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on "Fellini a Rimini." He has authored essays on contemporary local history and on the Second
World War, as well as a book of fiction for children, with the support of the European
Commission.

Gianfranco Angelucci is a writer, director, journalist, and university teacher. He was Fellini’s
collaborator and friend for more than 20 years, scripting (among other things) Intervista, which
won the 40th Anniversary Prize at Cannes and the Golden Prize at the Festival of Moscow. From
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Frank Burke is professor emeritus at Queen’s University, Canada. He has published on American,
Italian—American, and Italian cinema, and edited the A Companion to Italian Cinema. His work on
Federico Fellini includes three books and numerous articles in English—Fellini’s Films: From
Postwar to Postmodern (revised and updated, Intellect, 2020), and, with Marguerite Waller, Federico
Fellini: Contemporary Perspectives—and contributions to books and journals in Italian. He provided
the audio commentary with Peter Brunette for The Criterion Collection release of Amarcord and
the sole audio commentary for Roma.
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Luciano Castillo, a critic, researcher, and film historian, currently directs the Cinemateca de
Cuba. He has published more than 20 books, many on Cuban cinema history, including the four-
volume Cronologia del Cine Cubano and La Biblia del Cinéfilo. He is a member of the Union of
Writers and Artists of Cuba and the Cuban Association of Film Critics (a subsidiary of FIPRESCI).

Rebeca Chavez is a director of documentary and fiction in Havana whose work explores con-
tested areas in Cuban artistic and political culture.

Valeria Ciangottini was cast by Fellini, at the age of 14, as the young girl Paola in La dolce vita.
She studied at Actors Studio in Rome and had numerous film roles. She also has had a lengthy
career in television, starring in TV films and series and hosting programs for children. Over
time, she has come to concentrate more on theater than on film or television, particularly
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Barbara Corsi has worked at the Archivio del Cinema Italiano dell’Anica and has published
essays, biographical entries on producers, and two monographs: Con qualche dollaro in meno and
Produzione e produttori. She has taught the economics of film at the Universita di Padova, Milan’s
Universita Cattolica del Sacro Cuore, and the Universita di Lingue e Comunicazione (IULM), and
is currently a research fellow on the British AHRC-funded project, Producers and Production
Practices in the History of Italian Cinema 1949-1975, coordinated by Stephen Gundle (University
of Warwick).

Esha Niyogi De’s research interests lie in cross-border studies of South Asia. She is the author of
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Scholars Network and teaches at UCLA.

Francesca Fabbri Fellini is a journalist who has worked at RAI since 1987 as a presenter for
numerous important television shows. She has also worked as a writer and on-air presenter for
programs related to cinema on the radio station RTL 102.5. Her uncle Federico called her
“Felliniette.” As the only daughter of Maria Maddalena, Fellini’s sister, and the only remaining
Fellini heir, she commits herself to the care and diffusion of the image and work of “Il Maestro.”
She owns several trademarks related to the Fellini name in Italy and abroad and serves as the
global ambassador for the Famiglia Fellini.

Goffredo Fofi has been an elementary school teacher, a citizen of numerous cities, and an
engaged intellectual, committed to supporting the marginalized and creating networks alternative
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to consumer culture and cultural homogenization. He schooled himself as a film critic between
Turin and Paris, working as an editor at Positif. He has published numerous articles and books,
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Shelleen Greene is associate professor of Cinema and Media Studies at the University of
California, Los Angeles. Her research interests include Italian cinema, black European studies,
and postcolonial studies. Her book titled Equivocal Subjects: Between Italy and Africa—Constructions
of Racial and National Identity in the Italian Cinema examines the representation of mixed-race
subjects of Italian and African descent in Italian cinema. Her work has also been published in
Postcolonial Italy: Challenging National Homogeneity and California Italian Studies.

Marita Gubareva is a freelance journalist and researcher, based in Rome. She received her first
doctorate from Moscow State University with a dissertation on Decadent aesthetics in French
and English literature, and her second from the European University Institute (Florence) with a
dissertation on the adaptations of Giacomo Casanova’s Histoire de Ma Vie for the cinema. Her
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Cihan Giindogdu is a PhD candidate in international relations at Kadir Has University. He is cur-
rently working on relations between Turkey and Iran. He is interested in Fellini’s cinema, con-
temporary Turkish film, and European art films. He has created an archive containing published
books and articles written in many languages, as well as a wide range of electronic materials and
documents related to Fellini and his works.

Dom Holdaway is a research fellow at the Universita degli Studi di Milano. He has also worked
at the Universita di Bologna and the University of Warwick. His research focuses on the intersec-
tions between politics and cinema: from cultural policy to issues of representation and national
identity. He has edited Rome, Postmodern Narratives of a Cityscape (with Filippo Trentin), and
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ema di Stato. Finanziamento pubblico ed economia simbolica nel cinema italiano contemporaneo.

Jennifer Ruth Hosek is an associate professor of transnational German studies at Queen’s
University, Canada. Her focus on Cuba—German cultural relations is reflected in her monograph
Sun, Sex and Socialism: Cuba in the German Imaginary. Her current major project is centered on
urban transport and film.

Amy Hough-Dugdale is a lecturer in the Department of Italian at Scripps College, and recently
received her PhD in Comparative Literature from the University of California, Riverside, with a
dissertation titled “The Liquid Eye: A Deleuzian Poetics of Water in Film.” Amy’s areas of inter-
est include Italian cinema, the cinema of poetry, ecopoetics, intermediality, Deleuzian theory,
literary translation, and creative writing. Her lyric essay “Marathon Meditation” was published in
the Los Angeles Review of Books Quarterly Journal and her essay on Fellini’s La voce della luna won
the 2019 California Interdisciplinary Consortium of Italian Studies (CICIS) prize.

Earl Jackson is professor emeritus at the University of California, Santa Cruz, and is currently
chair and professor of the Department of Foreign Languages and Literature at Asia University in
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Taichung. He is the author of Strategies of Deviance: Studies in Gay Male Representation; Fantastic
Living: The Speculative Autobiographies of Samuel R. Delany; and numerous articles on Japanese and
Korean cinema. He has recently completed a monograph on the relation of Japanese film theory
and practice. He has worked in Korean independent film as screenwriter, editor, line producer,
and actor. He is currently writing on the director Yuzo Kawashima and the novelist/ essayist Yoko
Tawada.

Russell J. A. Kilbourn is associate professor in the Department of English and Film Studies at
Wilfrid Laurier University, specializing in film theory, memory studies, and adaptation. He is the
author of Cinema, Memory, Modernity: The Representation of Memory from the Art Film to Transnational
Cinema and W. G. Sebald’s Postsecular Redemption: Catastrophe with Spectator, and coeditor, with
Eleanor Ty, of The Memory Effect: The Remediation of Memory in Literature and Film. His current
book project is on Italian director Paolo Sorrentino.

Naum Kleiman, a member of the European Film Academy, studied at the All-Union State
Institute of Cinematography. At Gosfilmofond, he supervised the reconstruction of Eisenstein’s
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(Sergei Eisenstein’s Bezhin Meadow) based on frames from the censored and destroyed film. He
took part in a six-volume edition of Eisenstein’s works and has managed the “Eisenstein Memorial
Apartment,” a personal and professional archive of Eisenstein materials. He has curated numer-
ous Eisenstein exhibitions in Moscow and abroad, is the editor of Kinovedcheskie Zapiski
(Filmscholar’s notes), and has had numerous international academic affiliations.

Amara Lakhous is a visiting professor in the Department of Italian Studies at New York
University. He was born in Algeria in 1970 and moved to Italy in 1995. He is the author of five
novels, which have been translated into numerous languages (three were written in both Arabic
and Italian). His best-known works are Clash of Civilizations Over an Elevator in Piazza Vittorio,
Divorce Islamic Style, and A Dispute over a Very Italian Piglet. His most recent work, The Prank of the
Good Little Virgin of Via Ormea, was published in Italian in 2014 and in English in 2016. Clash of
Civilizations Over an Elevator in Piazza Vittorio was adapted as a movie by Isotta Toso in 2010.

Mario Naito Lopez is the leading specialist in North American and European cinema at the
Cinemateca de Cuba, with over 20 years of editorial experience for the Cinemateca, notably in
Cuban film.

Gianluca Lo Vetro is a journalist, fashion critic, essayist, and curator. In 1987, he introduced
fashion to the pages of L’Unitd, addressing the subject in a sociological key. He has collaborated
with the weekly L’Europeo and with lifestyle magazines such as GQ. He has curated retrospec-
tives, such as Giubileo for the 50th anniversary of Roberta di Camerino and “Fiorucci Free Spirit”
for the 30th anniversary of Fiorucci. He has also taught at the University of Bologna. In recent
years, he has dedicated himself to the study of Fellini, which resulted in the publication of Fellini
e la Moda, and has been writing for La Stampa.

Elan Mastai is an award-winning screenwriter and novelist. He has written five feature films,
including The F Word (distributed internationally as What If), which premiered at the Toronto
International Film Festival prior to its theatrical release in more than 30 countries. His debut
novel, All Our Wrong Todays, has been translated into two dozen languages. He is writing the
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movie adaptation for Paramount Pictures and Oscar-nominated producer Amy Pascal. He is
currently a writer and producer on the Emmy-winning television series This Is Us.

Mario Masvidal was chief science editor for more than 25 years for a major Cuban publishing
house. He has taught at Central University, Santa Clara (Cuba), and is currently a professor of
semiotics and communications at Havana’s University of the Arts (ISA). As well, he hosts a radio
show and works in television on matters cultural and artistic.

Tanvir Mokammel is a filmmaker and author from Bangladesh, as well as director of the Bangladesh
Film Institute and the Bangladesh Film Centre. He has made feature films that have received
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titles, normally in parentheses and always in italics, when films have formally acquired such titles,
for purposes of exhibition, distribution, and so on. In cases where there is no English title, but the
Italian title requires translation, we provide the translation in parentheses and in quotation marks.

Several titles of Fellini films are the same in English as in Italian, except for initial capitalization
(e.g., La strada in Italian vs. La Strada in English), the presence or absence of a hyphen (Fellini -
Satyricon in Italian, Fellini Satyricon in English), or a minimal change in articles (I clowns in Italian,
The Clowns in English). Providing both forms for the initial appearance of the title in each essay
seemed to be belaboring the trivial, and the Italian title can easily be employed via Google or
IMDb to find the English equivalent—so, in these cases, we have provided just the Italian titles.

For English titles, we follow recent Criterion Collection releases when their film titles represent
an improvement over previous versions. For example, Vittorio de Sica’s Ladri di biciclette (1948) had
usually been translated into English in the singular—The Bicycle Thief—despite the significantly plu-
ral Italian. Criterion has chosen the more appropriate Bicycle Thieves. Similarly, though less signifi-
cantly, Roberto Rossellini’s Roma cittd aperta (1945) has been referred to as just Open City or as Roe,
Open City. Criterion has kept “Rome” and deleted the unnecessary comma: Rome Open City.

Translations, if not otherwise noted, are the authors’ with the following exceptions.

The texts by or involving Francesca Fabbri Fellini, Valeria Ciangottini, Goffredo Fofi, Naum
Kleiman, Amara Lakhous, Vincenzo Mollica, Carlo and Luca Verdone, and Lina Wertmiiller, as
well as any brief testimonials appearing throughout the volume and originally in Italian, were
translated by the editors. The contributions of Gianluca Lo Vetro, Gianfranco Angelucci, and
Vito Zagarrio were translated by Amy Hough-Dugdale, who also provided assistance with the
interview with Mollica. The chapters contributed by Paolo Bertetto and Marco Vanelli were
translated by Sarah Atkinson. Adriano Apra and co-authors Barbara Corsi and Marina Nicoli
were translated by Sergei Tsvetkov, and Nicola Bassano by Julia Heim. Clare Tame provided ini-
tial input into the translations of Zagarrio and Stefania Parigi. They were finalized by Hough-
Dugdale and the editors, respectively. “Fellini in the Cuban Context” was translated by Jennifer
Ruth Hosek; the interview with Tanvir Mokammel was translated by Esha De.

Marita Gubareva supervised translations from Italian and often intervened with her editorial
expertise.






Foreword

Francesca Fabbri Fellini

... now I realize I have something to confess. When I became a successful director, I wanted to tell
my mother, very clearly, how aware I was of the influence she had on my existence. She was the
director of my entire life.

Federico Fellini

I, Francesca Fabbri Fellini, am the daughter of Maria Maddalena Fellini, younger sister of
Federico. A geneticist once told me that when my grandmother was expecting her daughter
Maddalena, in her fetus the future eggs of Maddalena were already forming. Among those thou-
sands of ova, one would account for the birth of her female grandchild. Dreamer that I am, I love
to think that I began my life in the body of my nonna. In fact, there has existed from the moment
of my birth, 24 May 1965, a special affective tie between me and nonna Ida Barbiani, the mother
of Federico, Riccardo, and Maria Maddalena. This Foreword is in large part dedicated to her.

Writing the Foreword for this volume, which will remain over time a precious point of refer-
ence for all impassioned Fellini scholars, I decided, as the last genetically linear heir of the Fellini
family, to climb up for a moment onto our genealogical branches and seek to tell you where the
road began for a little genius born in Romagna, son of a housewife and a traveling salesman.

In Rimini, 20 January 1920, at 9 o’clock in a tempestuous evening of thunder and lightning, of
downpours and gale-force winds, and of a sea in tumult, in the apartment of the Fellinis in viale
Dardanelli 10, thanks to a local doctor and precisely at the moment in which a clap of thunder
shook the house, a fine young maschietto was born. His name would be “Federico.”

While Federico is being born, the young actor Annibale Ninchi, who many years later will play
the role of the father of Marcello and Guido in Fellini’s semi-autobiographical films La dolce vita
(1960) and 8% (1963), is performing at the Politeama Riminese theater in Glauco by Ercole Luigi
Morselli. Destiny places two fathers in close proximity to the crib of a future master of world
cinema: Urbano (biological) and Annibale (imagined).

The marriage of my grandparents is a story my nonna Ida would tell me when I was small, as
though it were a fairy tale, to make me fall asleep. Nonno Urbano was born in 1894, son of the
proprietors of a small farm in Gambettola, a town near Cesena. Before turning twenty, realizing
that there was little work in his birthplace, he decided to emigrate to Belgium, and with the out-
break of the First World War, he was sent, as a German prisoner, to work in the coal mines,
which caused heart problems and contributed to an early death.

Having returned from Belgium, he settled in Rome, where he found employment as a baker’s
assistant in the Pastificio Pantanella, in via Casilina. In the capital, he fell in love, which was recip-
rocated by the beautiful Ida. From the beginning, they did not have a lot in common: he from the
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Figure G.1  Federico Fellini and his mother, “nonna Ida.” 1963. Photograph by Davide Minghini. Courtesy
of Francesca Fabbri Fellini.

country, she from the city; he constrained to work for a living, she well off. They had contrasting
characters, and it would remain that way for life: nonno was extroverted, witty, convivial; nonna
somewhat closed and austere. Despite some hesitation, nonna, swayed by the charm and good
looks of Urbano, let herself be drawn into a romantic escape to Urbano’s paternal home at
Gambettola, where marriage ensued.

The relationship between Ida and her family of origin became, as a result, irreparably compro-
mised. It was difficult for her to erase the bitterness of having severed her affective roots, but no
one of the Barbiani family was willing to make a gesture of peace toward a young woman con-
sidered, given the times, dissolute and thus deserving of disinheritance.

Toward the end of 1919, my grandparents moved from Gambettola to Rimini, where Urbano
began his career as a traveling salesman of food products. With his jovial demeanor, which
inspired trust, he was baptized “the Prince of Salesmen.” He could not understand why Federico
did not aspire to follow in his footsteps. Zio [Uncle] Chicco, as I called Federico, once told me, “You
know Franceschina, one day when I found myself with two salesmen who were wearing gold
chains and pinkie rings and smelled of aftershave, I realized that, after all, and against my will, I
was following in the footsteps of your nonno. Life had compelled me to be a vendor of rounds
of parmesan like him, only I called them films, and the producers to whom I wanted to sell these
films didn’t greet what I considered to be my potential masterpieces with the same receptiveness
that the clients of nonno displayed for his oil and prosciutto.”

As successful farmers, Federico’s grandparents, Luigi and Francesca, had animals in the stalls,
a farm cart, a horse-drawn carriage. One day, serious misfortune was barely avoided. Luigi was in
the carriage with Ida, who was pregnant with her firstborn. The horse was trotting, and Luigi, to
amuse his son’s young wife, decided to make it gallop. The carriage overturned and the expectant
mother leaped and fell from the buggy; but, fortunately, no harm was done. Needless to say, my
family tree seriously risked not being enriched by the birth of Federico.
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Federico said of his experience in farm country:

We would go to Gambettola, in the interior of Romagna, in summers. My grandmother Francesca
always kept a rush in her hands, with which she made the men react with moves right out of an
animated cartoon. To begin with, she had the men who had been chosen for the day’s fieldwork line
up. In the mornings, you could hear rough laughter and a great hum of voices. Then, as soon as she
would appear, these rough-and-tumble men would become as respectful as though they were in
church. Nonna would then distribute caffe latte and check everything out. She would smell Gnichéla’s
breath, to see if he had been drinking grappa—and he would laugh, elbowing the man next to him,
becoming a little child in his sudden bashfulness.

Nonna was like the other Romagnolo women. One of these, every evening, would go to the oste-
ria, pick up her drunk husband, and load him onto a cart to take him home (a scene we see in I clowns
[1970]). On one occasion, amid general derision and humiliation as he was dragged off by his wife—
legs dangling from the cart—from under his misshapen hat, his eyes met mine.

Nonna Ida always told me that uncle Federico dreamed of becoming a puppeteer. When he
was eight, she bought him a toy theater, and thus he imagined for himself an endless supply of
stories, animating the puppets. And he also invented the costumes for the characters.

One of the greatest sorrows for my mother Maddalena and for uncle Federico was the death
of their father; nonno Urbano died of a heart attack when he was only 62 years old. If you asked
Federico about his father, he would say that the first thing that came to mind was the train sta-
tion: his father boarding; the railway man, with his visored hat, closing the train doors one by
one; and Urbano staying at the window to say goodbye, while the train, with the great jolting of
its unleashed cars, lurched into motion. The stations, the remembered trips, the departures, the
goodbyes, the returns, the nostalgia—all this was part of Federico, thanks to a traveling salesman
father, restless and festive, who would reappear full of gifts able to excite the fantasy of a small
child.

My mother would tell me that Urbano was a father molto simpatico, who would make coins
disappear with little conjuring tricks, tell little stories, and always have his pockets full of candy
to give to all the children. He was easily moved; it was enough for the children to get a good
grade at school for his eyes to glisten. At home, he would stay in shirtsleeves, with a vest and a
long cigarette holder and cigarette, seated at his typewriter, responding to mail. When he
returned from his trips to hear about the shenanigans of Federico and Riccardo, he would
threaten terrifying measures in order to satisfy Ida. For example, “I am going to eat the type-
writer, eat the table, eat the umbrella.” Uncle Federico captured this beautifully in Amarcord,
bequeathing some of Urbano’s theatrics to Titta’s father.

As many people know, Federico and Giulietta had a son, Pier Federico, born 22 March 1945,
who lived for only 11 days. The pain of that tragedy, as one could see looking carefully in the eyes
of Federico, did not disappear for all his life. But 20 years later, his imposing sister, “the Sequoia”
as he called her, gave birth to an equally imposing baby who weighed four and a half kilos. My
mother told me what zio Chicco exclaimed when he saw me and my titian hair for the first time:
“What a beauty this bamboccia. She was born rusty because she stayed inside there for 12 years.”

I was immediately a favorite “daughter” of Federico, my godfather at baptism along with my
aunt Giulietta. My titian hair, green eyes, and hale and hearty cheeks could not but elicit his spirit
as a great caricaturist, who could forge from the reality of things the intense harmony that gov-
erns dreams. And so I, his “good giant,” inspired his pictorial imagination, which portrayed me
as a figure from cartoons.

He liked to draw me with a cape that he had gifted me, and that resembled the kind worn
by the carabinieri: blue with red stripes on the shoulders. When he came to Rimini, he would
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take me to Scacci, the oldest toy store in the city. Among his many gifts, I remember a toy
theater with a box of three-finger puppets. We played together creating funny stories and
fantastic characters.

For me, zio Chicco was a man of dreams: great and magical. Without a doubt, he inspired me
to be creative. The first time I stuck my nose in the world of celluloid was when I was eight, in
the famous Studio 5 of Cinecitta, the largest in Europe and one that became synonymous with
Federico’s filmmaking. I remember it well: Federico was directing Amarcord, a film that has
entered so profoundly into Italian culture that its title has become a neologism.

Amarcord is the film I have always loved the most. It was the moment that I began to under-
stand that zio Chicco was not only a great playmate but a true lord of the movie set. He directed
his cast and crew with confidence, he explained to the actors the expressions he wanted, and he
showed the extras how to move. Very much as he had as a child with his puppet theater, living the
role of director in a very particular way.

I spent a lot of mealtimes with him. He was a gourmet of food just as he was of life. Aunt
Giulietta was also a great gourmet, and for her Federicone she would cook industrial quantities of
minestrone, tagliatelle al ragu, and chicken alla diavola. Above all, she was fabulous for perform-
ing the multiplication of loaves and fishes after the usual telephone call around nine in the even-
ing: “Giuliettina, we aren’t going to be just four this evening, but 15.” I am so frustrated that I
don’t have even one of the napkins on which zio Federico drew at restaurants between one dish
and the next, seized by his inexhaustible creativity—only to leave them behind as gifts for his
lunch and dinner companions.

I never asked him for anything except some advice, in Rome, when I was 19 and had finished
high school. Which path should I follow in my life? Because of my innate and uncontainable
curiosity, he counseled me to major in foreign languages and literatures, to learn how to use
computers well, and to become a journalist. I followed his advice; I graduated, and I became a
professional journalist.

When I was born, zio Chicco was 45 years old, had already won three Oscars, and was considered
by many to be the king of world cinema. I am happy to say that in the year of my birth, Fellini
arrived “in color,” making Giulietta degli spiriti, his first feature film not shot in black and white.

For Federico, 1965 is a year pervaded by magic and mystery:

—he meets the writer Dino Buzzati, collaborator on “Il viaggio di G. Mastorna” (“The Journey of G.
Mastorna”), a story of the afterlife that, though never finished, occupied Fellini on and off for much
of the latter part of his life and had a significant impact on many of his films.

—he writes the screenplay of “Il viaggio di G. Mastorna.”

—he meets the paranormally extraordinary Gustavo Rol. Fellini called him “the most disconcert-
ing man I have ever met. His powers are such that they surpass even the ability of others to
imagine themselves astounded.”” Rol said of Federico, “To describe Fellini, I would entrust
myself to three words: genius, intelligence, goodness. But I will limit myself to only one:
‘Immense.””?

—he suffers the death of his German Jungian psychoanalyst Ernst Bernhard, who motivated him to
transcribe his dreams and words in such a way as to produce what became published posthumously
as Il libro dei sogni.” Federico said, “I liked everything about Bernhard: the street where he lived, the
elevator that seemed a room unto itself and rose slowly like a hot-air balloon, the vast office full of

1 Quoted on Dionidream 2019.
2 Quoted in Quaranta 1993.
3 See Fellini 2007, 2008
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books, with the windows wide open overlooking the roofs of Piazza di Spagna. He listened to my
unhinged confessions, dreams, lies, with a kind smile, charged with affectionate irony.”*

—he meets in New York the creator of Spiderman, the Hulk, and other Marvel heroes, the great
American cartoonist Stan Lee, and a great friendship is born.

One of the fables that I liked the most was “Sleeping Beauty in the Woods,” with its fairies
bestowing gifts on the little princess. I like to think that when I was born in Bologna, my “fairy
godmother” Federico sprinkled over my crib his gift of fairy dust that inspired in me a passion for
mystery.

Unfortunately, I never met Gustavo Rol, though zio Federico spoke of him often. I only com-
municated with him once by telephone, a few days before Federico died. He called my house in
Rimini saying that he had been seeing Federico while he was in a coma in his intensive care room
at the Policlinico Umberto I in Rome, suspended like a balloon tied to a string. He asked me why
Federico and Giulietta had to go so soon. He said he would have given his life in exchange for
those two creatures whom he loved so much. “I can’t do anything for them,” he lamented.

And then he told me: “Francesca, something very concrete has happened to your uncle
Federico that has shortened his life. Very concrete.” Without explaining what. “I was convinced
that Federico would have lived for several years more. I am unhappy for them.”

Federico passed from a coma to his death a few days after, and his beloved Giulietta, the one
woman worthy of being his lifelong companion, followed after five months, in March 1994. Rol
died six months later.

One day, Federico told me of a séance with Rol at Treviso. The medium, in a soft, breathy
voice, began to recount stories from Federico’s infancy that only his father Urbano could have
known. Then he invited Federico to ask a question, in effect to his father. He asked, “What could
resemble the condition of life ending?” The answer was suggestive: “It is as though in a train at
night, far from home, I was thinking of you in a kind of opaque state of drowsiness, of semicon-
sciousness, with the train carrying me ever farther away.”

What did I envy about zio Chicco? A friend so special such as Rol, a beautiful soul, who time
and time again ferried him into other, higher dimensions.

What have I inherited from my zio Chicco? A passion for the hidden side of things, subtle
worlds, the Beyond.

When he was 70 (in 1990), he went to Japan with aunt Giulietta and received the epitome of
international honors in the world of art, the Praemium Imperiale that acknowledged his “deci-
sive contribution to the progress of cinematic art, already unanimously recognized.” On that
occasion, he met two emperors: the political leader Akihito, who welcomed him into his official
residence at Palazzo Akasaka, and Akira Kurosawa, his colleague, nicknamed the emperor of
Japanese cinema, who invited him to eat sushi at the famous restaurant Ten Masa, seated shoeless
on a tatami mat.

The emperor Akihito told him, “This prize that I consign to you is in the name of an invisible
multitude.” And Fellini commented, “for sure, as the son of a traveling salesman of Gambettola
origin, I can have no complaints about the road I have travelled.”

To be the final heir of a family whose name has been so elevated by its most notable bearer is
an honor and a responsibility. Now as we travel toward the centenary of Federico’s birth, I can
only applaud a publication such as this.

4 Quoted in Benemeglio 2018.
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Figure G.2 From left to right: Maddalena Fellini, sister of Federico; Francesca Fabbri Fellini; Federico; and
Fellini’s mother, Ida. 1973. Photograph by Davide Minghini. Courtesy of Francesca Fabbri Fellini.

