the mass
shown at the beginning of the movie echoes agdie. Stene is described very closely

in the script:

INT. MACMANUS' CELL NIGHT: A water leak starts othe ceiling. It drips
faster and faster. The water begins to follow aewatamaged crack along the
ceiling. It slowly spreads in two directions. Theothers struggle for air in their
sleep. Then slowly, and at the same time, they eaabh up one arm apiece and
simultaneously curl their hands as if grabbing sthing. Their straining faces are
brought from darkness to light as they sit up glyicface to the ceiling. Their eyes
open wide and they each draw their first breatdraps of the creeping water land
on their foreheads. They look at each other adtessoom in shock as the drips of
water still fall between them.

CONNOR: Destroy all that which is evil...
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MURPHY: ...so that which is good may flourféh

The music suggests that there is something supeahahappening, while the
camera gives power to the figures of the two bnsth&heir naked torsos show their
religious tattoos, another bridal between theithfaand their “working outside the
rules”. Good people are usually shown without tatowhile they can afford having
them, since they are of religious inspiration.

Violence is, here as well, connected to Irishn#ss. particularly evident when the
two brothers go to a secret warehouse where theshpse weapons. A huge weapon
stays in the middle of the room. Behind it, anhritag is painted on the wall. The
writing on top of the flag (“When the wicked stacohfounded / call me with the saints
surrounded”) also suggests a communion betweegiarland violenceThe sentence
comes from the Dies Ir&& which is a suffrage prayer, an accompanimenhéodeath
of the “wicked”, the bad ones. This means thatenck is justified by the mission the
brothers have. The movie suggests that Irish Araescput their faith and ethical
reasons before the state and legality. Since far thorality the killings are natural and
inevitable, the only thing they can do is praytfoe lost souls of the ones they are going
to kill. Being Ireland mainly a rural country. Theish folk is deeply bound to
propitiatory bucolic hymns and rituals, and thiadition has been syncretized with the
practice of Catholicism. Therefore inducing the a$ehymns to support masses and
religious ceremonies. In the movie this is conveyetlonly through the sentence on the
wall, but also on the prayer the brothers delivafole killing someone.

Also, when Smecker finds out that the Saints avelired in the murdering, he gets

drunk and goes into a Catholic Church in South &osThere, Rocco threatens the

22 All the dialogues are taken from the Screenplay written by Troy Duffy. See Web Sources
% This is not the original version, but one written in the nineteenth century.
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priest with a weapon, so that Smecker does noizesttlat he is listening too. Connor
sees what is happening and does the same agaiosb,Rwotecting the priest while
listening as well. Smecker does not know what tosittce he understands the nature of
the mission of the brothers, but is supposed tesathem. A Protestant, homosexual
FBI agent finds himself asking for advice from atl@dic priest. In this scene,
Catholicism and violence are deeply connected gy uke of guns in the church.

Smecker goes away with a clear idea. He will hieéplirothers in their holy mission.

Figura 21 A huge weapon and an lIrish flag in the background. The two brothers purchase the weapons they will
need for their mission. Minute 31

In the movie Italian Americans are all involved hithe mafia. They are
unscrupulous and — as said before, racist -, wighetxception of Rocco. This seems to
suggest that the only way for an Italian Americarbe a positive character is to be
friends with the Irish American. He betrays hisygg@nd helps the two brothers finding
and killing the Mafiosos. The movie plays with tineage of trinity — Rocco completes

the trio, and just before he dies, when his faaeoigered with blood and his hair is on
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his forehead and cheeks. He looks like Christ enctioss, and the two brothers like the
two men who were crucified with Him. Immediatelyteafhe dies, the brother’s father

arrives, replacing him and forming a different kioftrinity, the Holy Trinity.