I would like to conclude by citing the famous postulate of Lavoisier: “nothing is created, nothing
islost, everything changes,” which zio Chicco revised as “nothing is known, everything is imagined.”
And, I would like to exclaim, in the name of the entire Fellini family, “grazie nonna Ida.”
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Preface
Felliniesque. A Glimpse Behind the Curtain

Gianfranco Angelucci

I remember hearing, around the middle of December on the verge of the year 2000, that the BBC
had compiled a list of a hundred names, chosen from among the most eminent figures of every
nation of the world, to commit to the memory of the new millennium. From Italy, only Federico
Fellini made the list. Not a scientist, Enrico Fermi or Guglielmo Marconi, for example, but an
artist of the cinema who more than anyone else had left an impression on the imaginary of the
century.

At that time, in those mid-December days, I was in New York consulting a prestigious law firm
that specialized in international law, hoping to establish a Fellini Foundation in America analo-
gous to the one I directed in Italy. As it was the period right before Christmas, the bookstores
were brimming with gift books, and they had whimsical offerings dedicated to the passing of the
baton between the two millennia. At the Coliseum bookstore, I found an illustrated volume on
“the two hundred people of the century who made a difference”: among them, again, was Fellini.
I bought the book for $195, thinking that it might be useful for the negotiations in progress.

Federico was well-loved in the Anglophone world, the only director on earth who has won five
Oscars! Four for his films, like John Ford, and the fifth, the Academy Lifetime Achievement
Award, given to him in 1993, the same year that he died.

When I was visiting some American universities, one of which was the University of Michigan,
Ann Arbor, T happened to hear film historian friends of mine say that, with respect to the Seventh
Art, the twentieth century could be divided equally in half: the first part belonging to Charlie
Chaplin and the second to Federico Fellini. I got the impression that, in the United States, Federico
was considered virtually a “local” artist, even if he had never agreed to direct a film there. Not
even when an important major film company offered a multimillion-dollar contract for a screen
adaptation of Dante’s Inferno. It was such a massive amount of money that Federico decided he
needed to get on a plane and go justify his refusal in person. At the film company’s headquarters,
in front of those gathered around “a table more gigantic than the one in the Oval Office at the
White House,” he tried to illustrate his vision of the film: “A barren, uncomfortable, narrow,
oblique, dreary, little inferno.” An impenetrable place in which the air doesn’t circulate, asphyxi-
ating, unbreathable: “To be reconstructed as usual at Cinecitta, with reference to the perspec-
tives, depth, and scenery of Renaissance painter Luca Signorelli.” The president of the company,
who in the caricatural emphasis of Federico “smoked a cigar as enormous as a mortadella,”
paused thoughtfully, and after having quietly exchanged some words with an assistant, con-
cluded: “Mr. Fellini, don’t worry, we will make Luca Signorelli an offer he can’t refuse!”

I don’t know if this is exactly how things went, but the fable has its moral implication, and
explains, in a way, why the film wasn’t made. It also shines a significant light on the metamorphoses
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the project underwent, having taken a decidedly personal direction in the director’s imagination:
becoming an explanation on film of the impossibility of reducing the Divine Comedy to a cine-
matic spectacle. At the center of the whole affair, dedicated to the persona of the producer, there
would have been Fellini himself, seated in a director’s chair with his scarf and Borsalino, but
dressed in puppet’s clothes. The narrative model would have closely followed Bloc-notes di un
regista (Fellini: A Director’s Notebook, 1969), an easy, flexible, colloquial formula that had already
been happily experimented with by the director to recount on screen his abandonment of the
prophetic “Il viaggio di G. Mastorna” in favor of Petronius’s Satyricon—also a journey, and not
such a different one, into the realm of the unknown.

This synopsis, which we did not have time to develop into a screenplay due to the premature
death of the director, was to have included a sequence that had evolved in conjunction with his
reading of The Doors of Perception (1954). Aldous Huxley refers to experiments in psychic altera-
tion brought about through the use of mescaline. An uncontrollable curiosity had provoked
Fellini to try, under medical control, a similar experiment with lysergic acid, a synthetic halluci-
nogen better known by the name of LSD 25.

The distressing idea the director came up with was that hell could manifest itself as the spon-
taneous collapse of all the cerebral synapses, thought reduced to mush, the individual submerged
in the primordial magma anterior to the advent of Word and Light. This shipwreck of the intel-
lect in a chaotic ebb, both preconceptual and presensorial, in a universe without time and without
names, completely devoid of handholds, would have been realized through a shocking psyche-
delic sequence, a bombardment of light and distorted, blinding colors.

It occurred to me later on that the intuition of the director was nothing other than a horrible
premonition, a paranormal anticipation of that which was about to occur in his mind. A year
later, in fact, Federico had a stroke that proved fatal. And for two weeks, in a comatose state at
Umberto I Hospital in Rome, he continued to talk without emitting sounds, moving his lips
incessantly, babbling inarticulate words, in a condition unfortunately similar to the infernal
disconnection he had lucidly foretold.

I refer to this disquieting episode only with the intent to clarify the visionary inclination of the
artist “who sees beyond,” to where others are not able to see. In speaking about Fellini, often with
the goal of making myself understood to disoriented listeners, I find myself calling him a martyr,
in the original meaning of the Greek term p&ptog, papTLPOG, that is, the witness who comes to
the defense of the accused, and by extension, the witness to the truth itself. I believe that Fellini,
in his own way, took on this role, became a saint, not so much in the conventionally religious
sense but rather in the esoteric one; he was enlightened. He was endowed with that overabun-
dance of energy that in saints manifests as miracles of faith; in artists it is transformed into works
of art. Both cases refer to ascetic phenomena that transcend the common capacities of the
individual, phenomena perceptible in sages, in magicians, in fakirs, in the ancient priest-kings.

Having had the privilege of entering the wizard’s lair at the top of the tower, having had con-
tact with the alchemist’s instruments, I can say that Federico possessed extraordinary faculties
that he did not keep secret. He alluded to episodes of “levitation” (an explicit reference can be
found at the beginning of Intervista—1987) and other extrasensory happenings to which I refer in
my books only in part.

His films, like the works of every other great artist, can be considered authentic texts of wis-
dom capable of expanding the consciousness of those who attend to them. Reading Shakespeare
or Tolstoy, contemplating the Sistine Chapel or the sculptures of Michelangelo, admiring
Brunelleschi’s dome, and Giotto’s bell tower, and listening to the music of Bach, Mozart,
Beethoven, changes our perception of reality, and shapes our own lives. It is unnecessary to
generate hierarchies of value for the works of extremely talented artists in as much as these
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works offer us, together or separately, a complete universe in which to immerse ourselves so that
we can enter into contact with the deepest layers of reality. Indeed, if individuals dream for their
own sake, true artists dream for the sake of humanity.

In little more than a hundred years of cinema, numerous auteurs have produced excellent
films, even undisputed masterpieces. However, Federico, while expressing appreciation for many
of his colleagues in many of his interviews, recognized in only two filmmakers the heraldic
nobility of the artist. Or rather three, including Charlie Chaplin, whom he considered Father
Adam, the Homer of the screen, the origin of storytelling. The other two were Akira Kurosawa
and Stanley Kubrick. It is no coincidence that in their films the substance of dreams hovers,
transfigured.

After having met Jungian psychoanalyst Ernst Bernhard, Federico, over the course of 30 years
until his death, annotated, illustrated, and commented on every nocturnal “message” in his
famous Il libro dei sogni (The Book of Dreams, Fellini, 2007/2008). It was a vein of gold that he con-
fidently tapped when developing his films. In some cases, the dreams became the originary
nucleus of the films—as with the never completed “Mastorna” and even the commercials shot in
1992 for a bank’s promotional launch. These latter little stories contain his entire poetics!
Miniature masterpieces to which the audience certainly did not pay due attention, and to be hon-
est, maybe not even the clients. But those handfuls of images are declarations of freedom, exis-
tential defenses, and they possess the delicate transparency of a watermark, or of ancient
palimpsests that have resurfaced from the depths of time, reemerging from the darkness of a
buried casket. Remember the frescoes in the excavated patrician house, which in the film Roma
(1972) disappear at first contact with air? Fleeting, elusive visions.

Between us and the unknown world, Federico believed, there is just a tissue paper wall, on the
other side of which a parallel life pulsates. This veil to which we press our ears is so thin that at
times from that impalpable world come murmurs, words dispersed in the air, mirages, acoustic
illusions, undecipherable signs—or snags can appear that allow us to catch a glimpse of some-
thing. Inexplicable and obscure phenomena, tantamount to the “voices from the well” that Fellini
invites us to listen to in his final film-testament La voce della luna (The Voice of the Moon, 1990):
“And yet I believe if there was a little more silence, if we all quieted down a little, maybe we could
understand something....”

The painter, the poet, the artist who keeps an ear glued to that wall of tissue paper is capable of
perceiving the unknown, and sometimes makes reference to it, not as a void or an absence, but as
a multitude of presences, of shadows, which come to light via powerful visionary writers, those
of Virgil’s and Kafka’s stature. Or thanks to gifted psychics such as Gustavo Rol, a friend of
Federico’s until the very end, through whom he was allowed to “knock on the door of the uncon-
scious.” And if someone happened to criticize him, or disapprove of this ingenuousness and cre-
dulity, he responded calmly: “I prefer to believe in everything than not to believe in anything.”

In 8% (1963), when during the telepathy show at the Hotel delle Terme, Guido asks Maurice
to reveal the tricks of the transmission of thought, what does his magician friend respond? “Well,
there are some tricks, but there is also some truth. I don’t know how it happens, but it hap-
pens....” Never close a door, a possibility, never immure yourself inside your own certainties.
Federico had adopted Lao Tsu’s adage with enthusiasm: “As soon as you conceive a thought,
laugh at it.” That is why he kept repeating to journalists and scholars eager to inquire into his life:
“Don’t ask me questions, watch my films. It’s all in there; I have always made the same film.”

Nothing could be truer—to the point where we can explore his work as a single, uninterrupted
tale. Fellini never put the word Fine at the end of his films, confirming that each one continued
on into the next. Each time, the skillful composer reorchestrated the same themes for a concert
both ever-new and ever the same. From Lo sceicco bianco (The White Sheik, 1952) to La voce della
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luna, Federico was only ever speaking about himself, not about his day-to-day life, and not even
about his life story, but about his soul. ASA NISI MASA—the famous enigmatic phrase from 8%
that reduces to anima—the Italian word for “soul”—when “sa,” “si,” and “sa” are removed).’

As is well known, Fellini’s films proceed by way of associations, just as in the language of
dreams. Each sequence generates the next in a paratactic structure; there are no subordinate
clauses, which are indispensable in the construction of plot. We are talking about a technique
poetically comparable to the “objective correlative” theorized by T. S. Eliot, which is the transpo-
sition of abstract conceptual meaning into the image of a concrete object with no apparent con-
nection but nonetheless capable of evoking concepts emotionally. Fellini, in addition to
foregrounding dreams, psychoanalysis, and the narrating self in his cinema, also created an anal-
ogy with modernist, or symbolist, poetry, in which images, themes, fragments prevail over the
traditional exposition of story. The “poetics of the object,” which in Italy was very much present
in the lyrics of Giovanni Pascoli and avowedly reinforced in Eugenio Montale’s Ossa di sepia
(Cuttlefish Bones, 1925), finds a fascinating correspondence at the end of La dolce vita (1960) in that
gigantic ray rotting on the beach of Fregene and around which the lingering participants from
the nocturnal orgy gather.

Similar to the “objective correlative,” James Joyce’s “stream of consciousness” is germane to
the structure of Fellini’s visual narrative. For example, near the end of 8%, seated at the steering
wheel of his car as the critic Daumier dismisses his film as a squalid catalogue of mistakes, Guido
is seized by a sudden burst of happiness and begins talking to himself. Alone in the foreground,
he appears to be speaking with “the voice of thought,” but as the field widens, we see that he is
addressing his wife Luisa who has appeared out of nowhere. Interior monologue instantaneously
becomes dialogue. At that point, Maurice, the telepath of ASA NISI MASA, the voice of the soul,
appears (from where?), and he performs the magic of reanimating the film that seemed dead and
abandoned. He succeeds thanks to the music of Nino Rota, which draws all of the characters,
real and invented, down from the scaffolding.

Federico asserted that only when he listened to Rota’s music did he fully understand the mean-
ing of the film he had created. The indefinably arcane themes, sweet and sorrowful, were the
hidden soul of his creations in which, Federico maintained, Nino Rota had always dwelled. The
composer, to whom he attributed an “angelic” nature, lived in Rome in an apartment in Piazza
delle Coppelle (another name for the crucible used in alchemy) and he owned, though not many
are aware, the largest library of esoteric texts in Italy or maybe even in Europe.

“The cinema is a divine way to tell the story of life, to compete with the Eternal Father,” claimed
Fellini, the great illusionist who, with “paper, scissors, and glue,” as he loved to say, evoked unforget-
table emotions. Remember the passage of the ocean liner Rex in Amarcord (1973)? Nothing other
than a cardboard silhouette propped up on the Cinecitta pool, an offscreen siren wailing in the
night, a banner of lights, a puff of black smoke from the smokestacks, and a simple trolley to simu-
late the movement of the ship that glides out of the scene: “The Rex! The Rex!” shout the inhabit-
ants of the town, joyfully, excitedly, from boats that float on a sea of plastic. The same sheets of
glossy plastic, waved by stagehands offscreen, resurface hypervisibly in the Venetian lagoon of Il
Casanova di Federico Fellini (Fellini’s Casanova, 1976) and the Aegean Sea of E la nave va (And the Ship
Sails On, 1983). Illusion, trickery, sleight of hand: because in art everything is symbolic, and only the
absolute, perfect, insatiable search for invention is capable of restoring the truth.

When Joseph Losey, enthusiastic about having seen La dolce vita again on TV, wrote to him
from England and gave him words of encouragement and overwhelming admiration, Fellini
responded: “Dear Joseph, I never re-watch my films, and when a friend speaks to me about them

5 Editors’ note: it is also the Jungian term for the female part of the male psyche.



Preface xxxiii

because he saw one recently, I am always startled, as if they had suddenly discovered that I didn’t
pay my taxes, or as if someone told me that the husband of a beautiful woman had figured
everything out and is looking for me.” One of the most inspired film directors, and also the most
vulnerable, he put himself on the same level as an imposter who is afraid to be found out. The
inevitable fragility of the artist.

Fellini never told stories created at the drawing board; he never used contrived narratives that,
however ingenious and skilled, remain weak pretexts, naive toys. He preferred to tell the story of
existence exactly as it presented itself to him, because human nature is the same under every sky,
and life belongs to everyone. His fables, his frescoes use a singular and inimitable language: a few
frames are enough to recognize his hand, his eye, his style. “Artistic originality has only its own
self to copy,” asserted Vladimir Nabokov, a writer he much appreciated.

Felliniesque! “I have always aspired to be an adjective,” laughed Fellini, adding: “Even if I don’t
understand what it means.” It is the style that identifies the artist, the stamp that distinguishes
him from anyone else, becoming the mirror into which those who gaze can recognize them-
selves. In cinema Fellini has fully unfolded his own universe, which, miraculously, often seems to
be our own: many recognize themselves there, and in so doing they feel absolved, less alone, less
guilty. Few have been as open as Fellini in speaking about themselves without restraint and mod-
esty, without self-censorship, without hiding—on the contrary, unmasking every myth, every
abuse of power, every form of authoritarianism. Heedless of any “excommunication,” he ripped
off the suffocating gag of the Church; he ridiculed Fascism and Fascists; and he stood up to media
dictatorship. The last is alluded to in La voce della luna, as Silvio Berlusconi—the television mogul
who chopped Fellini’s films into pieces on television with commercials—takes it in the culo, when
a waiter kicks the backside of a swinging door on the front of which Berlusconi’s image is
painted. “You don’t interrupt an emotion,” Fellini shouted at the wind, having lost the case
against commercial interruptions in court. He was always risking it alone, without any solidarity
on the part of the trade associations who were dominated by politically motivated filmmakers.

He did not accept an honorary degree from the University of Bologna because, he explained
in his refusal, “I feel like Pinocchio decorated by the headmaster and by policemen for having had
fun in the Land of Toys.... There’s a certain upending of the rules in play that leaves me disori-
ented and unhappy. It’s stronger than me. I would feel as if I had to force myself into a role, a
demeanor, a mental attitude that doesn’t belong to me and I would end up living with real
malaise.” He wanted to remain free as he was when, as an adolescent, he would sit at his high
school desks and draw caricatures of the teachers, demanding, furthermore, to be rewarded for
his impertinence.

Fellini was above all an anarchist who loved order. His cinema, with its poetry alone, has
always remained loyal to that same spirit, and it never bowed to compromises. Averse to the
crutch of ideologies, far from the noise of rallies, from the inauthenticity of trends and buzz-
words, from false prophets, from the mindset of the masses, a most individualist and
apolitical of directors—the most unrestrained, lighthearted, and unpredictable—expressed
himself by disclosing the door to mystery and trusting in the voice of art, the only voice that
can never be manipulated and distorted, whose strength is destined to endure clear and
incorruptible in time.

“The visionary is the only true realist,” Federico repeated with the absolute conviction that the
imagination is the most noble function of the human mind. Clearly, he shared the view of Saint
Gregory of Nyssa, who said: “Concepts create idols. Only wonder comprehends.”

In the momentum of writing, I might have forgotten something close to my heart along the
way: in everyday life, Federico was the most brilliant, the most fun, the most irreverent, the most
salacious, the most exhilarating person that I have ever met. He was a prism of the clearest
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crystal, whose faces, rotating, made the colors of the spectrum dance and gave every aspect,
every detail of existence, an unexpected light. He was the celebration of life.
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Glossary

The following are terms that recur throughout the volume and that, while familiar to those
working in Italian film studies and more specifically on Fellini, might not be to the general reader.
They are sometimes contextualized within the body of the chapters in which they occur, but we
have glossed the terms to avoid the repeated use of explanatory endnotes when they are not. The
explications remain brief when the full significance of the terms becomes clear in the essays that
reference them. Many terms specific to Fellini and Italian film are fully contextualized whenever
they appear in the volume, and, thus, do not appear here.

anni di piombo. The translation of the title of Margarethe Von Trotta’s film Die bleierne Zeit
(Marianne and Juliane 1981), and rendered somewhat awkwardly in English as “the leaden years,”
“the years of lead,” or “the years of the bullet” (bullets being colloquially associated with “lead”).
The phrase refers to a period of violence and tension in Italy from the late 1960s to the beginning
of the 1980s. The most notable originating event of the anni di piombo was the bombing in Piazza
Fontana, Milan, 12 December 1969, by neofascists. It is a period marked by left-wing terrorism
but also by a “strategy of tension” in which right-wing violence sought to disguise itself as left-
wing terrorism in the interests of promoting an authoritarian mood and reaction in Italy. The
Piazza Fontana bombing was a major instance.

Il Boom. See miracolo economico.

commedia all’italiana. A genre of sophisticated and often quite serious “comedies,” nor-
mally considered to originate with I soliti ignoti (Big Deal on Madonna Street, Mario Monicelli,
1958). It paralleled the success of the Italian art film, though with less international expo-
sure, into the 1970s. Known for its critical view of the effects of the Economic Miracle and
of “the Italian character,” but also criticized for being complicit in the creation of a rogue
gallery of figures who were too entertaining and even charming to be the vehicle for bona
fide social critique.

Economic Miracle.  See miracolo economico.

EUR. The initials stand for Esposizione Universale Roma. It was an area of Rome intended for
the site of the 1942 world’s fair and to celebrate 20 years of Fascism. Because of the war, it did
not serve its original purpose, but construction resumed in the 1950s and 1960s, and major sites
were completed for the 1960 Rome Olympics. Cinematic imagery of the EUR district often
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conveys a sense of sterile Fascist modernity, though the history of the area’s postwar develop-
ment has given it a significant post-Fascist identity as well.

fotoromanzo/fotoromanzi.  Comics illustrated with photographs rather than drawings, shot on a
set, with actors who became known and “fan”tasized by the public. A kind of static film. The
content was principally romantic, and the intended audience was primarily female.

fumetto/fumetti. Italian term for comic book and comics. The term refers to the speech balloons
in comics drawings. What are “balloons” in English comics are “puffs of smoke” in their Italian
incarnation: little clouds (“nuvolette”) in which the words of the characters appear.

Hollywood on the Tiber. A term first employed by the American press, in conjunction with
the production of Quo Vadis (Mervyn LeRoy, 1951), to describe the arrival of Hollywood film-
making in Rome and at Cinecitta. Quo Vadis was the first of the numerous major Hollywood
film productions made in Italy in the 1950s and 1960s to be considered part of this
phenomenon.

le leggi razziali/Racial laws. Discriminatory legislation, passed by the Fascist government
between 1938 and 1943, and aimed principally at Italian Jews and the inhabitants of the Italian
colonies: Eritrea, Ethiopia, Somalia, and Libya.

miracolo economico/ Economic Miracle/Il boom. A period of strong economic and technological
development, centered in the years 1958-1963, that transformed Italian society largely along the
lines of American capitalism and consumerism, in ways often critiqued in films of the late 1950s
and 1960s—and beyond.

Aldo Moro. A member of the Christian Democracy party and Italian Prime Minister in both
the 1960s and the 1970s. He was a key figure in helping bring the left into power in the 1970s. On
16 March 1978, during the anni di piombo, he was kidnapped and killed after 55 days of captivity.

RAI (RAI1, RAI2, RAI3). Radiotelevisione Italiana—the national Italian broadcaster.
varietd. Variety shows that had certain similarities to music-hall entertainment (Great Britain)

or vaudeville (North America), though with great regional variations, dependent on local traditions,
in Italy.
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Fellini and Friends



Catherine Breillat
Fellini was and will always be one of the greatest and most alive directors in the world.

In France, probably because of [the 10th anniversary of his death], there was a very interesting
television program on Fellini [...]. Fellini was talking about disponibilita (willingness or recep-
tiveness), in the sense that as he said, he never knew what he was going to do. Obviously, he did
know, because everything is so precise, but at the same time he was also someone else when
he was making a film. He didn’t belong to himself; he belonged to the film. He felt like someone
else and he called this sensation disponibilitd. Art, he said, is simple, but it does require immense
disponibilita. You can never create anything if you know what you are going to do beforehand.
And that is difficult. You have to accept a certain dose of emptiness, a certain dose of fear. (34)

Fellini’s style is like nobody else’s. The art of his movement and framing is a signature in itself.
This is why he has never created a school. Very few directors attempt to follow in Fellini’s
footsteps, not because he isn’t the greatest, but because at the end of the day it’s impossible. It’s
as if a painter tried to imitate Cranach, or a writer, Shakespeare [ ...]. It would be unwise and
decidedly risky to be inspired by Fellini. (36)

I think that Fellini surprises us so much because he practises this incredible art of taking fantasy
very seriously. He manipulates irony, his sense that all the world is a stage, his [commitment to]
observation and detail, but at the same time he delights in visual delirium, composition, colou,
exuberance and creative profusion. There is also a marked degree of truculence. And it is this
that fixes this delirious invention in a sort of humanism. In Fellini you can find all the great
visionary Dutch and Flemish masters. He is Brueghel and Jerome Bosch rolled into one. He is a
painter, a great painter of animated, living canvasses. Watching a film by Fellini is like watching
a volcano erupt. You feel a sensation of power, of life’s mystery and a phenomenal incandescent
eruption. It takes hold of us, it amazes us, and it gives us an immense feeling of joy. (38)

From 82 to E la nave va: The Birth and the Death of Art. In: La memoria
di Federico Fellini sullo schermo del cinema mondiale (Rimini:
Fondazione Federico Fellini), 34-38.
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Introduction

Marguerite Waller and Frank Burke

The 100th anniversary in 2020 of Federico Fellini’s birth, 20 January 1920, is the momentous
occasion that prompted the creation of this Companion, though there are many reasons other
than the centennial to justify a volume of this scope on the Italian director. With this anniversary
in mind, one is tempted to assert the “importance” of Fellini. Yet, many of our authors take issue
with the assumptions and strategies that underlie normative notions of importance in Western
culture. Numerous contributors note that Fellini was in frequent conflict with accepted notions
of importance—and that this conflict provided much of the energy for his best work. Accordingly,
we have reconfigured what is generally considered important, focusing instead on the profound
dispersiveness and relationality of Fellini’s work: its extraordinary ability to affect people with its
emotional, spiritual, and sensual openness, and its consequent engagement with viewers in cul-
tures far and wide.

Two conventional markers of Fellini’s “importance” are the many awards won by his films and
his ranking in the British Film Institute magazine Sight ¢ Sound. He has won more Academy
Awards than any other director in the history of cinema: Best Foreign Film for La strada (1954),
Le notti di Cabiria (Nights of Cabiria 1957), 8% (1963), and Amarcord (1974), and an honorary Oscar
for lifetime achievement in 1993.' More than a mere index of success, Fellini’s Oscars bespeak a
powerful connection between Fellini’s work and its audience in the US, reflected as well in the
1980 comment by Harry Reasoner, a prominent CBS and ABC anchor and founder of the show
60 Minutes, that Fellini “[may be] the premier filmmaker of the age.” The 2012 Sight ¢~ Sound
directors’ poll ranked four of Fellini’s films among the top 40 best films ever made,” with 8% tak-
ing fourth place. The fact that all Fellini’s films have been available recently in English language
versions in North America and the UK is perhaps even more indicative of Fellini’s importance
within Anglo-American film culture. In Italy, throughout continental Europe, and elsewhere, the
stories of powerful connection are similar. At the film festivals of Venice, Cannes, Moscow,
among many others, Fellini’s work was recognized by a steady stream of prizes, and in 1990
Fellini was invited to Japan to receive the Praemium Imperiale, the equivalent of the Nobel Prize
in the visual arts, awarded annually by the Japan Art Association.

We were also intrigued, in preparing this volume, by the personal testimonies that people
offered of Fellini’s impact on their lives and work (Francesca Fabbri Fellini, Gianfranco
Angelucci, Vincenzo Mollica, Goffredo Fofi, Lina Wertmiiller, Valeria Ciangottini, Carlo and
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Luca Verdone, and others whose comments are interspersed throughout the text), and by its
intersections with directors and cultures other than European and North American. We
intended, from the start, to demonstrate Fellini’s geographical and cultural reach, but we
had no idea how extensive it was or how enthusiastically scholars, artists, and archivists
(Esha De, Tanvir Mokammel, Amara Lakhous, Cihan Giindogdu, Earl Jackson, Naum
Kleiman, Luciano Castillo et al., and Rebecca Bauman) would respond to our inquiries. Only
the limits of space have prevented us from providing even more compelling evidence of
Fellini’s transnational currency.

In addition to providing insight into both a more personal and a more global Fellini, our con-
tributors address Fellini’s precinematic and early cinematic experience (Marco Bellano, Stefania
Parigi), the recurrent patterns and motifs that make the films so distinctive (Adriano Apra, John
Agnew, Alessandro Carrera), and his interactions with extracinematic forms and influences
(Bellano again, Erika Suderburg, Federico Pacchioni, Gianluca Lo Vetro, along with coeditor
Marita Gubareva). They also address Fellini’s rich, lengthy, and sometimes troubled collabora-
tions (Giaime Alonge, Barbara Corsi and Marina Nicoli, Victoria Surliuga), his innovative film
language (Marco Vanelli, Antonella Sisto), and the original means of expression Fellini brought
to the film screen (Hava Aldouby, Paolo Bertetto, Amy Hough-Dugdale, Vito Zagarrio).
Contributors have been impressed by the pertinence of his work to contemporary dialogues
concerning politics, gender, race, sexual orientation, and the environment (Kriss Ravetto-Biagioli,
Shelleen Greene, Suderburg, Lo Vetro, Elena Past, along with coeditor Marguerite Waller). New
understandings of Fellini’s impact on European and Anglo-American cultures are complemented
by essays that deepen and complicate our appreciation of Fellini’s significance within these
frameworks (Nicola Bassano, Albert Sbragia, Bauman again, and Russell Kilbourn, along with
coeditor Frank Burke).

Our interest in new, expansive, dispersive perspectives on Fellini, along with our page limit,
predisposed us to forego full-length essays on individual films, in lieu of which we asked film-
makers, scholars, and others involved in and with creative work to contribute “short takes” on
selected films that had a particular, perhaps personal, significance for them (Dom Holdaway,
Giuseppe Natale, Aine O’Healy, Mark Nicholls, Caroline Thompson, Suderburg, Cristina Villa,
Rebecca West, Alberto Zambenedetti, John Paul Russo, Elan Mastai). We encouraged these
authors to approach the films as idiosyncratically as they wished, further contributing to the
diversity of perspectives included in the volume.

Throughout, the editors have aspired not to monumentalize Fellini and his work but to empha-
size its continuing, shape-shifting relevance, to introduce different generations and different com-
munities of viewers to one another, to offer new theoretical frameworks, to foster new encounters
and interactions, even new disagreements and critiques (Alonge, Corsi and Nicoli, West,
Thompson, Zagarrio, and Richard Dyer are among those who see notable problems in Fellini’s
work and cinematic career).

We felt it useful to conclude the volume with an appendix that notes major, accessible archival
resources for further research on, exhibition of, and thinking through of Fellini’s work. We hope
that the many events, including this volume, marking the centennial will strengthen these exist-
ing archives and encourage the emergence of new ones.

We wish the volume included everything we had in mind at the start. Entries on Fellini’s
global reach could have gone on indefinitely, and no doubt some readers will find their
favorite Fellini film unaddressed in the “Short Takes” section. There is much more to be
explored in Fellini’s relations with other figures in Italian and non-Italian cultural and
aesthetic history. Dante, whose Commedia is a felt presence in most of the films, directly
catalyzed Fellini’s never produced “Il viaggio di G. Mastorna.” Fellini’s voluminous reading,
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hinted at by the contents of his library and belying the image of the filmmaker as non- or
anti-intellectual, also offers many avenues to be explored. Circumstances prevented the inclu-
sion of a chapter specifically addressing “queer” Fellini, though Lo Vetro’s and Suderburg’s
incisive comments provide an excellent point of departure.

However challenging our choices, we have aspired to provide a volume that conforms to the
highest academic standards of Wiley Blackwell Companions, while remaining accessible to non-
academic film viewers. Throughout, we have trusted that matters of genuine interest and impor-
tance are shared across academic and general readerships.

Fellinian Wonder

In his short take on Intervista (1987), Elan Mastai writes that Fellini’s filmmaking taught him that
“There are no rules.” Perhaps this is why Fellini’s work is, as Lina Wertmiiller comments, “inimi-
table,” offering “a certain freedom in filmmaking” rather than a model to be copied. At the same
time, Fellini’s directing was uncompromisingly precise. As Vincenzo Mollica demonstrates, often
amusingly, even the most spontaneous and casual-seeming project entailed detailed preproduc-
tion, staging, and postproduction correction. Fellini’s exquisite craft, his facility with and affec-
tion for the technologies of cinema, Marco Vanelli demonstrates, allowed him to push them
beyond their accustomed uses. Vanelli proposes that this paradoxical combination of freedom
and precision might be thought of as “liturgical,” an analogy with which Gianfranco Angelucci
implicitly concurs when he identifies “wonder” rather than comprehension as a dominant
response to Fellini’s filmmaking.

Wonder, a technical term in ancient and medieval theories of vision, as Angelucci elaborates,
evokes a very different understanding of relations between seer and seen than that embodied in
Renaissance perspective painting, notorious for encouraging the viewer to experience a sense of
ownership and mastery (Berger 1977, 83-104). Much late twentieth-century English-language
film theory and criticism, particularly when it focused on celluloid women,’ assumed that the
visual habits rooted in early modern European painting were necessarily perpetuated in live-
action cinema (though not, interestingly, in animation). This assumption has done a particular
disservice to Fellini, whose work did not, in fact, receive the attention one might have expected
in US and UK film departments given its centrality in Italian and French debates over the nature
and purposes of cinema (chronicled in this volume by Nicola Bassano and Albert Sbragia).
Perhaps this avoidance is related to a certain strain of Anglo-Saxon pragmatism and empiricism
that breeds distrust of wonder.

The convergence of Angelucci’s and Vanelli’s discussions on the metaphor of the liturgical
suggests a certain likeness between Fellini’s aesthetic resourcefulness and that of the creators of
the protocinematic visual programs of early Roman churches, and their interrelations with
church liturgy. Theological historian Margaret Miles explains that previous to the ascendancy of
perspective oil painting, in the visual programs of fourth- through twelfth-century Roman
churches, “a stunning array of colors, textures, and materials met the eye everywhere” (1985, 53).
Glowing with the illumination provided by strategically placed windows by day and by hundreds
of candles at night, richly tactile, vividly colored images invited the viewer to engage in an
unbounded and unceasing movement among and between them. This montage effect was fur-
ther enhanced by its interactive engagement with a sound track of rituals and prayers, a peripa-
tetic liturgy “full of processions and of reading, praying, and celebrating from different pulpits”
(52). Divinity, the ultimate reality, was beyond human comprehension, so images were valued,
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not only for their meanings but for their power to animate and be animated by the embodied
human faculties to which they were attuned. The still vibrant mosaics of these Roman churches
anticipate what contributor Hava Aldouby calls Fellini’s multisensory visuality, which involves
both the way tactile or “haptic” surfaces contribute to a “presence event” and the intense interac-
tion between viewer and image that this presence enables. Aldouby, combining recent break-
throughs in neuroscience with close phenomenological analysis of Fellini’s visual styles, finds
that bodily processing is central to Fellini’s films, precluding their reduction to merely intellectual
“meaning effects.”

Wonder in this neurophysiological sense is, however, in no way opposed to conceptual rigor,
political analysis, or historical awareness. On the contrary, Sisto, who corroborates Aldouby’s sense
of the importance of the nonmimetic, nondenotative visual elements of the films in her explora-
tion of Fellini’s use of sound, notes that history and ideology are “fossilized” (a term she draws from
Laura U. Marks’s [2000] work on cinematic hapticity) in music and other forms of entertainment.
When put into play with one another, they activate a process of mutual illumination and reconfigu-
ration analogous to the relationship between image and liturgy described by Miles. Fellinian won-
der, eluding clichés of Western visuality and spectatorship, powerfully draws spectators toward a
level of perception characterized by constantly shifting relations and interconnections. This “liquid
perception,” as Hough-Dugdale elaborates, offers access to dimensions of being and ways of under-
standing obscured by the apparent realities and priorities of the sociopolitical, economic, aesthetic,
and intellectual regimes in which viewers and filmmaker alike are enmeshed.

Reimagining the Political

As this project evolved, we editors observed the emergence of a Fellini who could be called upon
for insight into the troubling complexities of the new century as well as into the histories in
which the twenty-first century’s challenges are entangled. Fellini’s work seems to have matured
rather than dated, as it questions the compulsions of Western technological, social, and political
culture. Why, it prompts us to investigate, in an increasingly interconnected world, are divisive
and oppressive formations of xenophobia, fascism, dictatorship, and neocoloniality metastasiz-
ing? How do Fellini’s refractions of racial, regional, class, gender, and sexual difference subvert
the seeming self-evidence of commonly assumed “realities”?

Kriss Ravetto-Biagioli finds that Fellini greatly expands the terms “political” and “ideological”
in his use of parody and caricature to loosen the grip of stereotypes, programmatic discourses,
and mass media—including cinema—on viewers’ imaginaries. In a similar vein, John Agnew
explains how Fellini’s use of place provides counter-histories to “monumental history,” suggest-
ing “alternative pasts that are camouflaged by present-day experiences.” When Shelleen Greene
brings racial difference and postcolonialism to bear on our reading of Fellini’s oeuvre, she discov-
ers rigorous parsings of the frameworks of Italian identity construction in relation to Italy’s colo-
nial legacy. Marguerite Waller finds a similar rigor in Fellini’s parsings of Western gender and
sexuality, also deeply implicated in the economics and power politics of coloniality. Through
Elena Past’s twenty-first-century ecocritical lens, Fellini’s cinema becomes presciently sensitive to
a condition manifested in the lingering dissatisfaction of many lives frag-
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“petromelancholia,
mented by petromodernity.” Related to the spatial challenges to “experience” discussed by
Agnew, Past’s stories of cinema’s role in co-constructing petroculture and of Fellini’s prophetic
attention to the disruption of human and other-than-human ecologies by fossil fuel technologies
work to undo “modern narratives in which nature remains off limits.”
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Some viewers have not been prepared to appreciate the critical edge of Fellini’s anti-“realist”
realism, due to conventional associations of political art with realist aesthetics. Italian Marxist
critics of the 1950s and 1960s, as Bassano and Sbragia document, harshly criticized what they saw
as Fellini’s abandonment of the neorealist filmmaking in which he got his start. It seems easier
today to appreciate, as a number of our contributors do, that Fellini’s tendency toward exaggera-
tion and caricature involves an “exceptional understanding of culture” (Ciangottini)—of the
need for different stories and different ways of presenting them when engaging the cultural
imaginary on a fundamental level. As Waller argues in her discussion of La cittd delle donne, Fellini
felt and saw himself implicated in the problematic nature of counter movements and revolutions
insofar as they can change the look of power relations while reproducing, even intensifying, their
structure. Parody and caricature—what Ravetto-Biagioli refers to as a strategy of the weak—is
one way to minimize the baggage of a patriarchal culture that traffics in “truth,” domination, and
control, limiting one’s capacity to imagine alternatives. Marco Bellano, describing Fellini’s exten-
sive output as a cartoonist before and during his filmmaking career, comments that, for Fellini,
caricature was the most apt approach to political criticism. Stefania Parigi coins the evocative
terms “neorealism masked” and “caricatural realism” for Fellini’s use of caricature “to breach the
canons of realism and verisimilitude.”

Caricature, Cartooning, and Queering

Fellini’s study of anti-Freudian psychoanalyst Carl Jung, Erika Suderburg notes, brought him
into contact with Jung’s blanket condemnation of what he called “the Judeo Christian path”
which, according to Jung, we need to abandon “unless we want to lose our souls and our con-
nection with nature” (Jung 1964). (The South Asian filmmakers discussed by Esha De have
more readily picked up on Fellini’s rejection of these European legacies than Europeans gener-
ally have.) What Fellini (1976, 147) particularly appreciated, though, was that the Jungian rejec-
tion led not to nihilism but to an explosion of discoveries: “It was like the sight of unknown
landscapes, like the discovery of a new way of looking at life, a chance of making use of its
experiences in a braver and bigger way, of recovering all kinds of energies, all kinds of things,
buried under the rubble of fears, lack of awareness, neglected wounds.” Fellini’s films, with
their richly haptic sets, mesmerizing cinematography, and fascinating faces point in both these
directions, deprivileging a deadening “real” while exploring the landscapes and energies that
emerge from the ruins. One of the most powerful experiences a Fellini film can offer is the
falling away of mimetic reading habits that inaugurates a new, sensually and emotionally
immersive interaction with the images on screen.

For Fellini, this nonmimetic aesthetic had deep roots in his early years as a satirical cartoonist and
caricaturist. Many contributors (Francesca Fabbri Fellini, Mollica, Bellano, Carrera, Pacchioni,
Ravetto-Biagioli, Parigi, Suderburg, Waller) call attention to the centrality of Fellini’s lifelong habit of
sketching, recording his dreams and conceptualizing his films in a highly personal drawing style that
has begun to be studied in its own right. Given the centrality of comics and cartooning to Fellini’s
creative process, and particularly to his politics of parody, we take this opportunity to offer some
further comment on the difference between the cartoon or comic and the photorealistic image.

For sequential artist and comics theoretician Scott McCloud (1993, 31), “cartooning is not just
a way of drawing, it’s a way of seeing”—also a way of thinking, adds Hillary Chute (2019, 629-635).
McCloud explains that within each panel in a comic, everything in the frame works in relation to
everything else. Everything in the panel “pulses with life” (41), whether an object or a human
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figure, whether situated in the foreground, middle ground, or background. (Interestingly, medieval
scholars have said the same about the early church art discussed earlier.) This aliveness has to do
with the reduction of detail to just a few evocative lines, often involving the interaction of words
that work much like images with images that work much like words. This process of “amplifica-
tion through simplification” (30) intensifies the viewer’s involvement in fleshing out the images
in his/her own imagination. A dynamic co-creative process takes shape in which observer and
observed share the same status. “We don’t observe the cartoon, we become it,” McCloud sum-
marizes. By contrast, he argues, a realistic drawing or a photo of a face is distanced and objecti-
fied, perceived “as the face of another” (36). Because the cartoon image operates by becoming
“just a little piece of you” (37), and, because it makes no claim to reality or truth and is exempt
from the laws of logic and physics, it incorporates “you” into a quintessentially rhizomatic realm,
free, as cartoon images are, to relate any element with any element, unsettling the Aristotelian
logic of binary categories, which segregate insides and outsides, selves and others, truth and fic-
tion, inhibiting transformative interaction in the interest of maintaining stable, hierarchical posi-
tions. The graphic novels of Art Spiegelman, author of Maus (2003), and Marjane Satrapi, author
of Persepolis (2011), exemplify the kind of political critique, challenging Western textual and pic-
torial codes, that Fellini develops in his filmmaking, at least in part because of his sensibility as a
cartoon and sketch artist.

Though never produced as a film, due to both his producer’s skepticism and the warnings of
his psychic advisor, Gustavo Rol, “Il viaggio di G. Mastorna,” Alessandro Carrera suggests, would
have taken the stories of Marcello and Guido in La dolce vita and 8% deeper into this territory.
(The first part of the story was, appropriately, published as a graphic novel by Milo Manara near
the end of Fellini’s life and with his enthusiastic collaboration.) The unrepresentable transition
from mimetic representation to relational signification is outlined in a letter to Dino de Laurentiis,
depicting what would apparently have played out as a mix of keystone cop comedy, horror film,
cartoon, and roller coaster ride (Zanelli 1995).* Mastorna, a concert-level cello player who has
apparently been involved in a plane crash on his way from Germany to Florence, does not under-
stand for the first half of the story that he is dead. After a disorienting time spent stumbling
through a familiar-seeming yet alien urban landscape, he has an inkling that he is somewhere
other than the world he has known. At this point, he discerns a tiny airplane, constructed of
sticks lashed together with twine, “like a plane made for a children’s game,” hovering over him,
offering him a small rope ladder. Reaching the cockpit at the top of the ladder, he discovers that
there are no controls; the pilot, an elderly Chinese man is asleep; and the plane is somehow being
flown by a laughing Chinese girl of four or five. The “bimbetta cinese” takes the plane through
several cartwheels, thoroughly bashing the terrified Mastorna, particularly his head. The moment
he gives up any attempt to master the situation, the little girl announces that they have arrived.

This scenario, not at all like the beautiful transcendence Guido yearns for in 8%z, images intel-
lectual, spiritual, and emotional paradigm change as inelegant, undignified, ad hoc, and particu-
larly painful to Mastorna’s cultured European intellect. The Chinese figures are not developed as
characters and by no means embody an alternative to the Eurocentric universe, but, like other
self-consciously Orientalized figures in Fellini’s films (as Giindogdu and Greene propose), they
condense the desire for and fear of—the dependence upon and marginalization of—a certain con-
struction of otherness, here being parodied as cultural, racial, sexual, and generational all at once.

Fellini’s association of Mastorna with European high culture, coupled with Mastorna’s ini-
tial, almost willed, obliviousness to the dramatic change he has undergone, seems to express a
certain mindset rooted in homogeneity, stasis, impermeability, hierarchy, and the illusions of
clarity and mastery. An unruly Chinese bimbetta, in this sense, is the precise obverse of
Mastorna’s subject position. Recognizing the dependence of his persona on the condensed
figure of all that he has been defined against seems to be a crucial step in Mastorna’s radical
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psychological transformation en route to a fully relational universe. One might say that if he is
to discover the liveliness beyond the death of his quotidian deadness, Mastorna must first
become aware of his own status as constructed, as a kind of cartoon!” Fellini’s tendency to
draw first and find faces that fit his sketches later, as well as his many self-caricatures, suggest
the depth of his commitment to making precisely this kind of tricky move.

Fellini’s office was strewn with editions of Dante’s Commedia, and he had already begun playing
with the idea of making a film set in the afterlife while still in school (Zanelli 1995, 14). The many
parallels between Fellini’s politics of parody and Dante’s hundreds of briefly but indelibly sketched
characters in the Commedia, and the intertextuality of Mastorna’s and Dante’s journeys evidence a
certain congruence between Fellini’s and Dante’s exposés of the devastation wreaked by remain-
ing on what Dante referred to as “la diritta via” (the straight path; Inf. I, 3). We regret that exploring
this congruence in depth lies beyond this volume’s scope (and are grateful that Angelucci broaches
it), but we would signal its connection with wonder and cartooning here.® The straight path is the
road that needs to be strayed from if any meaningful transformation is to occur. The last leg of
Dante’s journey, like that of Fellini’s Mastorna, is guided by a youthful female figure—the young
Florentine Beatrice, who, in her own historical time and place was also disempowered, silenced,
and subordinated—in a society that, according to Dante, was destroying communities and foment-
ing violence throughout the Italian peninsula (Ferrante 1992). Dante’s Beatrice, on whom Fellini’s
bimbetta cinese—one of the more unusual of several Beatrice figures in Mastorna—pricelessly
riffs, is likened to an intimidating admiral, commanding an entire fleet rather than piloting a single
vessel (Purg. XXX, 58).” When Dante finally faces this transgender figure, he undergoes a parallel
transgendering into “liquified snow” (neve...liquifata, Purg. XXX, 85, 88), a feminine-gendered,
fluid substance. By contrast, Marcello’s white-attired, misogynistic, decadent male, evocative, as
Gubareva suggests, of the decadent masculinity elaborated in late nineteenth-century Europe,
remains impervious to Paola’s invitation at the end of La dolce vita (1960) to recognize his position
as relational to hers and to what Past calls the “more than human” all around him.

Perhaps, then, we should not too quickly characterize Fellini’s projects as “new.” As noted
earlier, we editors hoped to include a chapter on the ways in which Fellini’s sensibility intersects
with contemporary queer theory. We invite our readers to pursue this line of inquiry, and pro-
pose that Fellini’s entire filmography, his Il libro dei sogni, and his many drawings be thought of as
queering white, Western, heteronormative patriarchy—including notions of queer themselves.
Carla Freccero’s Felliniesque proposition in Queer/Early/ Modern is that to “queer” does not
involve using queer as a category or an identity, but as a verb or an adjective, a way of seeing an
oddness, a strangeness, in the order of things (2006, 1-9).°®

Digital Fellini

Fellini’s antipathy to the new mass medium of his own day, television, makes one wonder what he
would have made of today’s proliferation of small screens, flat screens, and gaming platforms. In
considering the relevance of Fellini in the new century, one is challenged to consider how differ-
ently audio-visual media are constructed, disseminated, and received in the digital age. Making the
delivery of Fellini’s work easier than ever is the proliferation of streaming venues that include, in
North America: The Criterion Channel, which makes a large number of Fellini films available to
the public; Kanopy, to which many universities subscribe; and YouTube. At the same time, how-
ever, commercial film production and viewing have become dominated by blockbusters and fran-
chises—the very opposite of what Fellini has to offer. Meanwhile, cell phones, iPads, social media
applications (such as Instagram, Snapchat, and Facebook), and digital games have rendered the
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viewing (and communicative) experience more immersive and interactive but also more frag-
mented. Theoretically, they exemplify the intensity to which we point in Fellini’s work: its own
fragmentation, its kinetic expressiveness, and the force of individual episodes (the traffic jam, the
ecclesiastical fashion show, and the motorcycle ballet, just to cite three from Roma alone). In fact,
Fellini’s most innovative work has been in many ways prophetic of new sensibilities.

We hope that new generations of viewers attracted by Fellinian fragments on YouTube or
caught up by a cable television transmission of an entire film will make their way back to the
Fellini oeuvre. As the popularity of various serial television programs and the length of many
recent franchise movies attest, contemporary viewers have not completely abandoned long-form
audiovisual production. We also hope that the vitality, intensity, and originality of Fellini’s work
in conjunction with the availability of digital video cameras (including cell phones) will embolden
more audiovisual artists and performers (like those discussed by Burke in this volume) not to
imitate Fellini but to operate as he found the means to do at Cinecitta, as if “there were no rules.”

Digital games hold particular promise as an area in which much of what Fellini uses cinema
aesthetics and technology to convey comes into its own. The avatars that mediate player partici-
pation are, or started out as, nonrealistic cartoons, and the concept art, music, iconography, and
interactivity of these immersive environments offer seemingly limitless canvases. The multiple
prize-winning, best-selling (and aptly named) game Journey (2012), often called one of the great-
est video games to date, is just one example of how Fellini’s cinematic quest might migrate to
new media. Deliberately designed to evoke “wonder,” its game elements, musical score (there are
no words, and the players interact through music), and graphics have been widely acknowledged
for their exactingly worked-out beauty and effectiveness. Playing the game has been compared to
a transformative religious experience.’

To summarize, altered viewing conditions and habits create both challenges and opportunities.
The older and more stable media of archives, film retrospectives, and museum exhibitions remain
invaluable, but Fellini’s work also lends itself well to the dispersiveness and interactivity of digital
media: online installations of his work, for example, allow spectators to create their own Fellini—
something Fellini always assumed viewers were and should be doing anyway. To this we might add
online venues that would support creative responses to Fellini’s work: not just films and videos but
video games, cartoons, and graphic novels. There could be no better way to bring a new Fellini to
new contexts than to disseminate not just a body of work but the creative spirit behind it.

Postscript

The comments on Fellini that readers will find interspersed throughout the volume, on pages
that would normally be blank or largely blank, are meant to comprise a portrait consisting of
little known or underappreciated aspects of the director. We have included observations that we
find uniquely illuminating, poignant, and/or amusing.

Notes

1 In his own country, as might be expected, Fellini and his films have been the winner of numerous David
di Donatello awards (the “Italian Oscars”).
La dolce vita (1960) was tied with several others at 37, so, to be precise, it falls within a range of 37-44.

3 Laura Mulvey's article “Visual Pleasure and Narrative Cinema,” which made this argument, became
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widely influential across many disciplines, applied in ways she did not anticipate. Mulvey herself has
called it her “Frankenstein’s monster,” and generously shared with Waller at a conference that she was
not familiar with the films of Fellini when she wrote it.

4 It corresponds in this and other regards to an episode in Dante’s Inferno where Dante and his guide,
Vergil, mount a flying hybrid creature—part serpent, part furred animal, with the poisonous tail of a
scorpion and the face of a just man—in order to make the transition from the circles of the violent to
the circles of the fraudulent. The leap into the void on the back of this creature, painted on both sides
with beautiful colors and intricate designs compared by the poet to oriental textiles, is terrifying to
Dante but the only way to continue his journey. By implication, he cannot begin the process of healing
in Purgatorio until he has learned to forego solid ground and entrust himself to the kinds of flight ena-
bled by hybridity and cultural difference.

5 Italian filmmaker Maurizio Nichetti, who pays parodic homage to Italian neorealist cinema in Ladri di
saponette (The Icicle Thief 1989), follows out this trajectory in his film Volere volare (To Want to Fly 1991), in
which the protagonist does, in fact, turn into an animated cartoon figure in a brilliant miscegenation of
live action and animated film (Waller 2003).

6 For excellent beginnings in this direction, see Iannucci 2004, Achilli 2016, and Zanelli 1995.

Citations of Dante’s Commedia are quoted from Dante Alighieri, 1996 and 2003.

8 Inareview of 42 Fellini caricatures of penises, exhibited in association with a series of Picasso drawings in
Rimini’s Castel Sismondo in June 2018, journalist Annamaria Gradara notes that all the sketches call atten-
tion to the ways in which a heteronormative “mr. Prick,” has been “capitalized.” These caricatures, sketched
while Fellini was working on Il Casanova di Federico Fellini (Fellini’s Casanova 1979)—a film, like Fellini -
Satyricon, that wrestles with the invention of the modern heterosexual regime—seem very clearly to lam-
baste the cooptation of male, no less than female, sexuality as guarantor of a single, monolithic “real.”

9 Whether by coincidence or design, the game’s iconography is uncannily Felliniesque. The player’s ava-
tar wears a mystical scarf (Lo Vetro comments on the significance of scarves for Fellini), which allows
the player briefly to fly. New lengths of scarf are activated by music to turn a vibrant red (the color of
the scarf Fellini often wore and asked to be buried in). Like Mastorna, the player is associated with the
cello. Composer Austin Wintory compares the music of the game to “a big cello concerto where you
are the soloist and all the rest of the instruments represent the world around you”—Journey (a video
game, 2012), Wikipedia—succinctly recapitulating in musical terms the relational composition of the
cartoon frame in which every element pulses with life.
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Fellini, the Artist and the Man:

An Interview with Vincenzo Mollica

Frank Burke (with Marita Gubareva)

FB: You and Fellini had a great and lasting friendship. How would you describe your relationship
with him and some of the qualities that attracted you to him?