Figure 22 Rocco is about to be killed by Yakavetta. 1:15h

The trinity is also represented in the final scemken the three interrupt the trial
against Yakavetta and kill him. The final prayereisded by the Latin sentence “In
nomine Patris, et Filiis, et Spiritus Sancti”, a@ach one of them nominates one of the
three units that compose the Holy Trinity. The scenvery interesting because of its
symbolical visual meaning. When they enter the rodheir intention is to Kkill
Yakavetta in front of everyone, using their prayerthat he would become an example
for everyone. They call everyone who is in the ramnbe a witness of what they are
doing, and tell the rest of the world that they ezady to punish every sinner who
crosses the line. The father realizes that a wamsaot watching, so he goes to her and
gently asks her to witness the scene. In the s¢hptwoman is described as a “virginal-

looking woman”, but the actual cinematic represeoiiais way more meaningful. The
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woman is the image of America itself, since she thascolors of the flag on her: her
eyes are blue, her face white and the hair is Bedides, she wears a red and white
striped shawl. America is asked to witness not diméyexistence of the Irish American,
but also their actions, their active involvementhe shaping of American society, the
self regulation of social dynamics and practicefieWthe woman runs out of the room
after the execution of Yakavetta, she declarekdmtess that she was there. The script
contains a part that has been cut in the movierevbiee replies to the question of how

she feels about what just happened:

REPORTER 2 (V.O.): Were you in the courtroom miB&? you see?

WOMAN (FRAIL): Yes. | was there.

REPORTER (V.O.): How do you feel about what they?di

(Slo-mo) She sees at the grande hall's end Smézkading the three out, bags still
over their heads. She sees Dad's butterfly taBhe.knows.

WOMAN: | guess we all know what is right and wronge all know. Nobody
needs to be convinced of what he was... I'm gomméinow to have my first real

full night's sleep.

Figure 23 The father gently forces a woman to witness the execution of Yakavetta. 1:25h
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In the movie, the scene is cut right after she s$hgts she was there, and the film
concludes instead with several interviews in whpddestrians are asked what they
think about the Saints. The responses are equialiytdited. Some people justify them,
others are afraid of the power they gained. Sonoeis#c the media of giving them
importance and therefore a reason to continue theadbath.

The film is very rich in meaning and symbolism,retd#ypes are present, but they
are somehow overcome, united together in orderdate a positive Irish American
identity. The sequel of the movidhe Boondock Saints — All Saints Diaynot so
successful, it might be even called a step badkendepiction of the two brothers and
the Irish in general, but it somehow completesesalis some of the issues raised in the

first one, with some similar scenes and events.

2.2 The Boondock Saints — All Saints Day (2009)

The sequellThe Boondock Saints — All Saints Desyset eight years after. This time
the movie is edited by Stage 6 Films and distridbuig Apparition. The actors are the
same, with the exception of the FBI agent, playesitime by the southern Belle Eunice
Bloom (Julie Benz). The movie this time is produded Don Carmody and Chris
Brinker and edited by Bill DeRonde and Paul Kumpaiae movie has been followed
by a comic book series written by Troy Duffy, tledplains in detail the story of the
brother’s father.

The two brothers leave Ireland after having staaerkw thrifty life in the country.
They shave and take back their weapons. The trigpgerbrings the Saints back to the
States is the murder of a priest. Someone haglkiii® by simulating their way to Kkill,

with two guns behind the head. They go back inoralé&nd the man responsible of the
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murder and during the trip they recreate theiitiriby adding to their team a Mexican
man, Romeo (Clifton Collins Jr.). The man is adtiethe group in a scene that reminds
the one of Rocco’s initiation. They scare him tattieby threatening his life with two
loaded guns. He reacts in a way that is very simdaRocco’s, asking them not to
please not kill him. When they start laughing, &diist angry, then relieved, then he
asks them to join their mission.

In the meantime, the mafia has a new leader, theoE¥ akavetta. The Saints look
for the responsible of the murder and they find that there is an old conflict between
their father and an Italian American man, who usele his friend and instead betrayed
him. The movie ends with a killing spree, and bibth father and the Italian man die.

The boys are arrested and the FBI agents plan donlaythem out of prison.

Figure 24 The father just killed the Italian responsible for the murder of the priest. An unnatural light shines on
him. 1:26h

The movie recalls the idea of a divine mission.d&;l¢he father is more present and

the audience have the chance to get to know songe#tibout his past. He seems to be
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given a power that is unknown even to his childi&ten he finds himself in front of
the Italian American who Kkilled the priest, he atams himself to the Divine
Providence, by giving the man a gun and playingsRusRoulette with him. While the
two scared brothers pray, he plays the game aatlhyfiwins it. After killing the Italian
American, he raises his head to Heaven in a thaakfiirelieved way, and an unnatural
light shines on his forehead from above. The ss®®ens to suggest that the Catholic
God is with them, and that he justifies the viokermnd the murderings executed by the
Irish American men. Indeed, the father seemed twnwkalready that he would have
won, since God was on his side. The Italian Americean, as Yakavetta Senior before
him, dies in the middle of a swear word, and tmgplies that there is no possible

deliverance for him.