VM: Fellini was one of the people I cared about most in my life; he was my university. What
I really knew about life I knew thanks to him, just watching him move, speak, listening to him,
watching the ironic eyes he made when he met someone who deserved his irony. Or observing
his affection and generosity, when someone deserved it. Federico was a very generous person,
fundamentally good, a person with a volcano inside himself that was always open, always active,
in continual eruption.

I have always been a positive person, and I'm also one for getting things done. If I like a story,
an adventure, an idea, a utopia, I'd rather live it and then deal with the doubts later. He would do
the same thing.

He was a person of superior intelligence; yet he had the humility that only the greats have. He
conducted himself in a way that was simple and clear; you always understood what he was
saying. He didn’t need to talk in circles; he was always direct, exciting, lively, and concrete.

FB: You mention being a positive person. I see that as a link between you and Fellini—an
underlying optimism even if at times he could be quite ironic.

VM: I was born in 1953, the year in which Federico Fellini was shooting La strada. And I have
been a great admirer of his ever since I first saw this film. From the beginning, I have always been
drawn to true artists, and, if I can, I work on things that I like. But if I don’t like something,
instead of arming myself with harsh criticism, I try to filter my thoughts through irony. Criticism
is an act of narcissism; irony, on the other hand, is a thought to share, helping you to understand,
to think.

Besides, I have never thought of myself as having certainty of judgment, and in fact, I have
never claimed to be a film critic, but rather a commentator, a narrator of that which I have had
the fortune to experience. For me, news is always a story to tell, not a fact to judge. Perhaps
Ilearned a lot of this from Fellini. Of course, I also say what I do not like, but I say it with respect
for the artist, if it is a true artist. If it is an imitator, I don’t even bother.

FB: When did you first meet Fellini?

VM: We met in 1976. At the time I had not yet joined RAI (the Italian national broadcasting
network) and was working for a private TV channel. It was when the first independent TV

A Companion to Federico Fellini, First Edition. Edited by Frank Burke,
Marguerite Waller, Marita Gubareva.
© 2020 John Wiley & Sons Ltd. Published 2020 by John Wiley & Sons Ltd.
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channels were just beginning to appear. We met in Chianciano, where he often spent part of the
summer taking the thermal waters. I asked him for an interview. He looked at me and said: “Wait
here for a minute, I need to say goodbye to a friend who is leaving.” It was the great Italian actor,
Gigi Proietti, who was about to leave in his big car. Having seen him off, he turned to me: “Did
you notice what a beautiful horse face he has?”

Then there was this wonderful scene, for I showed up with a book published a few days earlier
by the Ottaviano publishers with the title Contro ("Against™) Federico Fellini. (The only two direc-
tors who have had a book written “against” them were Federico Fellini and Charlie Chaplin.)
“Maestro, have you seen this book that has just been published on you?” “Ah, I have heard about
it. Can I take a look?”

He studied the book carefully for about 10 minutes. Every now and then he read out a phrase,
then continued reading, until he finally finished and said: “You may keep it.” “But if you need it,
Maestro, I can leave it with you.” “No, keep it. Anyway, I already know what it has to say; that is,
nothing.” The whole thing did not seem to bother him at all. Then, in the course of the thirty-
minute interview, we discovered our mutual passion for comics. I knew about his passion, so
I asked him some specific questions about his work as a cartoonist. That was the beginning of
our friendship. About two or three months later, his assistant Fiammetta Profili called me to say
that he wanted to meet me. I went to see him. He asked me if I wanted to help him write the
introduction to a book by a Spanish cartoonist called Segrelles. In the end, of course, he wrote it
himself, but this complicity around comics laid the basis for our relationship. I then started work-
ing for RAI in Tuscany and came back to Rome only in 1980, but we remained friends until the
end of his life. We often worked together and must have dined together about a hundred times.
It was a true friendship.

He and Giulietta knew my wife Rosamaria and daughter Caterina. When we went out for
lunch, Rosamaria had to tell fairytales to Caterina, who was not much of an eater. It greatly
amused Federico and Giulietta to watch this girl who would not eat without a fairy tale. So, what
would Fellini do? While Rosamaria told my daughter her usual fairy story, Fellini illustrated it in
real time on a tablecloth or on napkins. So that Caterina had a sort of animated cartoon unfold-
ing before her eyes, much to Giulietta’s amusement. I have kept some of these napkins. To make
Caterina happy, he would also draw her as a fairy fighting some funny monsters. It was all great
fun (see Figure 2.1). For Caterina’s First Communion (these are actually very private things that
I am telling you), Giulietta came to our house with a beautiful Russian icon that she had bought
during her trip to Russia. My daughter still keeps it over her bed.

Apart from that, we did a lot of things with Fellini. I interviewed him many times for RAI, we
worked along with Milo Manara on two comic strips, Viaggio a Tulum (Trip to Tulum) and Il viaggio
di G. Mastorna, detto Fernet (The Journey of G. Mastorna, called Fernet), and we traveled a lot together.
It was exciting, a special emotion. He sometimes came with me to the RAI studios while I was
doing specials, saying that he enjoyed watching me work.

FB: And what did he do on these visits?

VM: About 18:40 he would arrive at my office. You can imagine what happened when Fellini
popped up in the newsroom:. It is not something that you see happening every day. On entering,
he usually seated himself on a little chair. “Vincenzino, do you mind if I make some phone calls?”
“Go ahead, Federico.”

I prepared the material and told him that I was going up to the editing room.

“Do you mind if I come with you?”

“Of course, come along.” “Though I must say, Federico, when you are there, the editors feel a
little embarrassed, because after all you are Fellini, you know; you represent something, while
here we are just doing a minute-long story for the news.”
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Figure 2.1 One of Fellini’s sketches to entertain Vincenzo Mollica’s daughter Caterina and entice her to
eat lunch. Federico Fellini, Vincenzo Mollica collection. © Estate of Federico Fellini/ SOCAN (2019).

“Oh, don’'t worry, I will just sit there and make my phone calls.”

I proceeded working with the editor, and we usually had the piece ready by around 19:45. 1 was
generally behind schedule because I always tried to squeeze as much material as I could into the
video. “Let’s watch the whole piece,” I would say to the editor.

“Vincenzino, do you mind if I watch it with you?” “Well of course, Federico, why not.” So we
watched it together.

“Look, Vincenzino, it’s good, I really liked it, there is just one thing...” “Go ahead, what
is it, Federico? It is already 19.50, you know” (the news program was broadcast/aired at
20.00). “Well, don’t you feel that this little phrase here repeats what you already said in the
previous sequence?” Or: “Here you repeated the same word twice, don’t you see? It is not neces-
sary, you know.” Or even: “Did you notice this unnecessary breath/pause/puff”?

He taught me the most important thing in my profession: essentiality. He taught me that a
journalistic text, accompanied by images, required an essential grammar of its own, that it had
to speak straight to the heart of the viewers to be understood instantly. It should not be redun-
dant or baroque but rather smooth and essential. It was then that I understood how he edited
his films. If you think about it, there is never a phrase or a breath in them that is not strictly
necessary. Only what is essential for the scene. Nothing more and nothing less. The essence of
the scene.

In the end I always had to reedit the video in great haste, for of course I saw he was right. And
one or two minutes before the broadcast, the piece was finally ready.
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FB: So, despite the mythology of Fellini creating everything off the top of his head, he was
someone who prepared carefully and valued precision.

VM: The precision with which Fellini did everything is incredible. He wasn’t someone who
would arrive casually at a meeting or an interview. He always prepared himself, in particular for
interviews, because he knew that what was said would remain, would be frozen in time, and
shouldn’t consist of empty words. Several times Fellini showed up with notes in his pocket, which
he reviewed before doing the interview. We got to the point where, in the final interviews, I didn’t
even ask him any questions.

One story in particular reflects his precision—as well as his love for Walt Disney and, obviously,
cartoons. It was the 50th anniversary of Snow White and the Seven Dwarfs, Walt Disney’s first ani-
mated feature film, and one day at dinner we started speaking of Walt Disney. It turned out that
Fellini was really fascinated by him. In fact, the only special that Fellini ever did on another film-
maker was the one he did with me, called Walt Disney: Due chiacchiere con Federico Fellini (“Walt
Disney: A Chat with Federico Fellini” 1987); the title was his.

“Federico,” I said. “Why don’t we do a special for the anniversary, where you would speak
about your passion for the world of animation and for Walt Disney?” He agreed. I thought that
the whole thing would be very simple: that we would just go and shoot the special at the LunEur
amusement park,' as he suggested. “I really like that place,” he said. “We’ll figure out the rest
later. Let’s start tomorrow morning.” “Shall we meet there?” “No, come to my office.”

So I went there the following morning. Since I did not bring along my recorder, we went out
to buy one (just to give you some tangible details). “Go ahead, put your questions and I will
answer them.” It was like composing a treatment for a small film! Once we had recorded the
questions and answers, he worked on them as if on a film script. In fact, the result was a proper
script in which it appeared that he was working on the introduction to an American book on
clowns, which required some photographs of the LunEur park. This is why he was there in the
company of a photographer (naturally, a very beautiful one, an acquaintance of ours). Having
worked for two weeks on the script of this one-hour special, we finally went to shoot at EUR,
where he acted as if he were surprised to see me!

FB: I have seen this special; it all looks very spontaneous.

VM: Whereas in reality it was all calculated, up to the millimeter! Before we began shooting
the interview, he said: “Make sure you ask me the same questions as in the script.”

It turned out that he had memorized all the answers! He told me he wanted this special to
remain for future reference. It was extraordinary. But I'll tell you something else. He came to the
editing (these are details you wouldn't know) and said: “Look, there is something missing here.”
The following morning, he came with a piece of wrapping paper in his pocket: you know, the
kind of paper you'd find in a butcher’s shop. I still have it. On it he had written the whole finale
of the special. In this finale, Fellini speaks offscreen of his wish to see Donald Duck meet Picasso,
so that Picasso could creatively “decompose” him. And all this tied together what had been previ-
ously said in the special. He was extremely meticulous.

“But Federico, what images shall we use to cover these words?” “Iry to get the permission
from Disney to use Fantasia, the moment when the music takes shape almost in an abstract way,
remember?” And, of course Disney, which had never given anyone the permission to use either
Snow White or Fantasia, granted it to Fellini. A copy of the special is now kept at Burbank, in the
famous Disney archives.

FB: Was Disney still alive at the time?

VM: Walt Disney was no longer alive by then. Fellini had met him—when he went to receive
the Oscar for La strada. It’s then that there was this scene which he first described in the special—
when Walt Disney played a joke on him. He met him with an orchestra playing Gelsomina’s
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theme song from La strada. “Let us go to the saloon and get ourselves a drink,” he said to Federico
and Giulietta. Then, all of a sudden, he threw himself to the ground, shouting: “Watch out,
watch out!” (Federico was wonderful at imitating him). To amuse his guests, Walt Disney had
prepared a staged attack of Indians with cowboys shooting.

FB: Just as in Intervista!

VM: Yes, only in this case it is something he really experienced with Walt Disney.

FB: This discussion of Walt Disney is a nice point of entry for your more general thoughts on
Fellini and fumetti, and on the relationship between his cinema and comic book form.

VM: It’s all very homogeneous and has to do with the fact that cinema unified his greatest
passions: painting, literature, and drawing. Fellini begins his career as an illustrator; if he hadn’t
been a filmmaker, he probably would have been a painter. He had a graphic facility that was
extraordinary, and it wasn’t by chance that he was a great lover of painting and well versed in art
history. He loved Picasso; Dali amused him. Caravaggio was another of his great passions, as
were the Renaissance greats, such as Michelangelo. Fellini said that his drawing style was carica-
tural, but, in reality, it was cultured. On the surface they seem like caricatures, but there is strong
expressionism as well.

Fellini conceived of every scene as a painting. For him there needed to be plastic value; it was
the most important thing. In fact, Federico felt that the best book on his cinema was Bottega
Fellini, written during the filming of La citta delle donne (City of Women 1980) by Florentine art
critic Raffaele Monti (1981). This book was the first to talk about the painterly cinema of Federico
Fellini. In Roma, there is also a lot of reference—even direct quotations—to the style of Attalo,
cartoon illustrator for Marc’Aurelio. Fellini and I talked a lot about this aspect of his cinema: that
it should be approached as painterly cinema. And if you look at his films through this lens, you’ll
see them in a new light; they’ll surprise you.

At the same time, because his dialogues are absolutely literary, you could read Fellini’s films
without needing the images because the written texts have a powerful, expressive force.
Nevertheless, he knew that those texts needed to come to life as a great tale made of both images
and words that become one singular thing. This is where he returns to his origins as an illustrator
who combined images and words into comics. In fact, in some ways, it was as if he continued to
do the same thing from his early days until his work with Milo Manara toward the end of his life.
At heart, Fellini’s last two works are comics.

FB: Fellini met Manara through you, if I am not mistaken? (See Figure 2.2.)

VM: Yes, that’s true.

The relationship between Manara and Fellini is one that should be studied very deeply. Fellini
found an extraordinary talent in the graphic artist. He had seen a story called “Indian Summer”
that was scripted by Hugo Pratt and illustrated by Manara, and he was spellbound. From there a
beautiful friendship was born. They met; Milo did a beautiful tribute to the characters of Fellini’s
dreams. Their friendship deserves an essay unto itself.

They worked together on Viaggio a Tulum (Manara and Fellini, Trip to Tulum 1989), which
Fellini enjoyed, and when it was finished, he said: “Why don’t we do another comic book?” And
I'said: “Why don’t we try to make that “Viaggio di G. Mastorna” (“Journey of G. Mastorna”) that
you keep coming back to but have never made?” He pulled the script out of the closet. He told
me to read the treatment first (he had written it in the form of a letter to Dino de Laurentiis),
then the script—in order to tell him which aspects were the most comics-like. So I did. I told him
which fifteen segments I thought were the most interesting to draw as comics, and that’s how this
story, which should have been in three parts, was born.

It took Manara and Fellini six months. Milo did a first draft of the story, in black and white.
Then he did an aquatint. Fellini wanted it to be done with this old technique, in black and gray
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shades, but it also needed a veil of color. If you look at the story, there are some greens, some
blues, hints of yellow... Milo even put a stop to a story he was doing with Pratt for Il Grifo, a com-
ics magazine I was editing, in order to work on the story with Fellini.

As we know;, the story of Mastorna is a story about the afterlife, about death, a story with
which Federico (given his obsession with symbols and signs) had a very conflicted relationship.
After the draft was finished, the graphic designer casually wrote THE END—which meant the
end of the first episode. Due to a typographical error, the words THE END wound up in the
printed text. Shortly after that, the novelist Ermanno Cavazzoni* called him and said: “Federico,
what a beautiful story! It really is a perfect tale!” At that point, Federico understood, and said to
me: “Vincenzo, this story ends here. We won’t continue.” In reality, Federico had already written
the second episode and had started writing the third with me; there were already three drafted
episodes. But if you think about it and you read those 26 pages, it is a perfect tale, a perfect jour-
ney in the afterlife. And there’s all the feeling and spirit of the Mastorna story.

Since we couldn’t make a book out of a twenty-six-page story, Fellini gave me two more little
tales: one was called “La grande soirée” and the other “The Farmer,” which, unfortunately, we
were unable to bring to fruition due to Federico’s death. But I have these two little stories that
would have made up the trilogy at home.

Manara also did a four-page story for an exhibition I organized in Rome in 1992 called Fellini
sognatore. Omaggio all’arte di Federico Fellini (“Fellini the dreamer: a homage to Federico Fellini’s
art”), for which many great comics artists created work in tribute to him.

Figure 2.2 Milo Manara became a friend and collaborator of Fellini via their friendships with Vincenzo
Mollica. Manara’s sketch of Fellini and Mollica captures the nature and closeness of their relationship. Milo
Manara, Vincenzo Mollica Collection. Courtesy of Milo Manara.
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FB: The discussion of Fellini’s drawings leads rather naturally into a discussion of Fellini’s
dreams and, more precisely, his Il libro dei sogni/The Book of Dreams (Fellini 2007/2008), the
elaborate notebooks he kept of his dreams on the advice of his Jungian psychoanalyst
Ernst Bernhard. An important link between his comics and his dream recordings is Il Grifo, the
wonderful periodical that you edited.

VM: Fellini collaborated with the magazine, because it reminded him of the days of the
Marc’Aurelio and 420, the first satirical magazines for which he worked. He said, “You know what
we're going to do, Vincenzo? In the first 10 to 11 volumes I want to publish my dreams!” He had
already done some of this for a magazine called Dolce vita. Le energie fondamentali, directed by
Oreste del Buono and then edited by Lietta Tornabuoni. So, he gave me Il libro dei sogni to read;
I kept it at home for about twenty days, then I told him which dreams I thought were the best to
publish, and finally we chose them together. And then he did the layout. That is, Fellini himself
designed the layout of the pages that were published in Il Grifo!

But what was new compared to the few dreams he had published before? He invented a
psychoanalyst, “the professor,” to interpret his dreams—who in reality was him! So, he had lived
these dreams, transcribed them, and in the end also interpreted them! And it was magnificent.
These dreams and the “professor’s” analysis are all there toward the end of Il libro dei sogni
(567-578); as well as an explanation of mine (564).

The book ended up being published posthumously, but there was a certain period in which Fellini
thought of publishing it—first with Franco Maria Ricci, a publisher of refined editions, as well as a
designer. Then he won the Praemium Imperiale, the Japanese prize awarded to him by the Emperor;
he went to Japan, and at a certain point, he played with the idea of publishing it there. Because that
way, it would have been written in Japanese and no one would have understood any of it.

After Fellini’s death, Vittorio Boarini, director of the Fondazione Fellini in Rimini, and
Maddalena Fellini, the director’s sister, decided to publish it. His biographer Tullio Kezich wrote
the introduction, I did the afterward, and Boarini edited it. It was the last major Fellini venture
I dedicated myself to. I convinced Boarini and his heirs to do it because it was an essential book.

When Il libro dei sogni came out, the academic world and the critics displayed it as one displays
something on a shelf, just for show, but no one actually read or studied it. But many symbols and
many keys to understanding Fellini’s world are right there. If you want to understand Fellini’s art,
you can't not read Il libro dei sogni, his true codex, in the Renaissance sense of the term. It is a
precise, extraordinary, powerful code. And it is also his perspective on the personalities of his
time. Everyone is in there: from Dali to Ranielli, Totd, Macario, Pulcinella, Giulietta Masina. You
can also come to understand how certain films were born, because he developed the habit of
transcribing his dreams from the 1960s on.

FB: You have mentioned Fellini’s passion for literature and the literary quality of his work.
I think the importance of the written and spoken word for Fellini has been greatly undervalued.

VM: He was an omnivorous reader: when he gifted me a book, he always said: “You haven't
read this, have you?” He’s the one who got me reading Georges Simenon. He made me realize
that Simenon was extraordinary even with his Maigret stories, not just for his novels. Simenon
was one of the authors Fellini loved most, and their encounters were extraordinary. I have in my
possession a polaroid, given to me by Federico, of them together, the last time they saw each
other. The first Simenon book that Fellini gave to me was La neige était sale (Dirty Snow 1948) and
he said to me: “You know, I'm really jealous of you. Because you will get to read, for the first
time, a book that really moved me. I'm envious of the emotions you will feel tonight when you
go home and start reading it.”

I found it amusing that Federico was often asked to write the introduction to a book,
whether for a catalog of painters, a book of poetry, etc. Everyone wanted him to write a few
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lines, especially the painters. Once a month, beneath his house on Via Margutta, there was
an exhibition of the “Sunday painters” (as we called them), street artists who were always
asking him to do this. Each time he called me and told me: “Vincenzo, let’s write this
thing.” And every time he came up with something. These writings are all lost; they should
be found again.

The most interesting writings were the ones he sent to those who wanted to give him an
award. He would tell me: “Vincenzo, awards should never be accepted in person. Because
they don’t give you any money. You should go to accept an award only if you are about to be
strangled, otherwise no.” However, he always sent a little letter to those who gave him an
award, excusing himself for not being able to be there. There was always an incident he
invented to justify it. We must have admitted his aunt to the hospital about ten times; his
sister must have been sick I don’t know how many times... “What are we going to tell him?
We can tell him about this relative, but we already told the other guy that....” This game was
so much fun.

Another great thing Fellini taught me was how to act in a bookstore. He went to the bookstore
often, two to three times a day; Feltrinelli was near his house. He spent a lot of time there,
half-hours at a time, and he always said that he was more attracted to a book’s cover than the
name of the writer. They were like lures for him. And so, lured in by the cover, he discovered
many authors.

He really cared about his words being accurately reported. For him, the spoken word was
proximate to the written word, which he also thought about deeply. He wasn’t someone who
wrote haphazardly, but someone who reflected while he wrote. On one occasion, a critic under-
took a book-length interview with him. Fellini was so unhappy with the results; he rewrote the
whole thing, questions and answers.

Though it seems as if he spoke simply, in reality every word that he said was well thought out.
What he said often seemed surprising precisely because he reflected before speaking. This is why
I think that it is essential to make a collection of his interviews. It is as if he lived many lives: one
as a writer, one as an interviewee, one as an illustrator, one as a screenwriter, and one as a direc-
tor. A life as an actor, too. Let’s remember that, if he had wanted, he could have been an extraor-
dinary actor. When he showed Mastroianni or Roberto Benigni how to do scenes— I've seen
it—he did all the parts.

FB: Did you spend much time on set while Fellini was shooting a film?

VM: Only as a reporter, for films such as Ginger e Fred, La voce della luna (The Voice of the Moon
1990), and Intervista (1987). I spent a lot of time doing that, and it was wonderful to see him work.
I would often go out to dinner with Federico the night before, and on napkins he would write out
the scene he was going to film the next day, especially for La voce della luna. While we ate, he
would say: “Wait, it just came to me. I need to have Paolo [Villaggio] say this...” Sometimes we
would leave with five napkins in our pockets because he had written or drawn the phrase, face,
or costume he wanted.

FB: When I interviewed him in 1983, Fellini told me that an artist needs to keep his art
separate from his life—and he used Rossellini as an example of someone who failed to do so.
Do you think he had a kind of religious notion of artistic vocation?

VM: It’s possible that what he told you was an actual belief of his. In reality, though, much of
his life entered into his art, and much of his art entered into his life. We always think about the
passage of life into art, but never about the contrary, about how at times art enters into life, and
there were moments of Fellini’s life that were authentic works of art. I think that this is the way
it should be understood.

FB: Did he speak a lot about his work?
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VM: He spoke a lot about work that needed to be done, but not about that which he had
already finished. He always said that he never rewatched his films (but between you and me, he
knew them by heart). He was always oriented more toward the future than the past. He needed
that there to be something to do—a producer to speak with, a contract to seek or to honor. He
did not take it well if he was idle; his serenity returned when he was involved in a project.

FB: Speaking of producers...

VM: The story with the producers is quite a particular one, deserving of a film in itself. But in
the end, the most important thing for Fellini was to be able to return to the set the next day and
continue working.

FB: Did he ever discuss the difficulty of adopting a project as opposed to developing his own
story from scratch?

VM: He always said that when there was a story to tell, there was a good film to make. A book,
or rather an original story, led him to make a film because, for him, that film was necessary.
Another thing that no one ever thinks about is that Fellini made cinema because he had a need to
make cinema. He didn’t do it because he had to be a director, but because he felt an urgent neces-
sity to express a feeling, an emotion, a necessity to create.

FB: When there were interruptions, as with Il Casanova di Federico Fellini (Fellini’s Casanova
1976) and La cittd delle donne, was it a problem for him to start up again?

VM: Absolutely not. For him it was a fluid process. Making cinema was natural, like breathing.
Cinema was not something outside of himself, but something that he had inside. He had invented
his own language, but it had the naturalness of breath. It was like seeing, listening, breathing, like
the fundamentals of life that keep you on your feet. This was the cinema for him. And it was like
that when he worked. There was never a creative block.

FB: Are there any other significant comments of Fellini’s regarding his film work that stand
out for you?

VM: Fellini told me something wonderful: “For a film artist, the movie finishes many times:
when you've thought of it, when you've written the synopsis and the screenplay, when you've
scouted locations, when you've shot it, when you've edited it. Then, finally, what remains of what
you've done is like an airplane that takes flight and goes to meet the people that will see it.” There
was this feeling of finishing a story and then restarting it only to finish it again, like boxes that
lead to a box that contains them all, like Russian dolls.

And Fellini also confessed: “If there are moments in which I see that there’s a deafening silence,
you know what I do? I put in a little bit of wind, Vincenzo.”

FB: Moving on to the more social side of Fellini—but referencing the question of art-as-voca-
tion—Fellini critics are inclined to say that, beginning with La dolce vita (1960), he shut himself
inside Cinecitta, and thus became isolated. However, it seems clear that he had an abundant
social life beyond the set.

VM: Very abundant. He met so many people. It was extremely interesting to go out with him;
you would truly encounter a whole world, writers, directors.... It’s true that he would shut him-
self inside Cinecitta, having decided that he could reconstruct whatever he imagined there. But
Cinecitta, for him, was a spotlight that drew people in. It wasn’t a form of seclusion; on the con-
trary, he was happy when people came to meet him on the set.

One time, Elia Kazan came to Rome. Fellini called me and said: “Vincenzo, come to my house
because this afternoon Elia Kazan is coming over.” “You mean Elia Kazan, the director?” “Yes, he
called me, he said he’s coming here.” Now, Fellini and I knew “intestinal” English, as I called it.
He knew a little; I knew a little; we put our knowledge together to make half a person. Elia Kazan
arrives: “Now what are we going to say to this guy?” asked Federico. “Federico, let’s hear what he
has to say to us.” Elia’s wife takes Giulietta away for a chat, and we stay there. When they return,
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they see Elia on the ground, laughing like a madman, and Federico and I laughing like two idiots,
sharing a joke that neither of us could explain.

It was an incredible afternoon, extremely magical. Because then, when the part of the joke,
the festive welcome, was finished, Federico started speaking about cinema. He tried to answer
the questions posed by Kazan, who felt like a schoolboy in front of Fellini, like all of the other
directors I had seen. They arrived in his presence as if in front of a schoolmaster, with boundless
admiration. He was the only one for whom the word “Maestro” was valid. From Scorsese to
Kazan, David Lynch to Billy Wilder (whom he met in Los Angeles), Federico was always the
point of reference, the supreme artist.

FB: Fellini and Marcello Mastroianni?

VM: It was wonderful to watch Federico with Marcello. Going out with the two of them was
like watching a theater play, staged especially for you at the restaurant. Some of the stories were
absolutely wonderful. During the dinner there was always a moment when Fellini asked Marcello
to tell us about the end of his love affair with Catherine Deneuve and the beginning of one with
a new love interest. It was hilarious. Federico would tell me: “Now listen to what Marcello has to
say.”

Marcello began: “When we met, we spent three weeks in the hotel...”

“Three weeks” would interrupt Fellini. “What did you do?”

“It never ended...”

Then the story went on, and after the love part came the final scene which took place in
Deneuve’s sitting room in Paris, with her throwing things at Marcello and each time shouting
something offensive: “mascalzone!” (there goes a vase); “sleazebag” (there went a cushion).

Then, finally, “"And you can’t even act!”

This was the only moment when Marcello reacted, looking up at her in an upsurge of pride: “You
nasty creature! (let’s pretend he said “you nasty creature,” though in reality he said something much
worse). It was not you who did 8%, was it?”

At that point Fellini would draw closer to me and say quietly: “Ah Vince, what do you think
Marcello has understood of 815?”

Going out with them was insane. They had incredible vitality... Neither bothered about the
lies of the other. One day near Christmas, we were in Piazza del Popolo at Canova’s, and the
waiter arrives and tells us: “Oh, Maestro, Marcello’s inside!” “Mastroianni?” “Yes!” “But how is
that possible? He called me two hours ago saying that he was in Greece making a film with
Angelopoulos! Go see, Vincenzo, maybe he’s mistaken!”

Inside I find Marcello behind a pillar smoking, with a panettone in hand. “Marcello, what are
you doing?” “I'm waiting for the sun to go down, because I told Federico to tell Flora [Marcello’s
wife] that I was in Greece.” In reality, he was seeing his mistress. I go outside and tell Federico:
“Look, it’s really Marcello inside.” “Really? But that’s not what he told me...”

He goes inside and as soon as they see each other, they start going “Bing! Bang! Boom! Zap!
Wham! Pow!”—mimicking the onomatopoeic sounds of comics. And they started laughing.
Then we ordered a coffee, and I did not hear anyone ask “Why did you lie to me?” It served the
purpose. Basta, finished, time to move on.

FB: Fellini and you (though I know you will be too modest)?

VM: Fellini told me that our relationship was like that of two schoolmates. He would say:
“Always go to Vincenzo’s because he’s got the best snacks.”

FB: Fellini honored his friends through his drawing as well.

VM: Absolutely. When he wanted me to be Mastroianni’s sidekick in the comic book Viaggio a
Tulum, Marcello didn’t know anything, not even about the comic book itself until one day Chiara,
his daughter, bought the version that had come out in France and brought it to Marcello. The day
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after, we were meeting at the Tuscan restaurant on Via Germanico, and Marcello happened to be
there, sitting outside. Fellini was on the phone, and I went up to greet Marcello. He said: “Vince,
I didn’t know we were in a comic book together!”

“Fellini wanted to surprise you.”

“It’s extraordinary!”

Marcello was really happy about this. “For sure, Vincenzo,” he said, “it would be nice if movies
could be made like this, without having to work.” Because only Manara and Fellini had worked
on the book. At the time Federico had done a proper casting. He said: “So, Marcello will be the
protagonist, Vincenzone, Anita....” He drew all the storyboards. He worked on these comics
with Manara as if Manara were his lighting technician, costume designer, set designer, and
cinematographer all in one.

FB: Can you share your thoughts about Giulietta Masina?

VM: She was an extraordinary woman. Giulietta Masina was one of the greatest Italian
actresses, and she still hasn't received the recognition she deserves. In the history of cinema, she
is considered Fellini’s shadow, whereas she was his light. She was a fountain of great inspiration
for Federico, who had projected something into her, both in La strada and in Le notti di Cabiria
(Nights of Cabiria 1957), and in Ginger e Fred (1986). She was momentous. And even so, if it was
ever necessary to disappear—because in her mind it was Federico who always deserved the
spotlight—she always took a step back.

When Fellini received the Lifetime Achievement Oscar in Los Angeles, they had been married
for almost fifty years, and Giulietta said something beautiful: “Look, for me what’s important is
that Federico accepts this award, because he deserves it for how hard he worked; he deserves it.”
And then: “There are five Oscars, one for each decade of our love story” How beautiful.
Sentiments that would make anyone cry. But Fellini, for his part, had Giulietta in mind. He wasn’t
supposed to go to accept the Oscar. In fact, he recorded, with great care, an acceptance video to
compensate for his absence. However, at the last minute, he changed his mind. His reasoning in
a phone call with me, “Giulietta bought such a beautiful dress... how can I disappoint her?”

Giulietta was very present in Federico’s life. When there were still pay phones in Italy, before
cell phones, he didn’t go longer than half an hour, at the most an hour, without calling her. They
had a very close, very important, relationship.

I was fortunate enough to have dinner many times at their house. When we worked on comics
stories together, and on other occasions, Giulietta would bring us two trays with white paper and
pencils, one for me and one for Fellini. “When you're finished working, Vincenzo, I'll make you
bombolotti pasta with tuna” (she knew that it was a dish I really liked). Then this funny scene
would play out. “Yum, bombolotti with tuna!” Federico would say. “You can only have a few!”
Giulietta would respond. She would bring me a substantial plate, and him a small one, and when
she was back in the kitchen, he would attack my plate. “Leave me something!” I would say.

There was a beautiful domestic warmth between them. The tenderness that they had for each
other was incredible. They were two people who had lost a baby, Federichino; two people who,
together, had shaped the history of cinema. Giulietta made four films with Federico, and it always
touched me that (recounted by Federico and confirmed by Giulietta) when Federico wanted to ask
her to participate in one of his films, he left a letter for her in the morning, and, in the evening, he
found her response, also in letter form. This is an extraordinarily tender thing because it demon-
strates the respect that Federico had for his mythic actress, and the respect that Giulietta had for
the man who was her husband, but at the same time one of the masters of world cinema.

For both of them, the greatest award ever was when Charlie Chaplin said, after having seen La
strada (1954), that he had finally found the Tramp in a skirt: Gelsomina. This compliment for
Giulietta Masina and Federico Fellini was worth more than any Oscar. Because, for Federico,
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Charlie Chaplin was Adam, the forefather of all. Rossellini was Homer—both in his life and in his
profession. That’s what he told me in an interview.

Their tenderness endured throughout their illnesses. I was there the night Federico found
out that Giulietta had a tumor. I had gone to visit Fellini, who was in Ferrara, where Giulietta
was also due to arrive. He met her at the exit of the hospital where he was getting physical
therapy, and Giulietta had a turban on her head, and at that moment he understood the situa-
tion. I had never seen Federico so devastated. Not by his own illness, but by this news that he
had understood very clearly. Afterward, there was a very long phone call with the attending
physician who explained the reality of Giulietta’s condition to him. It took three or four hours
for him to calm down.

The news that Giulietta would be gone was like an electric shock for Federico, and it was a
shock for Giulietta, too, to know that one day Federico wouldn’t be there. They ended up passing
away four months apart.

After Federico’s death, Giulietta called me at one point and said that she wanted Fellini’s work
to be cared for by three people: the films by Tullio Kezich, the drawings by his painter friend and
collaborator Rinaldo Geleng, and the writing by me.

FB: Were there premonitions of Fellini’s illness and death?

VM: His dream in which he found himself in front of a mailbox and had to mail a letter to
himself, and on the letterhead was written “lost of the lost.” It was the omen of the end. I still get
chills; it was insane.’

We were on the airplane coming back from Los Angeles, after he received the Academy
Honorary Award for Lifetime Achievement in 1993, a few months before he died. Fellini was in
business class and I was in economy, and the stewardess came up to me and said, “The Maestro
would like to see you. If you could come up there....” There was a free seat near him, we started
chatting, and that night he told me about the dream.

In reality, the first inkling of his illness had already occurred at the end of 1992, when we were
together in Milan. We went to visit an occultist he knew, who looked like a monk, he said.
Afterward, we took advantage of our free time and had some fun, as if we had skipped school.
We had lunch at the home of Maurizio Porro*—his mother had made an amazing lunch. We
visited various comic book shops, and at a certain point we went to Linate airport to take the
plane back. We get out of the taxi, head toward the gate, and all of a sudden, I feel Fellini throw
himself on me, on my shoulders, with all his weight, shouting: “There’s a dog! A dog is biting
me!” But it was his blood circulation. I had to sit him down; the people around were all fright-
ened. Unfortunately, there was no doctor on duty. I took him to the restaurant at Linate. He ate
something, and it seemed as if he calmed down. But, in reality, no. Coincidentally, Milan was in
the middle of a crazy storm, exactly as in Mastorna. We flew in the middle of the storm, and dur-
ing this trip Fellini said to me: “See, Vincenzo, this is how Mastorna is.” As if it were a prophecy
of what would happen soon after.

FB: Concluding thoughts?

VM: Fellini created a language, a way of speaking, of being heard, of welcoming. The film
viewers are welcomed by Fellini, as if he takes them in his arms. In the mid-1990s, I met up with
Bernardo Bertolucci in Paris, when he presented his film Little Buddha (1993) there. Fellini had
just passed away, and I asked Bertolucci for some thoughts. “I'd like to put Fellini in a bag and
bring him with me wherever I go, to keep him with me always, to have this continuity.” Fellini
gives you that feeling, so embracing, which you never leave behind, like a love that never ends.
For me, he was one of the greatest storytellers of the mystery of human adventure.

I think that extraordinary artists such as Fellini have the unique capacity to turn your relation-
ship with them into an emotion. The great artists, such as Caravaggio, Michelangelo, Dostoevsky,
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Dante Alighieri, or Homer, possess the power of creating a special relationship with you through
their works, based on strong feeling, on a strong connection. A lover of Fellini’s art experiences
his relationship with Fellini as a unique emotion, which goes beyond friendship or love and has
something to do with the beauty of art. From then on, the works of that artist become an illumi-
nation, a point of reference, which touches your most secret nerves. I feel very lucky to have
been his friend, for it was like being a friend of Caravaggio or Michelangelo. Fellini’s place in art
history is next to these great names. With time this will become only more obvious. Very few
artists of the twentieth century managed to do what he did; that is, to tell universal and yet time-
specific stories. None of Fellini’s stories has suffered the attrition of age. They are never remote
in time, always contemporary. That’s why you connect emotionally with the author of these
stories, feeling something like friendship or love, life’s most wonderful emotions. And that’s what
an art like Fellini’s has made me feel.

Notes

1 Editors’ note: the oldest amusement park in Italy, named after the EUR district of Rome where it is
located.

2 Editors’ note: author of Il poema dei lunatici (1987), the novel upon which Fellini’s final film, La voce della
luna (The Voice of the Moon 1990) was based.

3 Editors’ note: Fellini (2008) describes the dream as follows: “I was near my studio in Corso d’ltalia in
Rome. I was myself, and yet I was also the person charged with delivering a letter to me. I saw that all
my windows were closed. I tried ringing the bell, but instead of a bell there was a plaque with a slot for
letters, and the plaque didn’t read “Federico Fellini” but: “Disperso Dei Dispersi” (“The Lost of the Lost”).
The envelope I had to deliver opened, and inside there was just a single blank white sheet. When I went
out in a wheelchair, and therefore as a person unknown to myself, and I saw the shocked, inquisitive
looks of others, I understood the power of that dream. I was even pleased with myself for its energy,
vitality, inventiveness and direction.”

4 Editors’ note: film and theater critic.
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Fellini:
Backstory and a Dream

Goffredo Fofi

Backstory

I met Fellini in his office in Via Sistina to interview him for Paris Match on the request of Michel
Ciment. In those days, Fellini was shooting the night scenes for Roma (1972)—those in Piazza
Santa Maria in Trastevere, with its restaurants and technicolor crowds, where Alberto Sordi
appears,' and the scene in which Fellini tracks down Anna Magnani. After a few minutes, he said
that he thought—based on my ruthless, radical, 1968-ist, reviews of his films—that I would be
a ferocious and aggressive antibourgeois, when instead he found himself in front of a mild-
mannered young friar (fraticello). I was a bit offended. It was a great interview, but my technical
clumsiness resulted in a disastrous recording. Zero, you couldn’t hear anything, and sending it to
an accomplished technician I knew at the RAI was to no avail.

I wrote to Liliana Betti, Fellini’s assistant. I knew her because she was a friend and coscreen-
writer of Marco Ferreri, with whom in those days I felt a great kinship, because I considered him
antibourgeois and revolutionary. (My two favorite Italian directors were Ferreri and Bellocchio,
though later on, both disappointed me: the first, a lot, and the second, quite a lot.) Liliana
responded that Fellini was convinced I didn’t consider the interview worthy of publication, that
I didn’t find it up to my standards, that, in short, in some way, I was embarrassed by and disdain-
ful of his responses to my questions! There was no way to convince him otherwise, and I
was unhappy because Paris Match would have paid me extremely well and I was (and remain)
anything but rich...

Only many years later, when, in L’Unitd, I praised La voce della luna (The Voice of the Moon
1990) as an exceptional analysis of the decline of Italy and a true recounting of our present,
he called me. “Goffredino, Goffredino! What a beautiful thing you have written.” He took to
calling with a certain regularity and invited me to look him up when I came to Rome. I was
living in those days in Milan, where I was editing the journal Linea d’ombra, which he received
for free and which, I realized, he read attentively—becoming enthusiastic, for example, about
the story of Ranuccio Bianchi Bandinelli, the great archaeologist and scholar of ancient art,
who being from a noble Tuscan family and having a mother from a major German family,
ended up serving as a translator when Hitler came to visit Mussolini. He talked as well of
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Chaplin’s genius in recounting that Hitler-Mussolini encounter in his own way (in The Great
Dictator 1940), seizing the essentials.

Eventually, I moved to Rome, and we talked and saw each other often. Once, when Federico
was in good spirits, he asked me why, when I was younger, I had criticized him so harshly, and I
told him in all sincerity “because you were not a revolutionary.” “Me, a revolutionary?” he
responded. “Are you crazy?” However, in an interview/book by his friend and coscreenwriter
Bernardino Zapponi, he mentions that what the critics said (he was speaking of Italians) didn’t
matter to him, but adds that what I wrote intrigued him and forced him to think about his
choices—which to me was a great compliment.

I must add that in his final years, Fellini was very, very sad—because of Giulietta’s illness and his
own, and because he could not find producers for his projects, which were deemed too costly. At
one point, he proposed a film with all the comic actors then in fashion whom he had more or less
protected and launched, such as Alvaro Vitali, others of the “trash cinema” of the 1970s, and those
of greater importance, such as Sordi and Paolo Villaggio. But the producers responded that for
little money, with just one of those comics, they could make a bundle, while with much higher
costs, with many comics, in an “artistic” film such as Fellini would make, they would spend infi-
nitely more and earn infinitely less. The world was changing, the cinema was changing. The best
thing offered to him was an American commercial, to be shot at the Colosseum, or perhaps—I
don’t remember well—a short film or documentary on the Colosseum, for an Italian bank.

They were very sad, these last years, and I remember certain lunches in which, already ill,
Fellini limited himself to eating a plate of far from abundant tagliatelle, seasoned only with a
touch of olive oil and a sprinkling of uninspiring parmesan, and nothing else—observing, admir-
ingly and enviously, my hearty appetite.

He was involved in an important project, he told me often, but I was convinced that it was a
lie. The final times I saw him, and then in our last phone call, he asked me if I thought he should
go first for treatment and an operation in Switzerland or make his film. A rhetorical question,
obviously. He went to the clinic—and died there.

A Dream

I dreamed that Fellini was coming to see me from the afterlife, as though from his office full of
papers and photos on the wall. He said to me, more or less, “I am very happy because I was finally
able to make “Il viaggio di G. Mastorna” (“The Voyage of G. Mastorna”).” He told me that the
afterlife was much different from what he had imagined it for the film, much more surprising and
bizarre, and he told me that it had been a help in a thousand ways to have had at his disposal
technicians, actors, extras, without limit, happy to work with him for free (obviously)—even
those he didn’t know, even some from silent films. “The film is beautiful, it seems to me; I think
it has turned out well, and, certainly, it will enable me to make others. I would be very happy if
you would see and write about it, and I have found a way to get it to you. There is a person who
has to go back down to earth and must pass through Bologna. I have asked him to leave a copy
on the desk of Gian Luca Farinelli* with a note that it is for you. You absolutely must see it and
tell me what you think.”

I awoke happy for the happiness of Fellini. I wrote an email to Gian Luca, recounting the
dream. He quickly telephoned—around 8 in the morning—to tell me that on his desk, unfortu-
nately, no DVD was to be found.
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Notes

1 Editors’ note: the scene with Sordi ended up being cut, though it can be seen on The Criterion Collection
release of the film.
2 Editors’ note: director of the Cineteca di Bologna.
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David Lynch

In October of 1993 I was shooting a Barilla pasta commercial in Rome [...]. The DP was
Tonino Delli Colli, who’d also been the DP for Intervista [...]. The production manager ...
[and he] were talking and they said, “David, Fellini is in a hospital in the north of Italy, but
he’s being moved to a hospital here in Rome.” I asked if it might be possible to go say hello to
him. [Fellini’s| niece came out of the hospital and leaned into the car and said, “Only David
and Tonino can come in” [...]. We go into this room where there are two single beds, and
Fellini’s in a wheelchair between the two beds, facing out.... I sit down in front of Fellini’s
wheelchair [...] and he holds my hand. It was the most beautiful thing. We sit for half an
hour [...] and he tells me, “David, in the old days I'd come down and take my coffee, and all
these film students would come over and we’d talk and they knew everything about film |...].
Now I come down and there’s nobody there. They’re all watching TV [...].” After our time
was ovet, I stood up and told him the world was waiting for his next film [...]. He went into
a coma two days later, then he died.

Lynch, D. and McKenna, K., Room to Dream (New York: Random House, 2018), 385.
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A Certain Freedom in Filmmaking'

Lina Wertmiiller

To begin with, Fellini was the most simpatico man you could imagine. Being his friend was a
great joy and pleasure for me. I met him through Marcello Mastroianni and his wife Flora
Carabella, who had been my classmate. Then I worked with him as assistant director on 8%
(1963). I was not a good assistant director, for I was already busy with my own film projects and
did not have the required professional serenity. But he did not seem to mind. I was curious about
everything, and we felt a strong connection. We spent most of the time chatting. While we were
shooting at Cinecitta, I played around filming Fellini on set.

Rather than learn from him, I admired him. I don’t think one can learn from someone like
Fellini. He is unique; you can’t possibly learn to tell stories as he does. It is more like opening a
window and discovering an unknown and unexpected panorama. What I may have acquired
from him is a certain freedom in filmmaking. I came from a theatrical background and working
along with Fellini was like a thunderbolt.

Fellini’s studio was full of photos of actors and actresses whom, in the end, we never chose. He
liked faces, and he was right, for they are a profound part of any historical period. For 8%, we
published an announcement saying: “If you look like Titian’s Venus, please come up for a screen
test.” And thousands of women turned up in front of Fellini’s studio, women of all types and
ages. “You take care of it,” he said to me, a little frightened.

He was not satisfied with the usual extras available in Cinecitta’s reservoir, so he had me go
looking for others. Once, Federico and I were in a taxi, heading to Cinecitta, and a car passed in
the opposite direction with a man inside whose looks Federico liked. So he forced me to track
him down. I hopped into another taxi and said “Follow that man!” as we all dream of saying once
in our lives.

Did he improvise on the set? Yes, quite a bit. Once, we were shooting on a location we’'d
already used, a corridor of the hotel where Guido and some of his crew are housed. He decided
to add a door from which you’'d see a seamstress. When I told him that the last time we shot on
that location the door was not there, he said, “If anyone notices that the door was not there, then
I have messed up the whole film.”

A Companion to Federico Fellini, First Edition. Edited by Frank Burke,
Marguerite Waller, Marita Gubareva.
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Almost immediately after 82, I started my own career as a film director with I basilischi (1963).
But we remained friends. At home, I still have a caricature he made of me at the time, with a
syringe in my hand, saying “Where is Fausto?” He made fun of the fact that I had forced Fausto
Ancillai, the sound editor, to work for a whole month on the sound of the girl’s shoes in I basilis-
chi, never satisfied with the result. We finally found the right sound by overturning an armchair
and beating on its wooden boards. The syringe referred to my having “tortured” Fausto.

As [ was about to shoot I basilischi, with most of Fellini’s crew, he said to me something that
was very enlightening: “There will be lots of people telling you: shoot to the right, to the left,
what lens, what focus... Ignore them all! Just tell your story as if you were telling it to your
friends. And if you are a skilled storyteller, your story will work. If you are not, no technique in
the world can possibly save you.”

We laughed a lot and had great fun together. There was our common passion for comic strips.
We also organized séances, in spite of Giulietta’s protests. Fellini was very attracted to esoteri-
cism, though I can'’t tell you how deeply he went into the matter. Definitely more than I did. I
never took it too seriously. Fellini was also much more Catholic than I. I wasn't religious at all.
The whole thing bored me so much that as a child I was expelled from numerous Catholic schools
because of my naughtiness.

Giulietta was the middle-class part of Fellini. She grounded him. Just think about the woman
he chose to play the wife in 8%: Anouk Aimée, a woman of great beauty and charm. In a way,
he paid homage to Giulietta. Living with Fellini meant living with a monster, because he was
a genius. In Fellini’s films, Giulietta is presented very affectionately, as someone lively and
mischievous, nothing like the Junoesque women who characterized Italian cinema of the time.

Figure 4.1 Lina Wertmiiller talks of her relationship with Fellini on the grounds of Cinecitta, with the
famous prop from Il Casanova di Federico Fellini (Fellini’s Casanova 1976) behind her. Source: Dietro gli occhiali
bianchi (Behind the White Glasses 2015). Directed by Valerio Ruiz; produced by White Glasses Film, Recalcati
Multimedia (coproduction), and MiBACT (support). Screen grab captured by Frank Burke from the 2017
DVD version.
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It is interesting to make a list of Fellini’s women, beginning with Giulietta, then the majestic
Ekberg, then the amusing and witty Sandra Milo. They are all very unusual. Of all these, he chose
the most serious one, Anouk Aimée, to interpret the wife in the film. Then there was Claudia
Cardinale, with her interesting voice, hoarse and sexy, which he was the first not to dub. Women
amused and fascinated him, for they have some mystery about them, their own universe, where
man cannot enter, is not meant to enter.

Federico and Marcello never took each other too seriously. Famous as they were, they never
really bought into it. Their way of being could be summed up with the last line of 8%, an unfor-
gettable line: “Life is a party, let us live it together.”

In the end, to me it all boils down to one thing: having fun. This is often seen in a negative
light, but it is actually very important. At least it was so in my life. Seeing the funny and ironic
side of life is an art that ought to be cultivated and cherished as much as one’s health, if not more.

Note

1 Editors’ note: we would like to thank Valerio Ruiz, director of the documentary on Lina Wertmiiller,
Dietro gli occhiali bianchi (2015), for his assistance in the preparation of this interview.



Clive James

Feminism was one of Fellini’s touchstones of liberty. The anger he aroused in feminists later
on was caused by his other touchstones, one of them being the liberty to express the full
squalor of the male mind. He did it with such bravura that it struck the censorious eye as a
boast. It wasn’t, though: it was an abasement, and Anouk Aimée’s tight-lipped fury as Luisa
is there to prove it.

In “Fare un Film,” Fellini movingly looked forward to the day when women would give us
their view of the world in film. That day hadn’t yet come, and in the meantime, he was stuck
with his own stuff:

Mondo Fellini, The New Yorker, March 21, 1994: 161.

Susanna Nichiarelli (director of Cosmonauta, La scoperta dell’alba,
and Nico, 1988)

The one Fellini film that I was able to see in a theatre was La voce della luna. I was fifteen
years old, and I was a solitary and frightened adolescent, yet what was considered his most
pessimistic film was for me an injection of courage. Growing up and discovering one by one
all Fellini’s films, I could see each time that even the saddest of his movies carried with them
a strange sort of happiness. Instead of creating plots and dramatic turns of event, Fellini’s
cinema pursues traces, faces, characters, leaving us always in the suspended time of his open
endings and reconciling us with the incompleteness of life. As with the concluding smile of
Cabiria, which speaks to a faith in humanity notwithstanding everything, Fellini left this
earth over twenty years ago reminding us that we need just a bit more silence to hear the voice
of the moon—and that there is always hope, even if we don’t know, in the moment, exactly
where or in what.

Personal communication with the editors, 2018.
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A Bit of Everything Happened:

My Experience of La dolce vita'

Valeria Ciangottini

Fellini announced in newspapers and on TV that he was looking for a young girl, between 12 and
14 years of age, and he gave a description that I do not remember. But everyone around me began
to say, “You must audition, because it is you!!!” It was crazy because I went there with my mother
(obviously—at the time I was 13 years old), and then Fellini walked by casually, looked at me, and
said, “Oh my god, it’s her!” Then he had me do photographs, an audition, another audition... and
then I was chosen. At the time, I knew only that he was a director and that he was the husband
of Giulietta Masina. I was more familiar with Masina, maybe because I had seen her in many
films. I was struck more by the actress than by the director.

First, I did the scene in the restaurant, then on the beach. He showed me how I needed to
move, what I had to do—for example, the gestures of the final scene, such as typing and then
dancing, because in the restaurant there was the jukebox with the music, so I was saying to
Marcello: “Do you remember?” More than the cameraman, it was Fellini who said to me: “Look
here! Look there!” I did what he told me to do, easily, without any problem.

I felt so free and relaxed because he had an incredible gentleness. The first time I met him, I
said to myself, “What a nice man this is.” And not only with me. He was affectionate with every-
one. He gave everyone nicknames, like Marcellino. I was Paolina, because that was the name of
my character. With everyone in the cast he always had such a sweet, gentle, affectionate attitude.
Later, when we met again, I realized that he was a person who looked at you intensely; it seemed
that he wanted to read you within. Others have said this as well.

Regarding the Umbrian angel mentioned by Marcello in the film: I don’t know how this thing
about Umbria came to Fellini. I was born in Rome, but the family of my parents is originally
from Umbria, and I did live there for a while. That Paola was to represent purity, a better life—I
absolutely had not understood that. I just played this character who wanted to make Marcello
remember our encounter, and there it ended. Now I see this character as a message from a poten-
tially different world, an unrealized possibility.