Figura 25 Ireland is stereotyped and the two brothers are unrecognizable. Minute 2

The movie is a step back in the overcoming of stgpes. It begins in Ireland, and
the country is shown as undeveloped and almost \&itmedieval atmosphere,

reinforcing the idea of an Old World, far behindrfr the development of the U.S.. It
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looks as if Ireland had not changed after the famifhe two brothers are almost
unrecognizable and they are probably hiding fromn ititernational police. The beard
seems to give them an aura of wisdom, which iSeeted by the peaceful and idyllic
landscape. The stereotype is recalled later inntbgie, when the father is cooking
potatoes in the old Irish house. This is a stefk lrathe depiction of the Irish American
brothers done in the first movie: Tthe Boondock Saintswhen the two brothers go to
the police station after killing the two Russianbmsters, an agent is making irony of the

Irish Americans, and they turn the joke against:him

GREENLY: (talking loudly) These guys are miles avigynow.

[...]

But if you want to beat your head against a whtnthere's what you look for.
These guys are scared like two little bunny rabBits/thing in a uniform or

flashing blue lights will spook them. So the ortlynig we can do is put a potato on a

string and drag it through South Boston.

[..]

MURPHY: (loud) You'd probably have better luck witbeer?

Italian Americans, as in the first movie, are stdipicted as if they were not capable
of ethics or good feelings. It seems that with dieath of Rocco, the last possibility of
redemption is gone. Indeed, Italian Americans cossion the murder of the Catholic
priest just to get the Saints back and get revemgthem. They are once again seen as
capable of betraying their religion, their prin@g) their family and friends. The best
friend of the father, an Italian American, sold thish American to the police for a

better position in the mafia.

*The dialogues of this movie have been copied on.
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The movie though is not well finished. The actetgposed to be speaking Italian,
mumble Italian-sounding words. Ethnic groups arerapresented as nuanced as in the
previous movie. From a technical point of view, fth@ sometimes recalls the previous
one. Here too, after the priest is found dead withodus operandi that is similar to the
one of the brothers, there are interviews askingtidr the Saints are back or not and if
it was them or not who killed the clergy man. Palgpinion is split into half: some are
trusting them and saying they could not do it, wlsr others accuse them of the
murder.

Still, The Boondock Saints fails where the previous movie succeeded: reptegen

Irish American identity as a whole and not as &sesf stereotypes.

2.3 Kill the Irishman (2011)

The figure of Danny Greene is the core of the mddilethe Irishman,a crime
drama by Jonathan Hensleigfhe movie stars Ray Stevenson and Vincent D’Onofrio
It is an adaptation of the bodio Kill the Irishman: The War That Crippled the Néaf
written in 1998 by Rick Porrello. The movie is puosgd by Al Corley, Eugene Musso,
Tommy Reid, Tara Reid and Bart Rosenblatt, editedbuglas Criser and written by
Hensleigh himself with the help of Jeremy Waltdtsvas distributed by Anchor Bay
Films and the studios that took care of the rettimaare Code Entertainment, Dundee
Entertainment and Sweet William Productions.

Danny Greene’s story is narrated with the use ashflforwards, pieces of “real”
history —that is, the news that actually went devision talking about the real Danny
Greene — and fictional interviews. The movie giveem to the social and political

events of his life, as well as to his private hfed relationships.
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The movie narrates the rise and the fall of thehman Danny Greene, a man who
became famous in Cleveland during the seventiesusecof his clashes with the Italian
American Mafia. Because of his tough reputatioterabecoming chief of a union, he
receives proposals of collaborating with some @ ttalian American mobsters, in
particular with John Nardi. With the famous sengeritrishman is in business for
himself now!”, he closes the relationship with thefia group and starts his own
mobster career after realizing that he can do tmes profits without paying a
percentage to the Italian Americans for doing maghiThis of course turns his previous
allies into dangerous enemies, and he manageswvegeveral murder attempts made
by them. He kills many of his rivals but in 1977 iseeventually killed by a bomb
placed in his car by an Italian hired killer. Histouchability is therefore mined only at
the very end of the story, but still in a respdctind dignifying way. He understands
that his car is going to explode and he does notvsterror, he instead greets his
murderer with dignity.