I found Fellini a wonderful person, magnificent. Since it was my first experience, it could have
been traumatic if the director had been a boor. Instead it was an idyll. He seemed like a father. It
was delightful. I thought the world of cinema was always this idyllic. I had too happy an experi-
ence compared to what followed. Not that there was anything traumatic, but I have never again
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experienced the atmosphere of La dolce vita. Perhaps because these were the final days of shoot-
ing, there was a looseness, a pleasantness. Nothing violent or dramatic.

I always liked his cinematic world, so fantastic and yet so realistic. Speaking of La dolce vita and
8%, it is not true that they are unrealistic. There is a profundity, an exceptional understanding of
culture, which makes itself felt.

A bit of everything happened around the release of the film. When it was presented in
Rome—I was there, obviously—the public was divided. There were those who thought the film
was terrible because “dirty linen should be washed within the family” (as Andreotti said of
neorealism), and then there were those who were enthusiastic. The premier in Milan was hissed,
it was a disaster. I was more or less terrified. When we were descending the stairs, there was a
violent man who spat at Fellini. Unbelievable!

Since I was considered to be the “positive part” of the film, journalists turned their attention
toward me, often putting my photo on the cover of magazines. I had an exaggerated fame for a
young girl of 14. I was even recognized abroad. When I went on vacation with my parents in
Germany, [ was recognized in bars. But the success of the film itself was also scary. There were
screenings from morning until deep into the night. The last screening began at 1 in the morning.
The cinemas were crowded.

I met Fellini many more times, sometimes by chance, in a theater, and sometimes because he
summoned me to his office, maybe curious to see how I had grown. The last time I saw him he
said, “I would like to make a film with all the actors with whom I have worked.” Perhaps it was a
lie, but it does not matter. It was a sweet thing to say.

Fellini has not disappeared like so many others. Even on TV his films have high ratings. And if
you go to the Museum of Modern Art, you will find many figures who have influenced or been
influenced by Fellini. Even more than in the realm of cinema.

Note

1 Editors’ note: comments drawn from an interview conducted by Marita Gubareva.



6

Fellini a Casa Nostra

Carlo and Luca Verdone

Carlo Verdone

I consider Federico among the greatest directors the cinema has ever seen. Perhaps, I am inclined
to say, the greatest. He possessed a sensitivity and combination of virtues that are rare to find in
other filmmakers. Beyond an absolutely special sense of the image, Fellini was, for me, a great set
designer, a sublime make-up artist, an acute psychologist of the soul. No one could discern the
multifold DNA of people the way he could. The faces he chose among minor actors, extras, and
bit players were absolutely perfect. Through a hair style, a tic, a particular physiognomy, Fellini
represented Italy and the Italians as a superb observer. His observations were, however, translat-
able and often comparable, in societies and cultures quite diverse, thanks to the poetry that
infused them. There doesn’t exist a Fellini film without poetry, and if this great director suc-
ceeded in reaching poetic heights, it was owed in part to the perfect harmony he was able to
establish with his composer Nino Rota. Each inspired the other.

Fellini came often to my parents’ house with Giulietta. They came willingly because they
knew we would have dinner on our lovely Rome terrace without other guests and without talk-
ing of cinema. This made Fellini relax, because his days were always spent under pressure with
journalists and film specialists. Inevitably, as my brother Luca’s comments suggest, my father’
and Fellini would finish the evening talking of the circus, their great passion.

One evening, I asked him if he was aware how wonderful two of his earliest films, Lo sceicco
bianco and I vitelloni, were—films that I loved greatly. Opening his arms, he said in a mixture of
roman and romagnolo: “What should I say, Carlo. I no longer know how to judge my films. They
seem to have been made by someone else. You have to be the ones to say how they seem to you.
So many years have passed.”

I asked him about the actors Leopoldo Trieste, Ernesto Almirante, and Achille Majeroni to
hear anecdotes about them. I remember that Fellini began to imitate them, one by one, with
memories from off the set. He was not only hilarious in his retelling, but perfect in his rhythm,
gestures, and mimed idiosyncrasies. I understood that, even if he couldn’t imagine it himself,
Fellini was, deep down, a great actor. And for this reason, he succeeded in getting the most out
of even the least significant of his performers. He was a consummate artist who knew how to
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impart the perfect timing to each of his characters. The last time I saw him was the winter of
1991 in Via del Babuino in the dead of night. I saw him leaning against a wall that faced his street,
Via Margutta. [ asked him what he was doing, and he said: “seeing that I can’t sleep at all, I am
waiting for a squad car that takes me along to see what is happening in the city. It could always
spark an idea.” I laughed and laughed and went off to my parked car. While I was getting into it,
I realized that a police vehicle had stopped in front of Fellini. A policeman opened the rear door
and let him enter. The vehicle took off, squealing, carrying Fellini away to who knows what
crime-beat adventure.

Luca Verdone

I had the privilege of knowing Fellini as one of his young friends, for a rather long time: from
1969 until his death. I received this precious gift because my father introduced me to the great
director. I was fifteen years old, and during school vacations I often went with my father to visit
painters whose works were on display in the galleries of Rome. One time, our trip ended with a
meeting at the Caffé Canova in Piazza del Popolo with Fellini. During the conversation between
my father and Federico, the topic of the circus came up. I marveled at their deep knowledge of
both older clowns and those still performing. They exchanged books in French on the circus and
amused each other proposing analogies between the clown and American silent film comedians.
For me, it was really instructive to connect the art of the clown with that of the tradition of Mack
Sennett, et al., and it ultimately helped me understand better the nature of Fellini’s cinema.
When I began to visit the set at Cinecitta during the making of his films, beginning with Roma, I
had the sensation that his cinema was a circus spectacle composed of a substantial number of
extras, all made up in extravagant, caricatured, ways: a celebration that crossed over into bur-
lesque with unexpected melancholic moments that alternated with dreamlike episodes of poign-
ant beauty. A large fresco of voices and faces, intertwined, communicated a profound sense of
whatever Fellini was addressing; whether the Eternal City that had hosted him from the end of
the Second World War to the end of his life (Roma), memories of his youth in Rimini (Amarcord),
Casanova (Il Casanova di Federico Fellini), or the political and social situation in Italy at the end of
the 1970s (Prova d’orchestra). For me, his figure took on the role of a great “master of ceremo-
nies,” a “mogul” of representation, gifted with an extraordinary capacity for storytelling that
revealed itself not only in the visual aspects of his cinema but also in the seductive eloquence of
his words.

His cinema always had a tender and impassioned regard for his characters, who in their failings
and ingenuousness appear in their full humanity, thus attaining the level of poetry. Fellini would
obtain this result by observing his friends, his collaborators, and society in its full complexity,
transforming his intuitions into images of great visual impact.

Fellini was by nature shy and resistant to large social gatherings, and preferred to hang out
with close friends, whom he involved in his evening adventures among fortune tellers, magicians,
itinerant artists, painters, and cartoonists.

His collaboration with the great set and costume designer Danilo Donati was an example of
perfect professional sharing. Working with Donati, he was stimulated to create environments
and characters in an oneiric dimension that appeared on screen with absolute verisimilitude, even
if the backgrounds were made of papier-maché and polystyrene. He argued often with Donati,
and at times there were battles that Fellini sought to remedy with affectionate little notes and
apologetic phone calls. Donati, who could be difficult, would vanish for weeks, but in the end,



Fellini a Casa Nostra 39

Fellini would always find a way of reconciling. Dante Ferretti, the other great set designer who
worked with Fellini, was more accommodating, and there were never disagreements that caused
estrangement. His secret was to indulge Fellini’s fantasies, not infrequently resorting to an inno-
cent lie or two.

When he was tired, Fellini would ask those around him to look after his female admirers,
whom he often invited to dinner. Many of these, who came from far away, mainly from the US
and Japan, stopped at Rome for long periods to have the opportunity to meet with Fellini more
than once. A young American had interested him in the magical aspects of Mexico and convinced
him to go to the Yucatan peninsula to meet Carlos Castaneda. This extraordinary trip became the
subject of a film, never made, “Viaggio a Tulum,” but it turned into a comic book illustrated by
Milo Manara.

What still amazes is Fellini’s divinatory ability to imagine worlds that no longer exist. The
Rome of Petronio Arbitro in Fellini - Satyricon comes alive with places and people re-evoked by
Fellini’s fantasy, leaving the spectator with a profound impression—more precise than what one
could gather from murals or archeological finds. The astounding images of Il Casanova di Federico
Fellini provoke the same sensation.

Fellini’s cinema is a world of dreams that wrap the spectator in a blanket full of suggestion and
mystery. A world that he knew how to communicate with unmistakable grace—the measure of
his genius. He kept company with great contemporary writers, such as Georges Simenon, and
everyday people, whom he encountered in screen tests at Cinecittd. Fellini interacted ironically,
kiddingly, with those around him, and he loved to surprise with innocent jokes, refusing to spare
even his wife, Giulietta Masina. He delighted in astonishing his friends, seeking out the arcane or
the marvelous, like a circus artist. The circus ring was his point of reference for realizing his cin-
ematic “frescoes.”

In his later films, such as Ginger e Fred and La voce della luna, Fellini contemplated the major
mutations of a society enslaved by the power of television and consumerism. The protagonists
of La voce della luna, Roberto Benigni and Paolo Villaggio, resemble two clowns out of place in a
world they no longer recognize, as though beyond the familiar confines of the circus tent. I think
that, at a certain point, Fellini’s dreams could no longer find the magic of a former time, and the
lights that illuminated his dream world went suddenly dark, leaving him alone.

Now, at least, there are his works, which remain precious in the history of cinema.

Note

1 Editors’ note: the father of Carlo and Luca Verdone, Mario Verdone, was a prominent film professor
and critic who also served as director of the Centro Sperimentale di Cinematografia in Rome, and was,
as the Verdones’ account makes clear, an important figure for Fellini.
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Martin Scorsese

[Fellini] was so much a part of my life through his movies for nearly 25 years, 35 years [...]
actually, since La strada, and a joy and inspiration to film makers everywhere. I live with his
images and his characters [...]. I was excited by the humor and the compassion in a world that
he showed that was often hostile and grotesque [ ...]. I'was 10 years old when I saw La strada.
[-..] his world was full of apparitions and surprises, where laughter and sadness were always
intermingled, especially with Nino Rota’s music. I was captivated by his world and his
dreams, his great curiosity and his tireless efforts right up to the end, to the very end, to get new
projects off the ground.

[....] the spiritual power and the lasting poetry and beauty of Fellini’s work [are] like a treas-
ure chest that a younger person can go into when they are 21 years old [ ... | and when they are
31 years old and find more, and when they are 51 years old and find even more. And I know
this for a fact because I've lived with these films since 1947.

[-..] You could say that his legacy is with us [...] but, for me, his films won’t stay here unless
we gather like this and make it clear to the rest of the world that these are invaluable gifts
that have to be preserved and restored for posterity and for generations to come. I am
committed, more than ever, to keeping his work alive.

Ricci, G., ed., Il mio Rimini (Rimini: Fondazione Federico Fellini, 2006), 212, 215.
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Neorealism Masked:
Fellini’s Films of the 1950s

Stefania Parigi

Fellini and Neorealism

Problematizing Fellini’s relation with neorealism became a more or less obligatory step both for
critics of the 1950s and for subsequent rereadings and interpretations of his work. At the time of
the release of his first films, neorealism was already a label used prescriptively by Marxist critics
and their Catholic counterparts. Fellini’s cinema appears in the thick of a “war of realisms” typi-
cal of the cultural debate of the period. The controversy over La strada (1954) is characteristic of
the political and artistic climate then prevailing in Italy. The Communist weekly, Il Contemporaneo,
attacked Fellini’s film for its alleged deviation from the canon of realism, while the Venice Film
Festival in 1954 witnessed a curious clash between the supporters of La strada and those of
Luchino Visconti’s Senso. The latter had been selected by the editor-in-chief of the magazine
Cinema Nuovo, Guido Aristarco, and by Marxist critics, as a manifesto that “goes beyond” neoreal-
ism, abandoning the “newsreel” approach of the early postwar period to present a critical and
constructive reflection on history, taking up the narrative forms of the nineteenth-century novel.

In France, distance from the heated climate in Italy allowed critics as strikingly different as
Georges Sadoul and André Bazin to examine La strada—and Fellini’s cinema in general in the
1950s—in a more balanced manner, freer from prejudice and the schematic taking of sides. While
Sadoul stresses, from a Marxist perspective, the strength of this film, which he describes as “so
unusual or irritating at first sight,”’ Bazin includes La strada in the phenomenological orbit that,
in his opinion, characterized the most innovative postwar cinema. Taking up the ideas of the
Catholic philosopher Emmanuel Mounier, Bazin affirms that Fellini—and Rossellini before
him—are developing a “neorealism of the person” (Bazin 1955/1962a, 127). In response to the
accusation of spiritualism made against the two French directors by the Italians, Bazin countered
with the concept of the person as the union of nature and history, body and soul, interiority and
exteriority.

Emmanuel Mounier is explicitly cited in the article in defense of his work that Fellini writes in
Il Contemporaneo, probably with the help of his artistic collaborator Brunello Rondi, who just a
few years later published two books on the theory of neorealism,” where personalist philosophy
appears as his point of reference, together with phenomenology, existentialism, and the thought
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Marguerite Waller, Marita Gubareva.
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of André Bazin and Cesare Zavattini. The article, which appeared in the form of a letter to the
critic and cineast Massimo Mida, who had sparked the controversy in the Communist journal, is
a veritable review of the favorable responses to La strada by French leftist intellectuals, and cites
phrases by the poet Louis Aragon, and by critics or directors, such as Jacques Doniol-Valcroze,
Georges Sadoul, Jean de Baroncelli, André Cayatte, and Georges Charensol. The reference to
Emmanuel Mounier concerns “the communitarian experience between one man and another”
that must underlie man’s social relations. It emphasizes the problem of the solitude and monadism
that typifies modern society. According to Fellini (1955a, 4), La strada seeks a “supranatural and
personalistic communication,” a dialogue between human beings, beyond the specific “histori-
cal-political reality” that the Italian Communist critics accuse him of having ignored:

Sometimes a film, leaving aside precise representations of historical or political reality, can incarnate,
in figures almost mythic and by means of a basic dialectic, conflicted contemporary feelings, becom-
ing much more realistic than a film that refers to precise social and political reality. It is for this reason
that I do not believe in “objectivity,” at least in the way you people define it, and cannot accept your
ideas of neorealism, which, for me, do not exhaust or even approximate the essence of the move-
ment to which I have been honored, from Roma cittd aperta [Rome Open City 1945] to belong.

The theme of the social nature of the person, in contrast to individualism, returns in a later
article in Il Contemporaneo, also written by Fellini (1955b, 10), which closely reflects the words and
ideas that Rondi uses in his writings on neorealism. The article, written in the form of a letter to
the Communist, Antonello Trombadori, argues openly with Aristarco’s theme of “going beyond”
neorealism through the recovery of the narrative forms of the nineteenth-century novel, and,
thus, highlighting the new humanism, the “new idea of man,” that characterizes postwar culture
and cinema. “Neorealism,” writes Fellini, is “the movement of the ‘public’ man,” that is, of a
“concrete” man who coexists and “lives alongside” other men, and who primarily emerges in a
network of “relations” with others. At the end of the article, he makes explicit the connection
between the physical and the metaphysical that Rondi will later indicate as a vital core of Fellini’s
work: “I believe that man’s most “public’ element is, in this sense, Mystery. It is not for love of a
vague spiritualism, it is for love of man and life that one learns to listen to Mystery” (10). Mystery
then is nothing other than an aspect of existence, of experience, and of the human condition,
that must be included and not expelled a priori as incompatible with the contemporary world.

Bazin’s notion of “neorealism of the person” is not far from the idea of the “creatural realism”
that Pier Paolo Pasolini, writing in 1957 (1981, 153), attributes to Fellini, in the wake of reading
Erich Auerbach’s Mimesis (1946, 1956 in Italy). According to Pasolini, who collaborated on the
dialogue for Le notti di Cabiria (Nights of Cabiria 1957), Fellinian realism has a basic instinctive
quality that is not shaped by a strong referential ideology, and that manifests itself in the realm of
the “creature, lost and alone,” left “to despair and to rejoice in a mysterious world.” Reality for
Fellini is a mix of “aspects of nature,” of the “now dead concretions of civilization,” and of
“social products” understood as “modes and aspects of superstructure and custom, more than of
structure and story.” Pasolini continues, “And in effect, this social reality (see the vitelloni, the
bidonisti),* loved with a sensual unattached love, is continually contradicted in its rationality, its
normativity, by the prevalence of extraordinary, marginal, extravagant characters, useless or for-
gotten, who unleash violent currents of irrationality in the world that surrounds them, which is,
in any case, violently true and reliable” (Pasolini 1957/1981, 151).

The words “mystery” and “irrationality” return as terms of an awareness and a communica-
tion that go beyond the rigid confines of the materialist and historicist vision expressed by the
Marxist-leaning Italian critics, with whom Pasolini had an unresolved relationship, but with
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whom he still shared some fundamental principles. He managed to grasp the double stratum of
Fellinian imagery, while criticizing it: that of adhesion to the physical world represented and that
of its continual “stylization” in the form of the mask(ed), the prodigious, the abnormal. From the
very start, Fellini’s films offer a kind of seesaw between the ordinary and the extraordinary,
between dream and waking, between the seen and the envisioned, According to Pasolini
(1957/1981, 149-150):

The real world of the films of Rossellini and Fellini is transformed by excess of love for their reality.
Both Rossellini and Fellini enact, in representing and in framing, such an intensity of affection for the
world, brought into focus by the brute and obsessive eye-a-thousand-times-an-eye of the ugly and
obsessive camera, to oftentimes magically create a three-dimensional sense of space (recall the scene
where the vitelloni return home at night, kicking a tin-can around). Even the air is photographed.

This expression of the capacity to “photograph air” is later used by Fellini to re-evoke the phe-
nomenological adherence of Rossellini to the material world recounted in Paisd (Paisan 1946).
Even the word “love” is part of the Rossellinian vocabulary, in addition to returning frequently in
Bazin’s reflections, in those of Rondi, and in Fellini’s defense of La strada in Il Contemporaneo. The
Fellinian image is an affective image, charged with sentimentality and, at the same time, a carica-
tural stylization. Both these traits appear as deviations for the Marxist critique of the moment,
which primarily attends to neorealism’s capacity to analyze social reality and to transform it.

Reviewing Le notti di Cabiria, Bazin reaffirms the phenomenological reach of the Fellinian
perspective and, conscious of the pitfalls of the “spiritualist vocabulary,” substitutes for the con-
cept of “soul” that of “depth of being in which consciousness is only weakly rooted” (Bazin
1962b, 135). According to Bazin, Fellini, leaving aside the psychology of the characters and con-
ventional dramatic structures, works on the “appearance” of his characters, on their faces, the
way they move, on “everything that makes the body the [very] skin of being”—on the “more
outward clues” that constitute “the borderline between the individual and the world, such as hair,
moustaches, clothes, spectacles” (138). This focus on appearance produces an oscillation of the
natural toward the “supranatural” or the “supranaturalization” of the world. Bazin (139) says: “I
regret this equivocal word that the reader can choose to replace with poetry, surrealism, magic or
any other term that expresses the secret accordance of things with a ‘double invisible” of which
they are, in a certain sense, nothing but a mere sketch.” For Bazin, the universe represented by
Fellini is simultaneously phenomenological and symbolic. “So we can say that Fellini does not
contradict realism, or even neorealism, but that instead he accomplishes it while going beyond it
in a poetic reorganization of the world” (140).

The discussion of Fellinian realism and its appraisal vis-d-vis the poetics and ideologies of neo-
realism become compulsory elements of all successive studies of Fellini’s cinema and underlie the
division of his filmography into phases or periods.* For example, Jean-Paul Manganaro (2009)
subdivides the work of Fellini into: (1) the “epoch of reality,” from Luci del varietd (Variety Lights
1950) to Le notti di Cabiria, where the epicenter is the story of “appearances”; (2) the “epoch of
creation,” from La dolce vita (1960) to Roma (1972), distinguished by a privileging of the image over
reality—and by exquisitely mental narration that abandons realistic residues; and (3) the “epoch of
reflection,” from Amarcord (1974) to Fellini’s final film, La voce della luna (The Voice of the Moon
1990), characterized by musings on past and present, on personal and collective history.

The realistic Fellinian story is rooted in one of the most productive paths of postwar cin-
ema, at the crossroads among the satirical press, popular entertainment, and neorealistic fic-
tion. The satirical weeklies of the 1930s and 1940s are the training ground for Fellini, along
with all of Italian cinema’s greatest early postwar comic screenwriters and, then, the authors
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of commedia all’italiana. These new figures who impose themselves on postwar cinema are
from avanspettacolo (brief variety theater/vaudeville acts to entertain audiences before the
screening of movies), and variety theater proper, amidst a meteor shower of nonprofessional
actors, recruited from the streets.

At the time, the debate on comedy and the comic was excluded from the neorealist ambit,
considered the chosen territory of cinema d’autore, as opposed to the formulaic genres of the film
industry. There is an intense dialectic between neorealism and genres that are adapted to new
social and artistic postwar horizons or reworked and reinvented in an authorial way. Roma cittd
aperta, the film that launched neorealism, is often cited as a founding work of this “hybridization”
in which it is above all the choice of actors from variety theater, such as Aldo Fabrizi and Anna
Magnani, that generates the forms and faces of the comic within epic drama.

As we know, Fellini’s participation in Rossellini’s film was the result of his friendship with Aldo
Fabrizi, united by their shared passion for avanspettacolo. According to Rossellini, the dialectal
comedies, in which Fabrizi performed on his own or with Magnani in the early 1940s (Avanti c’é
posto/ Before the Postman,” 1942; Campo de’ fiori 1943; L'ultima carrozzella/ The Last Wagon 1943),
are the direct forerunners of neorealist cinema. Fellini took part as screenwriter, with Cesare
Zavattini (Avanti ¢’é posto) and Piero Tellini.

We should not forget that in the late 1930s an important collaboration was initiated among the
satirical press, avanspettacolo, and comic cinema. According to the theoretical writings about the
future of neorealism that Zavattini published in Marc’Aurelio (for which Fellini, Vittorio Metz,
Steno (aka Stefano Vanzina), Marcello Marchesi, and Ruggero Maccari wrote as well), the new
comic film was to emerge from the conjunction of three elements: satirical journalism—to
which scriptwriters and inventive talent were to be recruited; the variety-theater actors who were
breaking the rules of classical theatrical recitation; and the antinaturalistic tradition of American
slapstick and the European avant-garde. The contributors to Marc’Aurelio take part en masse in
the films of (Erminio) Macario and Toto before, during, and after the war.

As this suggests, Fellini, like many other artists and intellectuals of the time, moves in a
profoundly intermedial panorama. In addition to providing sketches and gags for the theater and
cinema performances of Fabrizi and Macario, he provides, together with Ruggero Maccari,
humorous stories and sketches, original or already presented in Marc’Aurelio, for the radio. It is no
coincidence that his debut film with Alberto Lattuada, Luci del varietd, is dedicated to popular
theater, and that his first solo directorial effort, Lo sceicco bianco (The White Sheik 1952), imprints
itself on the comic body of Alberto Sordi, a figure from avanspettacolo and radio, not yet conse-
crated by the critics and the film industry and brought into the spotlight by Steno, as well as
Fellini, in the early 1950s. The focus on popular entertainment characterizes a cinematic career
that begins with Peppino De Filippo in Luci del varietd and with Sordi, concluding with Roberto
Benigni and Paolo Villaggio in La voce della luna.

In the early postwar period, forms of humor and the comic were inevitably linked to a social,
cultural, and existential landscape. They encompass the iconography and moral tensions of neo-
realism in the face of a profoundly traumatic reality, where architectural rubble is the backdrop
to the ruins of community and individual life. We need think only of the films of social denuncia-
tion by Steno and Monicelli, centered on Totd (Toto cerca casa 1949; Guardie e ladri/ Cops and
Robbers 1951), that deal with dramas of homelessness, unemployment, bare subsistence, and mar-
ginalization. Fellini moves, albeit from a less explicitly political perspective, along this same path
that leads to the commedia all’italiana. Even his representation of the world of popular entertain-
ment is shared by Steno and Monicelli who, in the same year as Luci del varietd, dedicate Vita da
cani (1950), with Aldo Fabrizi, to the lowliest form of variety theater (the title says it all). In 1949,
Steno together with Maccari had already scripted Mario Mattoli’s I pompieri di Viggiu (The Firemen
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of Viggiu 1949), in which the world of avanspettacolo and variety theater are retraced through the
character of Toto. In an evocative passage, Fellini (1980, 128) recalls the appearance of Toto
when, as a journalist of Cinemagazzino, he interviewed the comedian. In his eyes, Totd, with his
aura of both a clown and Alice in Wonderland, represents “the history and character of the
Italians: our hunger, wretchedness, ignorance, and petit bourgeois qualunquismo;° the resignation,
mistrust, and cowardliness of Pulcinella.” He incarnates “with exhilarating lunar elegance the
eternal dialectic of baseness and its negation” (Fellini 1980, 128).

Caricatural Realism

The connection between satirical journalism and cinema that occurs between the late 1930s and
early 1940s has been highlighted by Italo Calvino (xxii) in his “Autobiografia di uno spettatore,”
which accompanies the 1974 publication of the screenplays of I vitelloni (1953), La dolce vita, 8%,
and Giulietta degli spiriti (Juliet of the Spirits 1965):

The satirical weekly [is] I believe still virgin territory for the sociology of culture [... and] should be
studied as an essential conduit when defining the mass culture of the Italian provinces between the
two wars .... Itis the input of the satirical newspaper ... that provides Italian cinema with a tried and
tested form of communication with the public, in terms of the stylization of figures and story.

His apprenticeship in the world of graphics, cartoons, vignettes, and satirical writing shapes
the working style on which Fellini builds his cinematic experience (see Costa 2002, 79-86). Every
film—he declared—starts with a “great scribbling” (Fellini 2004, 7). The sketches are his first
notes for a film; they allow him to identify the characters and their “masks”; they show the way
on stereotypes and their bodies, behavior, and language. Fellini bases his imagery, graphic and
cinematic, on caricatural deformation, on breaching the canons of mimesis and verisimilitude, in
the interests of an explicit figuration that defines itself precisely by the abandonment of normal-
ized vision.