Danny Greene is represented through the entire anasi a tough man deeply
convinced that his Irishness is his strength amsdphotection. In several occasions he
underlines that, and the filming techniques areethhe back and support the sacred aura
of power and divine protection that is believedtoround him.

Some scenes in the movie show that he acted Ik®dern Robin Hood, paying
rents for old ladies, and sending Christmas presaihdver the city — namely turkeys,
like in A Christmas CarolJust before dying, he gifts his gold Celtic nackl, the one
that he got from an old Irish American lady to aybafter the kid confessed his
admiration for him and that he wants to take amgta of life from Mr. Greene. These
facts contribute to depicting him as a good masyite of what he does in order to earn

a living, i.e. organized crime, and they make hiiffecent from the mafia mobsters,
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simply better than them. Finally, his masculinisyunderlined by the scenes in which
women fall on their knees for him when his famitydahree kids are shown, and when
he starts a new relationship with a young and hieghwtoman after the breakup with

his wife.

Figure 26 Danny Greene receives a Celtic cross from an old Irish American woman. Minute52

The first scene to be analyzed for its symbolievahce is the one in which an old
Irish American lady gives to Danny a gold necklag#h a Celtic cross on it. The scene
starts with the Irishman covering the rent that gy had not been able to pay in the
previous months. The lady invites him into the feasd starts talking about Ireland

and lIrish tradition:

Lady: “Our People, yours and mine. They wergun4t fearless. They knew there
was something better than just being a big shatme$ling that means having the

grace of God on your shoulder, to protect you,hst you can protect those around
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you. Yeah you have the eyes of a warrior that's,thut | see something more than
this. | see goodness. ”

Danny: “There’s no goodness in me”

Lady: “Don’'t you ever say that! We're drunks, we'fighters, we're liars! But

there’s a bit of good in every Irishman. Give meiyband!®

The scene — and the screenshot specifically - hsisoag symbolic power: the
game of lights emphasizes the hand and the cress$,itawas a religious communion
act, or the investiture of a knight. Some mystievpois given to him from someone
who is not the lady anymore — indeed, the mediumsezlup only shows the arm of the
woman, cutting her out of the scene. Also the lighis her arm away. The suture, in
this passage, is problematic, since we stop sedi@gld lady in order to focus on
Danny Greene. We do not see her facial expressiole \giving him the power of her
ancestors. This investiture gives Greene a new Inporaer, the power to defy Italian
American mobsters. It might be an allegory of thmwver — respect, acceptance,
consideration - that white society gave to thehlrfmericans when ltalians arrived
heavily in the U.S..

The words of the old lady remind of the traditidrCeltic tribes, and their opulence
contrasts with the setting. It is 1975 in the Udit&tates, in a decadent neighborhood,
but the words tell a story that goes back to Iré)dn the Old Land, to some past times
where values were central and the Irish were adrealk, instead of a mass of
unskilled laborers. This scene contrasts the gémergerican stereotype of the Irish
Americans as drunks, in the sense that it gives th@me dignity, although it reinforces
the belief that Irish Americans are more loyal beit background than to the new

country they live in. It seems to say that theilf mever be able to integrate and get rid

> The dialogues of this movie have been copied on
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of their background and heritage. What the ladys saywe're drunks, we’re fighters
we’'re liars!” — reproduces exactly the originalretgype of the Irish Americans. In this

scene, stereotypes are only overcome in the sbata hew one, the vigilante, takes the

place of the previous one.

Figure 27 A man tried to kill Danny Greene and he survived again. He is now openly challenging the Mafia.
Minutee 73-74

Another scene regards a television interview toriya@reene. The Mafia tries to
kill him again, by sending a sniper. He does natigjegred and manages to shoot back
so that the man runs away. In the screenshot, weeathat he still wears the necklace

that he got from the old lady.
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Interviewer: “This is about the fourth time someldths tried to kill you. How do
you account for the fact that you survived eactefim
Danny Greene: I'm an Irishman with the Grace of Godmy shoulders. I'm not

going anywhere until He says so0.”