All the properties attributed to caricature by Ernst Kris in his historic essays of the 1930s are
reflected in the forms of representation adopted by Fellini. Kris (1952/1988, 171) describes carica-
ture as a “technique of degradation” of the real, linked to an aggressive double move of disguise
and unmasking that provokes pleasure in the author and acts as a form of seduction in relation
to the reader/spectator. Taking up Freud’s thesis on humor, Kris stresses that the pleasure derives
from a “saving of psychic energy,” a release from repression, that can connect caricature with
dream, childhood, and games. The caricatural sketch is presented as “a chance scribble,” but also
as a “game with the magic power of the image.” In the same way in which its “scribbling style
and its fusion of forms evoke the pleasures of early infancy, the deployment of a magical belief
in its transformative powers constitutes a regression with respect to rationality” (Kris 1988, 198).
While putting oneself in contact with the world of urges and the unconscious, the caricature is
supported, however, by the control of the “primary process” on the part of the ego. Its regressive,
and, at the same time, aggressive, aspect is tied to judgement or awareness. In this sense, the
caricature always has metalinguistic repercussions, offering itself as work on, not merely the
reinforcement of, clichés and their distortions.

In an interview with André Delvaux in 1961, Fellini (1961/2002, 13) declared, “The caricature
has an essential strength—that of synthesis—that seems to me one of the basic aspects of the art,
and thus [ am not in the least bothered that sometimes the critics define as “caricatural” certain
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aspects of my deformed or deforming characters or settings. No, it is a vision that has, in itself—
that presumes—a moral judgement on things.”

Caricature also forcefully highlights the “supranatural” vein that we have seen evoked by both
Bazin and Rondi, as well as by Fellini himself. The supranatural must be understood in its most
literal sense: as what stands above the natural and the human, becoming a way to embrace, at the
same time, the particular and the universal, the singular trait and the general one. The caricature
means the denaturalization of reality and, at the same time, the identification of its processes and
essential forms. The boundaries between the caricatural and the visionary remain constantly
open (see Calvino 1974, xxii-xxiii).

In Fellini’s films, what Kris defines as the “magic of the image,” linked to an archaic and
almost witchlike belief in its power, coexists with the processes of deconstruction and unmask-
ing. The characters from Luci del varietd to Le notti di Cabiria are “persons” also in the Latin
sense of masks, which reproduce their most exterior aspects, linked to the mise-en-scéne of
body and costume. The most apt examples are the white sheik/Nando played by Alberto Sordi
in Lo sceicco bianco and Gelsomina played by Giulietta Masina in La strada. The first is the cari-
cature of the Latin lover, Rudolph Valentino, adapted to a mass audience, the followers of
fotoromanzi. Fellini presents him through the deforming lens of provincial Italian culture and
the carnivalesque and primitive mechanisms of spectacle, devoid of professionalism. His tech-
niques of degradation shatter the romantic and dreamlike illusions provoked by the stars of
the fotoromanzi in their naive female readers. The key scene is where Alberto Sordi, in his
white sheik’s costume, appears to the adoring gaze of his devotee, Wanda, as an almost divine
apparition, on a swing hung unrealistically high amid the treetops in a pine grove (Figure 7.1).
The height of the swing and the masked body, made-up face, and gestures of Alberto Sordi

Figure 7.1 ‘The white sheik appears “miraculously” airborne to his greatest fan, Wanda. Source: Lo sceicco
bianco (The White Sheik 1952). Directed by Federico Fellini. Produced by OFI and PD.C. Frame grab cap-
tured by Stefania Parigi from the Mediaset Cinema Forever DVD version (nd).
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immediately caricature the photonovelesque enchantment that is further undercut by the
harsh sounds of Roman dialect that intrude from off-camera: “”’A Nandooo!”

Jacqueline Risset (1994, 15-68) suggests that Fellinian imagery is built on a continual dialectic
between illusion and disillusion, between immersion in a dream and a brusque reawakening,
between abandoning oneself to regressive ghosts and returning to a disenchanted existence. The
same flight metaphor embodied by the Sheik—and destined to return in many later films as a
feature of Fellini’s fantastic world—is indissolubly bound to the inverse movement of “the fall.”
The caricatural form allows us to formulate an image perennially poised between affirmation
and negation, belief and discredit, mythologizing and demythologizing. It is the same way of
representing things that Fellini (2008) brings together in his Il libro dei sogni (2007/2008).

The image of Gelsomina in La strada is another exemplary manifestation of a “scribbled”
being who, beyond clear references to Frederick Burr Opper’s comic strips (Happy Hooligan) and
Charlie Chaplin, emphasized by Fellini himself, evokes a creatural quality, starting with her name,
and further revealed through make-up and circus costume. Like Wanda, who writes to the white
sheik under the pseudonym of Bambola Appassionata (“Passionate Doll”), Gelsomina has an
astonished and childlike view of the world and continues to meet deconsecrated angels, they too
a sort of caricature. In the first appearance of Il Matto, he is suspended in the air walking the
high-wire, with fake wings and a clown-like face. He descends to earth and becomes a strange
mix of guardian angel and derisory judge. To him, we owe the so-called “philosophy of the peb-
ble”—that everyone, even a little stone he has found on the ground, has some purpose in God’s
inscrutable scheme of things—in which the Catholic Church has been greatly invested.”

By contrast, when the white sheik descends to earth, he appears as merely one of many ele-
ments in the great ramshackle carnival that lies behind the false romanticism of the fotoromanzi.
In Lo sceicco bianco, the caricature of the angel passes from the living body (a white sheik without
sexual traits, almost feminine) to stone sculptures, that seem to come alive to mock the lost and
dreaming gaze of humans. A Bernini angel is present in the ridiculous scene of Wanda’s botched
suicide, and another statue in the colonnade at Saint Peter’s presides over her reentry into the
institutional ranks of church and family. The angelic figures® are often marked by paradox: on the
one hand, they represent the world of life dreamt; on the other, they x-ray the collapse of illu-
sions, presenting themselves as the ironic “guardians” of human adventures.

In I vitelloni, the statue of a gilt angel is subject to a process of profanation and reconsecra-
tion. After being stolen from a religious articles shop and offered for sale to nuns and monks, it
becomes the object of childlike religious contemplation for Giudizio, one of the simple-minded
and mad who often inhabit Fellinian scenes and who emerge directly from the filmmaker’s
memory (Fellini 1980, 27). Previously, Giudizio had driven the cart with the angel emblemati-
cally, blowing the “trumpet of judgement.” The play with bodies, names (Giudizio means “wis-
dom,” of which he possesses little or none), and gestures in a caricatural vein could not be more
amplified.

In Il bidone (The Swindle 1955) the only really angelicized figure is feminine: the young para-
lytic who bears her suffering smiling. On this figure of innocence-as-salvation, Fellini con-
structs a caricature of the protagonist’s redemption, as a swindler with “good intentions” who
never succeeds in going beyond the threshold of negativity, never achieves “redemption” other
than a terrible death. (The “inept gangster” typology is not far distant, though somewhat dif-
ferent, from that of the commedia all’italiana—for example, Mario Monicelli’s I soliti ignoti/ Big
Deal on Madonna Street 1958.)

In Le notti di Cabiria, the protagonist claims more than once to have met an angel of salvation,
someone to take her away from her life of prostitution. “Oscar” materializes, but as a joke of fate,
after Cabiria undergoes hypnotism at the Lux theater. He seems to be a man sent by Providence
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Figure 7.2 Cabiria’s mascara, as she looks into the camera eye and at the spectator, links her to the circus
and to La strada’s Gelsomina. Source: Le notti di Cabiria (Nights of Cabiria 1956). Directed by Federico Fellini.
Produced by Dino de Laurentiis Cinematografica and Les Films Marceau. Frame grab captured by Stefania
Parigi from the 2013 DVD version.

(his name means “spear of God”), and he has the same name as the man evoked in her fantasizing
on the stage. Instead, he is another swindler, another illusion. His diabolic nature is revealed to
the spectator in some signs visible in his face and body language and amplified by the use, in the
last scene, of black glasses, the same that we saw worn at the beginning of the film by another
assassin-lover of Cabiria.

Fellini repeatedly stresses his characters’ nature and function in a caricatural way. Cabiria is
defined by her little fur jacket, as Gelsomina is by her cloak, hat, and striped jersey. For Cabiria,
the transition from the fur jacket to the sailor costume or the little hat with the butterfly embod-
ies the illusion of a revitalizing change. In the last shot, she looks out at the spectator, with a tear
of black mascara painted on her face, giving her the features of a Pierrot and reactivating the link
between Cabiria and Gelsomina that is implicit in the actress who plays both: Giulietta Masina.
The black tear takes Cabiria back into the circus arena and the carnival of life symbolized by the
road in the final scene and by its dancing fellow travelers (Figure 7.2).

The World of the Spectacle and the “Spectacle of the World”

In the rich amalgamation of satirical journalism and variety theater, Fellini establishes an
intense bond with popular culture and develops a strong reflective vein which becomes more
radical over time, involving not only the thematic aspect of his films (the representation of
performance and cinema), but also the textual, relating to the metalinguistic processes acti-
vated by his cinematic gaze.

In the 1950s, his caricatural vision is linked deeply to the representation of the world of enter-
tainment. He shows us the provincial theater stages frequented by the troupes of entertainers
and dancers in Luci del varietd; the fabrication of the fotoromanzi images in Lo sceicco bianco; the
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circus exhibitions in La strada; the nightclubs in Il bidone and Le notti di Cabiria. In all these cases,
the spectacle is presented in its most peripheral and degraded manifestations, like the caricature
of a serious and legitimate artistic activity.

Inside the dilapidated theater in Luci del varietd, actors and spectators continually exchange
parts. Fellini is interested in the dialogue that takes place between the stage and the stalls, amid
the laughter, mockery, and suffering of shared marginalization. Fellini’s camera shifts continually,
through shot—countershot, from the recitation of the actors to that of the spectators, showing us
a variegated sampling of faces representing all ages and types.

The show takes on a physical and, at the same time, a metaphysical dimension, full of moods,
desires, and ambitions almost always unsatisfied, and subject to an ongoing process of parody. In
the theater and on the stage, the caricatural shadows of existential laceration, more than the
lights, make their presence felt. Fellini highlights the unresolved dialectic between being and
appearing, between authenticity and falsification, between tragic and comic, between nature and
history that expands beyond the theater to the “real world,” represented, itself, as a continual
spectacle of life and the human condition. In a grotesque way, Fellini also stresses the incantatory
and bewitching aspect of the show: in Luci del varietd, the performance of the magician with the
goose, Spazia, is subject to the disorderly reactions of a public that only wants to see the women
dancers’ legs; in Le notti di Cabiria, the performance of the hypnotist acquires the character of a
psychoanalytic session, before the prying and mocking eyes of the spectators. Cabiria is unmasked
and ridiculed; beneath her apparent brazenness as a woman of the streets, she reveals the amo-
rous illusions of an adolescent and is ready to fall into the same trap as the readers of fotoro-
manzi. More than a process of identification between public and stage, the variety performance
triggers a staging of identity that involves both actors and spectators, bound by the same experi-
ences of hardship.

In cheap hostels and deserted nocturnal piazzas, Checco, the main character in Luci del varietd,
discovers “unknown artists,” carnivalesque figures, such as Pistolero Bill, “the prairie shooter,”
who inhabit the most dilapidated theaters and the most marginal lives. In I vitelloni, the character
of Sergio Natali is presented as “the great actor” but turns out to be the disfigured mask of a
glorious past, which renders grotesque even his homosexuality.

By contrast, luminosity and luxury are linked to the iconic film star Amedeo Nazzari, who, in
Le notti di Cabiria, assumes the mask of Alberto Lazzari to play himself. The scene dedicated to
him already represents places and icons from the Debordian “society of the spectacle” at the
center of La dolce vita. Cabiria and Nazzari meet after wandering in an animated Via Veneto, a
showrcase of the modern high life. Then they visit a nightclub, where the spectacle is infused with
an eroticism and exoticism that return regularly in later Fellini films. The figure of Nazzari is
presented with all the characteristics of a vision, while his home turns out to be a sort of luxury
temple closer to Hollywood fable than to reality. Cabiria’s entry into this space inhabited by a
divinity is like entry into a dream, which is soon interrupted by one of those dawns that cross and
recross the path of Fellini’s characters and stories. She passes from illusory participation to pas-
sivity and reclusion, from incredulous immersion in the fairytale to expulsion from the god’s
magic circle, expressed spatially by her segregation in the bathroom where she is confined
together with a dog. Here she is forced into immobility and silence, just like a film spectator,
whose voyeuristic position she emulates, spying from the keyhole, an aperture sometimes
employed in early cinema.

In Fellini’s films in the 1950s, the representation of cinema includes, above all, reference to
theatrical exhibition and spectatorial practice. The filmmaker gives us indications, through adver-
tising posters, of the films currently programmed, along with vaudeville shows, and reveals to us
the audience in semidarkness and a haze of cigarette smoke.
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In I vitelloni, the cinema is presented as a place of erotic encounters, often evoked by the
author’s youthful memories, while in Il bidone, it becomes a space invaded by noise and the busy-
ness of life, where, in the intervals between darkness and light, the detection and arrest of the
protagonist, Augusto, take place. The exceptional and surprising have to do not only with the
fictional stories of the movies, but also with the human component of the public and the events
that occur in front of the screen.

In Lo sceicco bianco, instead, we see “cinema at work™: we are dropped into a fotoromanzo set
that has all the characteristics of a second-rate film shoot. Production takes place on the beach at
Fregene in a confusion of reality and artifice, exotic costumes and “vernacular” characters, the
mask of fiction and the mask of reality, which recreate the same mechanisms at work with the
traveling variety show or circus. Here, the Fellinian parody reaches a peak: while a strong wind
animates the set, exalting, in the forms of caricatured exasperation and scenic artifice, the mate-
rial, phenomenological, dimension of filming, the “vulgarity” of the actors and their dialects
contrasts with the pseudoliterary style of the dialogue and the exoticism of fotoromanzo
settings.

The carnival aspect is also stressed in the scene in the Roman editorial offices of the fotoro-
manzo, where Fellini stages a défilé of the actors that comes from his experience of vaudeville
and circus, and that will be a recurring element throughout his work. These spectacular and
spectatorial dynamics also inspire the depiction of the many parties that fill his films from the
1950s onward, such as, for example, the celebration of carnival in I vitelloni, where disguise and
dressing up are always accompanied by desolation and existential impotence. The more degraded
the comic mask becomes the more it reveals its intrinsically tragic nature. A deep sense of deper-
sonalization and death accompanies the carnival euphoria.

The mechanisms that govern religious ceremonies and the countless processions that we find
in Fellini’s films are not very different. The procession in which Gelsomina immerses herself in
La strada is presented as a grotesque conjunction of the sacred and profane, spiritual and mate-
rial, suggested by the alternating angle of the camera shots, from high to low and vice versa.

But it is without doubt the pilgrimage to the shrine of Divino Amore in Le notti di Cabiria
that is most representative of this carnival chaos that includes the ceremonial vestments of
both religious spectacle and worldly pleasure, the fair and the market, to which the false mira-
cle scene in La dolce vita will add the merciless press machine and media spectacularization. It
is here that the cross-section of humanity reaches its peak of marginality and unstable identity.
As though filling a great Noah’s Ark, Fellini proffers maimed bodies and animals, basing his
parodic vision on a precise anthropological substratum, made of a humanity ever wounded,
scarred, incomplete, unresolved. These are the elements and motifs that appear throughout his
films, but which reach their high point of synthesis and explication in the scenes dedicated to
collective ceremonies.

In La strada, we encounter the most rudimentary dynamics of the circus, which, for Fellini,
represents the archetype of the spectacle. In this case, there is not even need for a location dedi-
cated to performance; it can take place anywhere, in the open air or under the classical circus
tent. The magic is entrusted entirely to the actors and their movements, to their feats of strength
or other abilities: in other words, to their use of the body together with a few meager stage props.
The show assumes the most primordial form of a game, to which Fellini links the roots of every
artistic activity: a game that is both life-giving and funereal, a game of exhibition and degradation
of oneself, of freedom and constriction, that ends up coinciding with the game of existence, with
its hazards, uncertainty, and vulnerability.

The street performance is organized around a circle that puts the bystander-spectators in a
completely different position from that of a variety theater audience. While in the latter, the
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space for recital is divided from that of its reception, in the street performance it is the passersby
who, playing spectators, create and delimit with their physical presence the circle in which the
artists perform. As a result, the Fellinian gaze also changes form: while in Luci del varietd, it adopts
the form of the straight line to represent the dynamic of meeting and the clash between the stage
and the audience, using a shot-countershot technique; in La strada, the movement is that of a
circular overview, that includes actor and spectator in the same space. At the end of the film,
where the Circo Medini is camped on the beach, this sense of encapsulation and coexistence is
expressed through a 360° circle traced by the camera.

The line and the circle, however, are not just two different configurations of viewpoint, but, as
Frank Burke has stressed, also two different ways to trace the story that moves from a more tra-
ditional evolutionary linearity of narration (seen in Luci del varietd and Lo sceicco bianco) to a logic
based on accumulation, on repetition, on retracing (from I vitelloni to Le notti di Cabiria). According
to Burke (1996, 80-81), the endings of Il bidone and Le notti di Cabiria suggest a substitution of the
circle (in which the end reconnects with the beginning) by the spiral, which allows a free coming
and going in space, in time, in the real and the imaginary.

If we think of Eisensteinian theorizing, the form of the spiral evokes, besides a narrative ori-
entation, a sort of anthropological dynamic, that binds nature and history, body and mind, “sen-
tient thought” and the rational. Films in the 1950s can also be read as ethnographic explorations
of an archaic and borderline humanity, tied to the antique rituals and forms of a life that predates
and resists modernization. The culture of Italy’s Mezzogiorno (Southern Italy), explored in that
same epoch by the anthropologist Ernesto De Martino, is not far away from what we see in Il
bidone or in La strada. In Fellini, the anthropological connotation is incorporated as a basic ele-
ment of the spectacular dimension.

The rhetorical expression “the world as spectacle” lends itself well to describing an inclination
to view reality as a continual representation of the human condition, a great circus perennially in
motion, where the “creature” expresses itself through the “caricature”; where what is normal is
filtered by an estranged eye—in the Shklovskian’ sense—ready to catch the deformed, unex-
pected, archaic, or lowly; where the hidden face of things reveals itself through underlining
exceptional appearances. The world is already itself, according to Fellini’s eye, a gigantesque and
inexhaustible traveling circus. The first human appearance in Luci del varietd, whose title evokes
Chaplin’s City Lights (1931) and Limelight (1952), is a hunchback who stops in front of a theater
poster. From this opening image seem to flow all the singular figures revealed by Fellini—the
clowns, the crippled, the lame, the mad, the innumerable others who inhabit the streets, the
countrysides, the cities, and the vaudeville stages—a world both grotesque and material, made of
flesh and visions.

The protagonists in La strada belong to a subhuman or protohuman universe: Gelsomina,
with her floral name, is a simple-minded young woman who talks to plants and animals—
they, too, obsessively present on the Fellinian screen. The comic figure is often contiguous not
only with infancy but with vegetable and animal matter, reproducing at times their traits, like
a sort of ancestral imprint of the human condition. After all, since antiquity, the caricature
has taken on the forms of an original animality, predating the state of consciousness and rea-
son. If the characters in Lo sceicco bianco and I vitelloni still belong to a provincial petite bour-
geoisie, those in La strada, Il bidone, and Le notti di Cabiria are vagabonds who have lost the
ordinariness typical of neorealist characters, who mainly suffer from problems related to
work and its absence. In their own way, Fellini’s characters win back the charisma of excep-
tionality. Around them the space is filled with magical figures, who appear in the landscape
like apparitions: a horse sauntering down the street in the dark of night, a trio of musicians in
the deserted countryside.
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Vagabondaggio and Itinerancy: A Path into the Heart and to
the Edges of Neorealism

Fellini’s films of the 1950s are based on the founding experience of vagabondage or itinerancy.
Like their performances, his artists are peripatetic. Gelsomina and Zampano present the
nomadism of the circus in rural Italy. In their small-town setting, the vitelloni do nothing but
wander about aimlessly. The protagonist of Le notti di Cabiria is by definition a “streetwalker”
(or peripatetica, as they say in Rome), whose trade always takes her back to the road. In Il
bidone, the delinquent confidence tricksters are constantly on the move to trap their prey. The
archetype of journeying in search of oneself proceeds in step with one quite different: that of
man, uprooted and drifting.

These motifs are not just a characteristic of Fellini’s characters; they determine the filmmak-
er’s modus operandi and derive in part from Roberto Rossellini’s first neorealistic explorations.
Italian cinema in the postwar period is based on a constant pressure to rediscover Italy in its par-
ticular aspects and with its regional and cultural differences. The journey across Italy is often
evoked by Cesare Zavattini as the principal form of the cognitive tension of neorealism. In Paisd,
it becomes the pivot on which turns not only the story but the adventure of filming it. Fellini was
involved in the film as scriptwriter and assistant director, and writes memorable words about this
experience in which he recognizes its initiatory value: in his eyes, the journey of Paisd represents
the “discovery of Italy,” while Rosselini’s way of conceiving cinema appears to him as an almost
miraculous conjunction between life and fiction:

Together with this exciting, riveting discovery of my Country, I realized that cinema miraculously
allows you this great double game: to tell a story and, while you tell it, live another, adventurous, one
with extraordinary characters like those in the film that you are narrating. Sometimes even more
fascinating, which you will talk about in another film, in a spiral of invention and of life, of observa-
tion and creativity, spectator and actor at the same time, puppet-master and puppet, special corre-
spondent and event, like people of the circus who live in the same ring where they perform, in those
same caravans in which they travel (Fellini 2004, 57).

Beyond the meeting with Rossellini, the practice of exploration and investigation underlies
Fellini’s experience as screenwriter alongside Tullio Pinelli for the films of Alberto Lattuada and
Pietro Germi, for Luigi Comencini’s Persiane chiuse (Behind Closed Shutters 1951), and for unfilmed
projects, such as Happy Country. Screenwriting a neorealist film means above all journeying and
transforming the work of investigation into an inventive point of the story that is defined in
direct contact with the material that it represents. The script of Lattuada’s Senza pietd (Without
Pity 1948), for example, was preceded by a dangerous exploration of the film’s setting, where the
screenwriters went “dressed up as vagrants” (Pinelli 1956, 184).

The method of research in the field then takes root in the works written and directed by
Fellini. La strada stems from the sight of solitary couples of gypsies in the Italian provinces and is
scripted while he and his screenwriters traveled along “Lazio’s many roads, visiting small cir-
cuses, talking to traveling artists—and what unexpected encounters!—... ever more convincing
ourselves that the film was on the road and that it was there, right there, that we had to look for
it” (Flaiano 1954, 449). Il bidone is built on direct contact with the type of swindler portrayed in
the film, while Le notti di Cabiria reworks, among other things, the fascination of a meeting that
took place during the filming of Il bidone and, as Pasolini (1957/1981) tells us, is also based on
endless car trips in search of a famous Roman prostitute known as la Bomba.
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In this context, it is obligatory to cite Gilles Deleuze (1989, 11-36),"° who in L'immagine-tempo
(Cinema 2: The Time-Image) points to “restless wanderings” as one of the cornerstones on which
neorealist phenomenology is based: the movements of the characters seem to lose their purpose;
the traditional narrative schema based on a rational system of cause and effect, action and reac-
tion, is fractured or destroyed. The interweaving among situations and actions becomes increas-
ingly weak, while the story takes the form of dispersion and emptiness. For Deleuze, classical
action cinema is substituted by the cinema of “the oracle” based on “purely optical and acoustic
situations,” taken in by the “liberated senses”; set against the distinction between real and imagi-
nary, physical and mental, objective and subjective, is their “indiscernibility.”

Thus, the journeys and wanderings in Fellini pass without clear borders from the sentient
world into the realms of memory, the unconscious, and thought, acquiring the double con-
notation of a path within and outside oneself—something that, according to Fellini (1980, 46),
served in Rossellini’s neorealism, to “reveal what of the elusive, the arcane, and the magical
life has to offer.”

Even space and time acquire a new dimension that tends to remove them from the customary
dynamics of the story, and reshape them as concretions of past and present, of sentient matter
and fantasy. Fellinian narration often represents the same elements of an episodic and fragmen-
tary nature on which variety theater is based, or on which is imprinted the myth of the journey
articulated in phases.

Fellini’s immersion in the physical nature of the setting is at one with the rediscovery of the
landscape promoted by neorealism. In his films of the 1950s, as in those of Rossellini, space
acquires a potency that is both concrete and symbolic, documentary, and, at the same time, trans-
figuring. The Rome traveled through by the newlyweds in Lo sceicco bianco, for example, is a city
deformed by the dreaming or hallucinatory perceptions of the characters, while the nocturnal
Rimini of I vitelloni is conceived as a scenario of constriction and existential wandering. In its
streets and piazzas, the characters are prey to a kind of “stupid flanerie,” an “empty agitation”
that spurs them to move without performing actions that resolve anything, without planned
destinations, abandoning themselves to the incessant repetition of the same rites (Bazin 1962c,
144). In La strada, the landscape takes on the nature of a desert, full of ahistorical, primitive, and
mythical signs. It presents itself as a wasteland that reaches the summit of the sublime, helping
to define the isolation and disorientation of the characters.

In I1 bidone we also find the search for barren, poor, arid, and run-down locations, where the
“landscape painted by Corot” evoked at the beginning by the character nicknamed Picasso is fol-
lowed by abandoned countryside, heaps of stones (as in the tragic ending—Figure 7.3), and even
glimpses of outlying Roman slums suspended in time. Le notti di Cabiria opens the eye even more
intensely and extensively in the direction of the city’s extreme hinterland, toward a space that in
its tragic desolation recovers associations that are almost fable-like, constantly invaded by chil-
dren, animals, and odd presences. The caves visited by Cabiria and the “man with the sack” are
configured as underground civilizations in which the coordinates of space and time seem to
cancel each other out in a mythical realm.