The camera here films from a low position, and tjiiees power to the figure of
Danny Greene. The medium close-up shows not onwhiih his Celtic gold necklace,
but also his property and the Celtic club adventiset, that comes up bright from the
background because of the contrast with the tiéedso shows the shamrock, one of
the best known symbols of Ireland. These symbadis,dross and the shamrock, are
clichés of Irishness, almost touristy giggles.

Interestingly, as he says he has Grace “on hisldai, the light is exactly
pointing on the top part of his body, as to giveaete evidence of his gift. The filter
used here lets the audience see the scene ay iWvere watching the interview on the
news in the seventies. Although his body languagesghim power: he is shown as
extremely self confident, and the shirt he weats tee audience see him in all his
masculinity and self reliance. It might also notdaesual that he is wearing white. lit
underlines his whiteness (Italian Americans arerofiressed in black) and it connects
him to the sign behind him. Everything else is arkdcolors. So here, as in the scene
analyzed previously, the focus is on him and thenmo space — here as well, barely a
hand — for the person he’s interacting with. Thiere gives Danny Greene a great
authority and power, and there is nothing that {soin another direction: everything in
the scene is built around and for him.

This movie manages to overcome the myth of theiliedkrish American laborer,
of the drunk, but it still presents Irishness asaat a fairytale, dotted with world known

symbols as shamrocks or Celtic crosses, with mem avh strong and self-reliant and
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women treasuring Irish traditions. Aldill the Irishman presents the Mafia as a group
of people with no feelings, without any substandidflerentiation among the characters.
This group is there only by contrast to Greenefing definitions in differences among
the two groups.

The movie gives, in this sense, a good representati how people stereotyped
ethnic groups at that time, in the seventies, het ¢contemporary audience should
investigate on the meaning of those symbols antheneliability of such a fictional —
although real — character as Danny Greene was tb iwonder if he really does
represent the group he is part of, or only the germublic idea of it that still somehow
persists. Romanticizing an ethnic group that haghtstigmatized in the past and make
it acceptable only when compared to other minaritg not the best way to make a
social apology, and if a 2011 movie still uses sdekiices, it is arguable that cinema

has in some cases still not overcome the neectdatlyping.
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3. Irish American Mobsters vs. Italian American Mobstas: Last Man
Standing (1996)

Some movies show the conflict between Italian Agars and Irish Americans by
contrasting two mobster groups. Here it is rarértd a hero in one of the two groups,
they are usually almost equally negative and thmeyttgere in order to point positively to
the WASP. This is the case of a movie lilkest Man Standing1996) by Walter Hill. It
Is set in 1931 and the protagonist is a white ndahn Smith (Bruce Willis), who ends
up in an abandoned city, Jericho, in the middla ging war between the Irish and the
Italian Americans. The movie is inspired by Sergeamne’s 1964 movi®er un Pugno
di Dollari, which in turn is inspired byYojimbo (1961) by Akira Kurosawa.
Interestingly, the three movies always change thei@ties involved in the movie. The
choice of Italians versus Irish Americans is speaf Hill's movie.

Last Man Standings a representation of how the figure of the IWgherican can
almost embrace the same negativity of the one efltélian American. The movie
begins with the image of a church and a woman poaya detail that foreshadows the
importance of the religious element in the storyhrd Smith, whose name already
suggests that he is an Everyman, because of thmooness of such a name, arrives in
a city called Jericho — another hint since thia sblical name - and finds himself in the
middle of a civil war between Irish Americans andlian Americans. As he arrives,
Italian Americans welcome him with vulgar gestuwdsle Irish Americans destroy his

car because he dared watching their boss’ “girltiie He tries to make money out of
this civil war. His good nature makes him lose ldf money in order to help two
women, the Italian boss’ girlfriend and the Irisbsb’ one, escaping from the respective

gangs. Here more than in other movies, being Cathnb matter whether Irish or

Italian American, is intimately connected to viatenand to illegal activities. For
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example, the local pub serves alcohol (namely twucal Irish drinks, beer and
Whiskey) without caring about prohibition. The cisya micro cosmos of what happens
in the United States. Indeed, as it is said inntloevie, those gangs are only an example
of the contrast that spreads all over the coufitmg two groups in particular respond to
the main gangs of New York and Chicago. Capt. Toockd®, in charge of ruling the

town, explains how the situation is out of control:

Things in this town are out of control. Two ganggust one too many. I'm not an
idealist. | know a lot of things that people do areful low, but that's between them
and God. Do you believe in God? | believe in Gamh.But what I'm concerned
with is keeping a lid on things, and what we gotehim Jericho is just way out of
hand. [...] I'm coming back here in ten days, and gonna bring about twenty
rangers with me. | will tolerate *one* gang, becatkat is the nature of things. A
certain amount of corruption is inevitable. But find *two* gangs here when | get
back, then in a couple of hours there will be *rgatngs here. So it's simple. One

gang quits and goes home. You boys work it ouarl'tdgive a damn which orfé.

Since even the exponents of the law are disillegionn this film redemption is
only allowed for some individuals, definitely nev€atholic, and there are only few
features that make Irish Americans look better thi@tian Americans. The main
difference is in the way the two ethnicities actr@gard of women. While the Irish
American boss has a girlfriend of whom he is vealgus, a woman he won and who is
actually his slave, but is not touched by anyboldg end who is treated well with the
exception of the lack of freedom. The Italian Arsarni boss has a Polish girlfriend
whom he beats and treats badly, with almost nordsgabout what she does with other

men. The only one who is really respectful of twe ivomen is John Smith, who risks

*® The quote comes from Internet Movie Database (IMDB).
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his life in order to set them free. The movie emages identification with him, rather
than with the other characters. Italian Americares @ways portrayed gesturing in a
vulgar way and arguing with each other while Irfsinericans are always violent. After
John Smith kills three of the Irishmen, the Irismérican boss asks him to join his
gang, and when John replies that the boss shoulddmeat him, the boss instead of
agreeing says that “It's the only cure | know f@&irg stupid”. This shows that in this

movie even Irish Americans are merciless.

Figure 28 Irish Americans are torturing John Smith and showing him the cross that belongs to the Mexican
woman he helped to escape. 1:08h

The connection between violence and Catholic mhgs explicitly symbolized
when John Smith is beaten and a Cross is passki daice covered in blood. Also the
final scene happens in a church, and there th@fdke mobsters are killed. The church
is falling into pieces, but it is still the refe@npoint for everyone — even for the non
Catholic. When John Smith is hurt, he uses theathas a place where nobody would

look for him.
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The movie leads to nihilism and suggests that Ieeld Italian Americans have
become the same, with no respect for church, faanky women. The only character
who brings some ethics in the movie is John Smthg is still a criminal. This film is
problematic in the sense that it seems to givdfardnt epilogue to the fights between
Irish and Italian Americans. In the other moviesere is — at least for the Irish
American- hope to achieve a better quality of IHere, instead, violence will never end

unless a white man eliminates both Italian andhlAsericans.
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Conclusion

My research has shown that the presence of Italia@ricans in these movies
clearly helps defining Irish American identity atitht this has an historical reason:
when ltalians started migrating in the U.S. thehrAmericans, who had been exploited
and discriminated, tried and managed to put the gesup hierarchically below
themselves in American society. This fact broudpat irish Americans closer to being
considered whites.

While a movie likeThe Man in Bludnas portrays the Irish American policeman as a
purely positive figure, contemporary movies giviaare nuanced representation of Irish
Americans. The cops iThe Departedand State of Graceare torn between their
relationship to other members of their community &neir loyalty to the state. The
figure of the Irish American vigilante is represshtas borderline. The illegal activities
are paradoxically justified by the ethics of thmiission or their general good behaviour
towards the innocents. For the two brother§he Boondock Sainend Danny Greene
their Irishness and their values are more importiaan the laws of the United States.
And yet, since they fight against the “bad onest the viewer ends up justifying their
actions. Films like_ast Man Standind@inally blur the line between the respectability of
Irish and Italian Americans, but still put the figroup in a better position, suggesting
an identification with the Irish Americans rathbah with the Italian Americans, whose
function is mainly to contribute to define Irish Anicans and their superior position in
American society.

The clear rivalry of the two groups has only milthgen pointed out in literature or
history, whereas, | argue, it has become a reastap the movies, and their analysis

can be useful to understand and overcome constirgteecotypes on racial identity.
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