In “Agenzia matrimoniale,” an episode of L’amore in cittd (Love in the City 1953), the first film-
investigation envisaged by Cesare Zavattini, Fellini works on the continuous slippage from the
level of the ordinary to that of the extraordinary. In this episode, the procedure of the Zavattinian
investigation is circumvented, ridiculed, and inverted with an explicitly metadiscursive approach.
It is no longer the filmmaker who is carrying out the investigation, but the character in the fic-
tion, a journalist, who uses paradox and deception to enter a reality (that of a naive and unsophis-
ticated young woman) that is so marginalized and extreme that it reveals signs of hallucinatory
distension.
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Figure 7.3 The rocky countryside terrain where Augusto finds his final resting place. Source: Il bidone
(The Swindle 1955). Directed by Federico Fellini. Produced by Titanus and Société Générale de
Cinématographie (S.G.C.). Frame grab captured by Stefania Parigi from the 2014 DVD version.

In the Fellinian representation of the walking and wandering about of his characters, there are
elements that recur from one film to another, delineating a geography that, beyond its purely
material aspect, suggests the presence of ritualized locations. Frequently highlighted by critics is
the railway station. Another is the city street or the piazza at night, in a silence where sounds are
amplified and in which humanity pours, carnivalesque and adrift. Here, the protagonist of Luci
del varietd meets some of its “unknown artists™: a black American who plays the trumpet and
laughs in the deserted streets, a Brazilian who sings and plays a guitar. The bridegroom in Lo
sceicco bianco, desperate, wanders about in a Roman piazza where he meets a prostitute called
Cabiria (played by Masina, anticipating her later role) and watches a fire eater perform. In La
strada, Gelsomina chooses a piazza at nighttime to act out her drunkenness and pain, reciting and
singing. The motif of wandering in the nocturnal city and its piazzas reaches its apogee in La
dolce vita, as Anita Ekberg glides through the streets and ends up (with Marcello) in the Trevi
Fountain. At the same time, the metaphysics of the sea and the beach emerge in La strada and are
destined to return in Fellini’s later work.

In the urban and natural landscape, life always takes on, literally and symbolically, the dimen-
sion of a performance, a performance that exalts the unusual and the marvelous in its continual
appearances. Moreover, the sentient dynamic of elements such as water and wind undergoes
caricatural spectacularization, without losing its material consistency and phenomenological
vibration. The landscape’s “crossing into the magical” occurs almost always through a “lighting
up” of the realistically given (Rondi 1965, 160).

Through the continuous incorporation of the extraordinary within the ordinary, the carica-
ture within physical reality, the oneiric within the documentary substantiality of landscape and
persons, Fellini faces the tragedy, mystery, and magic of being in the world—before the difficul-
ties of living in a particular society. For this reason, he was considered a sort of “swindler” of
neorealism in particular and of realism in general. Within the neorealist imaginary, he bears the
marks of a lacerated and pulsing subjectivity in relation to the outside world, moving in a way
that is similar—albeit stylistically different—to Rossellini and Michelangelo Antonioni. In the
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cinema of the 1950s, their paths bring to light the more nocturnal aspects, the unconscious and
repressed zones, in early neorealism.

Taking up Bazin’s words in his review of Le notti di Cabiria, we can say that Fellini undertakes
“a journey to the end of neorealism,” conducting a sort of visitation of its most secret recesses,
its least orthodox forms, its shadowy side. His films in the 1950s can be defined as “neorealism
masked.” While they work stylistically with some of the most important artistic elements of the
early postwar period, they also help unmask many stereotypes that are still attributed to neoreal-
ism by exploring what lies behind and within its characters, symbols, and canonic locations.

Notes

1 These words appear in a review in Les Lettres Frangaises (Sadoul 1955a) and are cited in Fellini 1955a.
Successively, Sadoul wrote an article in Cinema Nuovo (1955b, 387), in which he stressed the presence of
a “social critique (albeit incomplete)” and the creation of “types whose task it is to denounce some or
other defect of the modern world.” Although with some reservations “on specific elements of content
and, even more, of form,” he affirms that both La strada and Il bidone “do not deeply conflict with
Italian cinema in its most recent form (neorealism) that [in any case] cannot be resolved in a single
formula.” To define La strada, French critics used expressions such as “Franciscan neorealism” (Agel
1955) or “magic realism” (Altman 1955).

2 Ilneorealismo italiano (Rondi 1956), with a preface by Rossellini, and Cinema e realta (Rondi 1957), with
a preface by Fellini.

3 Vitelloni and bidonisti refer to the protagonists of Fellini’s I vitelloni and Il bidone.

4 Analyzing Fellini films of the 1950s, non-Italian scholars refer to neorealism as a phenomenon that is
“outdated” and “transcended,” and not just negated or “betrayed.” In his book The Cinema of Federico
Fellini, Peter Bondanella (1992) entitles Chapter 3 “Beyond Neorealism: Character and Narrative
Form in early Fellini from Luci del varieta to La dolce vita.” Millicent Marcus (1986, 163) speaks of
“transcending neorealism” in La strada: “Neorealism, for Fellini, has not been so much abandoned as
subsumed in a vision that takes in the stars but does not forget the pebbles that line the way in this
world.” For Frank Burke (1996, 20, 80-81), Fellini’s early films respond to a “relatively realistic
esthetic” in the sense that, beyond the Zavattinian principles or Bazinian considerations, they are still
bound to conventional forms of classical storytelling. While Luci del varietd and Lo sceicco bianco “are
traditional and linear in development,” I vitelloni presents a more complex narrative, “composed [...]
of multiple stories.” From La strada onward, we have the transition “from realistic story to narratives
conceived principally in symbolic terms”: “
psychosymbolic organization.” With Le notti di Cabiria, the director starts to concentrate on “issues
of representation and meaning,” rather than on the presentation of reality (often transformed by
fantasy).

5 Editors’ note: a mistranslation of “There’s room up ahead” or “up front.”

6 Editors’ note: qualunquismo, which derives from a short-lived movement in the immediate second
postwar, signifies a kind of apoliticism or apathy that encourages the perpetuation of the status
quo. Its English equivalent, “whateverism,” though not a term in use, captures its essence.

7  For along time, La strada was shown in parish film clubs and catechism classes as an exemplary film
embodying the evangelic spirit. Recently, Pope Francis, who is considered a cinephile, cited the dis-
course of the pebble in La strada in his Easter mass homily 16 April 2017. See Vanelli 2017, 185-186.

8  On the figure of the angel in Fellini’s cinema, see Rohdie 2002, 3-6.

9  Viktor Shklovsky was a literary and cultural critic who also wrote the screenplays of several iconic
early Soviet films.

10 Deleuze repeats his terms on various occasions through the pages cited, hence the page range instead
of multiple individual citations.

conventional realism dissolves more than ever, in favor of
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Fellini’s Graphic Heritage:

Drawings, Comics, Animation, and Beyond

Marco Bellano

“On behalf of Moebius, I tell you ‘Don’t do the book on Federico’s drawings!”” Such words of
warning appear in a speech balloon of a Fellini sketch of the French comic artist Moebius (pen
name of Jean Giraud) (Mollica 2000, 92). It was a gift to journalist Vincenzo Mollica, a fumetti
(comics) and animation connoisseur, and one of the people whose company Fellini enjoyed the
most in his late years, together with fumetti artist Milo Manara. Mollica intended to publish a
volume of Fellini’s drawings; however, even though Fellini agreed to do an interview for the pro-
posed book (93-95), he also relentlessly discouraged his friend, asserting the marginality of draw-
ing in his artistic activities and describing his graphic works as mere doodles. It is not by chance
that Fellini issued his warning “on behalf of Moebius,” a comic artist whom he compared to a
“father almighty” (78).

The book was not published; however, this story hints that drawings had more than a support-
ing role in Fellini’s artistic life, because the same sort of procrastination of a projected goal, sus-
tained by a mixture of modesty, superstition, and obstinacy, characterized Fellini’s relations to
many of his films, leading to some famous unachieved works, such as “Viaggio a Tulum” (“Journey
to Tulum”) and “Il viaggio di G. Mastorna” (“The Journey of G. Mastorna”). Both those aborted
projects took shape later as comics, storyboarded by Fellini and drawn by Manara. In the “Tulum”
comic (Fellini and Manara 2015, np), Fellini has the character Helen ask him (as a figure in the
story): “So is it true that the airplanes lying at the bottom of the pool are the films that never took
flight?” The director does not reply, but “Mastorna” was supposed to open with allusions to an
airplane incident, and the symbol of the endangered or wrecked airplane obsessively recurs
throughout the most conspicuous organized collection of drawings Fellini (2007/2008/2016) ever
produced, the illustrated record of his dreams known as Il libro dei sogni (The Book of Dreams).

Drawings had a crucial role at both the beginning and the end of Fellini’s career. The first
public evidence of his activity, before his professional involvement with the satirical magazines
420 and Marc’Aurelio, was a series of caricatures of young campers in the one-shot publication
La Diana in 1937 (Kezich 2010, 21; Cattaneo, Bajetta, and Stroud 2003, 20). A drawing is also
the last attested artistic creation by Fellini: Mollica reported that, on 16 October 1993, the day
before Fellini fell into an irreversible coma, Rinaldo Geleng, creator of many production paint-
ings and posters for Fellini’s films, brought to the hospitalized director a magazine containing
a picture of the showgirl Valeria Marini. Fellini drew with a felt-tip pen, on the woman'’s rear

A Companion to Federico Fellini, First Edition. Edited by Frank Burke,
Marguerite Waller, Marita Gubareva.
© 2020 John Wiley & Sons Ltd. Published 2020 by John Wiley & Sons Ltd.



60 Marco Bellano

end, a little figure resembling Pasqualino, an alter ego of the artist from about 1942 and a
model for many of his early comic characters (Kezich 2010, 40; Caruso and Casetti 1997,
22-23). A speech bubble announces: “I made up my mind, I'll live here!” (Kezich 2010, 383;
Cattaneo, Bajetta, and Stroud 2003, 41).

Even without Fellini’s opposition, a systematic account on the director’s drawings would have
been extremely difficult to accomplish. Fellini did not keep drawings for himself (De Santi
1982/2004, 352) except for the ones in Il libro dei sogni. Some pages of this volume shared the
same fate as the vast majority of Fellini’s other drawings: they were given to magazines (Fellini
2007/2008/2016, 10) or to friends and acquaintances. Fortunately, some of the recipients of
Fellini’s donations collected them, creating the possibility of exhibitions, catalogs, and archival
preservation. Exhibitions have been based on the private collection of Liliana Betti, Fellini’s script
supervisor and second unit director until 1980 (Betti 1970; Angelucci and Betti 1977; Montalto
2008), and on the drawings owned by film critic Renzo Renzi (Ricci 2004); by Daniela Barbiani,
Fellini’s niece and assistant; and by Mollica (Cattaneo, Bajetta, and Stroud 2003). Gérald Morin,
the second unit director for Roma (1972), Amarcord (1973), and Il Casanova di Federico Fellini
(Fellini’s Casanova 1976), has provided the bulk of the archive of mostly unpublished Fellini draw-
ings at the Fondation Fellini pour le Cinema in Sion, Switzerland. On the basis of accounts in
publications, collections, and exhibitions, an overview of Fellini’s drawing output could now at
least be attempted.

The complex relationship between Fellini’s graphic output and his filmmaking confirms the
relevance of drawing in the director’s career: he produced many storyboards and preproduction
sketches, but most important, he used drawing as a gateway to directing: “To me, drawingisa ...
first glimpse of a film, a sort of Ariadne’s thread, a graphic line that leads me to the film set....
The concept of my images is a pictorial one” (Mollica 2000, 94). Fellini’s “doodles” managed also
to become a major influence for illustrators, as well as comic and animation artists, who refer-
enced the director’s drawings in their works.

Fellini the Cartoonist, 1937-1947

Fellini had liked to draw since he was a child (Fellini 2015, 68-69). Guided by his mother, he did
not have any formal training, although he spent time with at least two painters, older and more
expert in fine arts than him. In 1937, Fellini joined with Demos Bonini in order to meet a request
from the Fulgor cinema in Rimini for caricatures of famous actors with which to attract and
amuse the audience. They set up a small shop in Via IV Novembre, named “Febo,” after the first
syllables of their surnames. Most of the caricatures, signed with one of young Fellini’s favorite
nicknames—“Fellas”—are now part of the private collections of Franca and Anna Maria Bassetti
in Rimini (Cattaneo, Bajetta, and Stroud 2003, 46-57). They reveal a work of self-instruction in
the rendering of volumes through sfumato, but also a developing taste for expressive and non-
realistic use of color, in dialogue with a strong contour line and a tendency to an abstract syn-
thesis of facial features, inspired by the works of the renowned cinema caricaturist Nino Za
(Giuseppe Zanini) (Maggiore 2011, 20). Za, in turn, drew caricatures of Fellini in 1942 and 1988
(Mollica 1992, 55-56).

A second training occasion came as soon as Fellini moved to Rome, in the early 1940s. In a
small restaurant in Via Urbana, he met a certain O.G. (Fellini mentions him only by initials),
nicknamed Caporetto after the unhealthy color of his beard, resembling the red, white, and
green of the Italian flag (Fellini 1980; 2015, 69-70). In 1944, Fellini and Caporetto started a
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caricature business: the “Funny Face Shop.” Their intent was to offer on-the-spot caricatures
to the American soldiers in Rome by using preprinted templates of characters and settings:
they just had to draw faces on headless bodies. Apparently, it was in the “Funny Face Shop”
that Roberto Rossellini approached Fellini to involve him in the production of Roma cittd
aperta (Rome Open City 1945). They had previously met at the script office of the ACI Film
company, where Fellini had been employed. Rossellini knew Fellini also from his drawings
and columns for the Marc’Aurelio magazine.

From his early days in Rome, Fellini associated with Rinaldo Geleng. They offered their skills
to shops and tourists. While Geleng produced realistic and refined portraits, Fellini indulged in
quirky transfigurations of his subjects into beasts (Kezich 2010, 31-32). As this might suggest,
Fellini immediately established an almost exclusive preference for caricature. According to
Edoardo G. Grossi, Fellini’s predilection for caricature is a derivation of his early experiences in
humorous drawings for the popular press, recalling “that kind of very rough and provincial cul-
ture, with an extremely banal and always superficial humor, that had its best expression in the
Marc’Aurelio biweekly magazine” (Grossi 1978, 21). Fellini’s early professional work with comical
and satirical drawings enriched his fervid production of magazine columns, while providing char-
acter studies for his first efforts in scriptwriting for radio and cinema. Grossi (21) notes how cari-
cature became a precious tool for Fellini’s filmmaking, allowing him “to develop ... an expressive
line mainly centered on visual and spectacular values, by which, in the film, he gets to free him-
self from the constraints of narrative construction and the rule of psychological character devel-
opment ....”

While remaining true to this preference for caricature, Fellini’s drawing style did not always
stay the same. Pier Marco De Santi (1982/2004, 21) argued that “The first feature that catches the
eye when looking at Fellini’s drawings ... is the uniformity of the style”; however, this can be said
only of the drawings he produced once he quit working for magazines and dedicated himself to
cinema. Before that moment, Fellini’s drawings display stylistic variation, according to their des-
tination. Caricatures, such as those for the Fulgor cinema, could be detailed and rich in their
exploration of colors and shapes (though distant from Fellini’s mature drawing style), as they
arguably needed to draw attention and invite people to buy them. The drawings destined for
small printed formats in black and white, instead, used fewer details and a naive and straightfor-
ward cartoon design, with puppet-like characters.

Such was the look of the works Fellini submitted in 1938 to La Domenica del Corriere, a famous
illustrated weekly magazine that hosted contributions from its readers in the “Cartoline dal pub-
blico” (“postcards from the audience”) column, and to the first magazine he worked for, 420,
published by Nerbini in Florence. He principally used the single-frame comic cartoon accompa-
nied by short lines of character dialogue. He kept this format when he joined the Roman maga-
zine Marc’Aurelio in 1939, and also in his contributions for publications such as Il Travaso,
Campanello, Marforio, and Cine teatro magazzino. In the second half of the 1940s, he also developed
single-panel comics with speech bubbles and rhymed verses further commenting on the action in
each frame, in the tradition of the funnies published in the magazine for children Il Corriere dei
Piccoli. In all, Fellini consistently used only two-character designs, male and female. Men were
identified by a squashed elliptical head, with a big potato-like nose and little or no hair; the eyes
were simple dots, sometimes sporting the “slice of pie” reflection, a typical eye design element in
American cartoon characters of the 1920s and 1930s, with small parenthesis-like signs on the
sides and a single line for eyebrows. Their bodies were mostly skinny (as Fellini himself was in
that period), with loose joints and limbs. Female characters had elliptical heads too, but with
more expressive eyes, drawn as large circles containing small mobile dots. Their noses were a
slightly larger dot and their bodies looked shapelier and anatomically more consistent than the
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male ones. Even though their breasts were sometimes emphasized, they were far more chaste
than the exuberant female anatomies of the mature Fellini (see the cartoons published in Caruso
and Casetti 1997, 5). Such was the design used also in Fellini’s own illustrated book of the 1940s,’
Il mio amico Pasqualino, which Kezich (2010, 41) compared to James Thurber’s The Secret Life of
Walter Mitty.

In this same period, Giulietta Masina entered Fellini’s life, and they married on 30 October
1943. She eventually became part of her husband’s work as a main character of his drawings and
films, but the earliest artistic transfigurations of Giulietta were mostly conveyed by written
stories or radio programs. In fact, Fellini and Masina met for the first time in the office of Cesare
Cavallotti, an EIAR® editor who, beginning in 1941, created successful short and light radio
scenes, often hiring Fellini as a scriptwriter. Masina served as voice actor for several of Fellini’s
radio scripts, such as “Rifugio di montagna” or “Invenzioni.” She also played the character of
Pallina in a 1946 Fellini radio series called Le avventure di Cico e Pallina. This fictitious couple was
created by Fellini in his magazine columns, and it was intended to be autobiographical. Cicco
was unmistakably Federico—the character debuted with a double “c” in the Marc’Aurelio
column “Primo amore”—and was only later nicknamed “Cico” with only one “c.” Pallina, how-
ever, was not initially Giulietta. Federico did not know her in 1939 when he introduced the
character in the successful column “Ma tu mi stai a sentire?” (“But are you listening to me?”).
Pallina was in fact sometimes named Bianca, the name of Fellini’s first love, Bianca Soriani.
Fellini perpetuated his love story in a sentimental saga of inexperienced newlyweds, with Pallina
becoming more and more an ideal figure that foreshadowed Giulietta’s personality and relation-
ship with Fellini (Kezich 2010, 40). When Giulietta arrived, it was natural to let her take the role
of Pallina.

Giulietta was a constant presence in Fellini’s drawings after 1947.> Her image remained consist-
ent with the puppet figures Fellini used for the Marc’Aurelio cartoons, in stark contrast to the
grotesque and hypersexual traits he gave to other drawn women. This very rarely happened to
other female figures Fellini drew after his youth: a few examples are the caricatures of his friend
and second unit director Liliana Betti (Montalto 2008) and of Antonella Ponziani in Intervista
(1987) (Cattaneo, Bajetta, and Stroud 2003, 112). Giulietta was based on the female design with
big eyes, elliptical head, and a nose reduced to a single dot. Her anatomy was reduced to a stick
figure with almost no female attributes, except in rare cases.

The comics published in Il Corriere dei Piccoli played an important role in Fellini’s development
of this sort of imagery. Fellini used to be an avid reader of the Corrierino, as it was often called,
one of the most important magazines for children in Italy, which brought to its audience many
landmarks of American comic art, while also fostering the development of a local group of car-
toonists and illustrators. Fellini built his comic culture by reading the Corrierino series Happy
Hooligan by Frederick Burr Opper; Maggie and Jiggs, also known as Bringing Up Father, by George
McManus; Felix the Cat by Otto Messmer and Pat Sullivan; and The Katzenjammer Kids by Rudolph
Dirks and Harold Knerr (Cattaneo, Bajetta, and Stroud 2003, 37). He was also known to like
Winsor McCay’s Little Nemo in Slumberland and Lee Falk’s Mandrake. From comics, Fellini learned
to admire “a type of outlook where everything took place in a fairytale manner, and yet was
perhaps more real than any other view of things” (Fellini quoted in Cattaneo, Bajetta, and Stroud
2003, 37). He no doubt assimilated the strategies of graphic and communicative synthesis in
those comics. A late drawing related to his unachieved film project “Block-notes di un regista—
L'attore” ("A director’s notebook—the actor”) shows a character nervously standing on the cor-
nice of a building. On his face, Fellini pasted a cutout head of Jiggs from Bringing Up Father
(Cattaneo, Bajetta, and Stroud 2003, 60). In 1972, Fellini, Franco Pinna, and Tazio Secchiaroli
created a fotoromanzo (a comic assembled with photos of actors playing roles) for Vogue magazine,
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featuring Marcello Mastroianni as Mandrake (Stourdzé 2011, 30). He reprised that comic charac-
ter in Intervista. Another reference to American comic strips is found in the name of the main
character, Fortunella, played by Giulietta Masina, in a 1958 film of the same name directed by
Eduardo De Filippo, inspired by Fellini’s ideas, and created by many of Fellini’s regular collabora-
tors. Fortunella was the Italian name of Happy Hooligan.

Among the Italian comic authors published by Il Corriere dei Piccoli, Giovanni Manca, Sergio
Tofano, and Antonio Rubino especially caught Fellini’s attention. Rubino’s influence is distinctly
perceptible in some of Fellini’s work as a cartoonist. Fellini’s elliptical heads and round eyes were
likely borrowed from Rubino’s characters, such as Pierino, a child always trying unsuccessfully to
get rid of a disturbing puppet (see Pallottino 1978, 25). The dot-like eyes with slice-of-pie reflec-
tions in Fellini’s male characters are well represented in many of Rubino’s drawings (see Riva
1980, 127-128). Fellini denied a preference for Rubino over other Italian illustrators; he reported
that Rubino’s comics appeared to him “unsettling,” with “puppet-like stiffness” and with charac-
ters who seemed “spring-loaded, as if they had a robotic, automatic life” (Fellini quoted in
Pallottino 1978, 12). However, Pallottino (1998) argued that Gelsomina and Zampano from La
strada (1954) could have been inspired by the main characters of Rubino’s Girellino e lo zingaro
Zarappa (Girellino and Zarappa the gypsy). Some shots from Fellini’s film even seem borrowed
from its panels. Rubino’s Art Nouveau-like elaborations, full of bizarre characters and surrealistic
settings, and a pungent dark humor imbued with a pervasive grotesque, baroque, and macabre
flair, could not fail to impress the young Fellini. Rubino, an illustrator, poet, composer, and later
a film animator—one of the driving forces of the Corrierino since its establishment in 1908—
brought to Italian comics a unique style, in open contrast with the local and American traditions.
According to Bernardino Zapponi, one of Fellini’s favorite scriptwriters, Rubino silently fought
tyranny and intolerance during the Fascist period by keeping his inspiration true to absurd worlds
where imagination and hope still had a place: “This is where Rubino’s magic stays, the gift that
he shares with all the great creators: his ability to cover his eyes to see nothing but dreams; his
stubborn rejection of the everyday banality” (Zapponi quoted in Pallottino 1978, 10). This trait
was strikingly similar to Fellini’s “invincible lack of interest” (Kezich 2010, 37) in politics, although
many of his films addressed political issues in an indirect and imaginative way and created strong
political and social reactions, as happened with La dolce vita (1960).

During his career as a cartoonist, Fellini supposedly acted as scriptwriter for an Italian surrogate
of the science-fiction comic Flash Gordon, produced for the L’Avventuroso magazine by the Nerbini
publishing company that also published 420. Fellini reported that the comic was illustrated by
Giove Toppi in 1938, when the Fascist regime forbade the circulation of American comic strips
(Cattaneo, Bajetta, and Stroud 2003, 24). Because of this prohibition, some American comic serials
were replaced by Italian retellings, with retouched designs and altered settings (see Gadducdi,
Gori, and Lama 2011). However, the comic by Fellini and Toppi has never been found (Gadducci,
Gori, and Lama 2011, 222-223). The writer and journalist Oreste Del Buono said to film critic
Giovanni Grazzini, who also remembered a “homemade” retelling of Flash Gordon, that this was
an unreliable “fabrication” (Cattaneo, Bajetta, and Stroud 2003, 24). Fellini recalled that the title of
one of his stories was “Rebo, re dei Mercuriani” (“Rebo, King of the Mercurians”). Rebo was the
main villain of a science-fiction Italian comic series, Saturno contro la Terra (“Saturn versus the
earth”), written by the neorealist scriptwriter Cesare Zavattini with the comic artist Federico
Pedrocchi, and drawn by Giovanni Scolari. The series, in seven episodes, was published from 1936
to 1946 by Mondadori and intended to counteract the “invasion” of American comics that entered
Italy largely thanks to Nerbini. It could be that Fellini confused his memories of Zavattini’s serial
with his own early commitments at Nerbini, where he met with Toppi and other illustrators he
admired. Rebo was a king in the comic, but of the Saturnians and not of the Mercurians.
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Fellini’s drawing style was thus defined by a mixture of the refined comics for children pub-
lished in the Corriere dei Piccoli and the sulfurous caricatural humor required by Marc’Aurelio and
other satirical magazines. He balanced and alternated those two influences in his later stylistic
evolution, during his career as a film director.

The Age of Dreams, 1948-1993

“Why do I draw the characters of my films?” Fellini asks (2015, 66). The answers he provided
were always vague, and seemed to derive from feelings of attraction, seduction, self-exploration,
and even psychological persecution. In any case, when Fellini became a director, the sketches of
his characters took center stage in his personal preproduction strategies. In general, his produc-
tion of drawings flourished. Without caring anymore for an anonymous audience, he started to
draw only for himself and his closest peers, on any “canvas” at his disposal, including napkins at
restaurants.* With no concern for academic technique, he mostly used simple drawing tools, such
as ballpoint pens, colored pencils, and, above all, colored felt-tip pens or markers. This choice
deprived Fellini’s art of the subtleties of the sfumato he tried to approach in his early caricatures
(Cattaneo, Bajetta, and Stroud 2003, 29), in favor of bright, unmixable colored areas with sharp
and expressionist contrasts, sometimes mitigated by hatching and a kind of shading done by
thickening contour lines with color. In some instances, he attempted a pointillist use of markers
(as seen in Ricci 2004, 20). The art was barely prepared with preliminary pencil sketches or con-
struction lines: the drawing hastily proceeded to its final form, as a kind of direct emanation of
Fellini’s thoughts.

Fellini’s filmmaking routine included drawings as a means to identify and control the charac-
ters (Grossi 1978, 13). The idea of control is central to this graphic production, maybe more rel-
evant than the visible features of each drawing, as is reflected in a picture Fellini drew during the
production of Ginger e Fred (1985) (see Fig. 18.1): he represents his actors as puppets whose strings
he pulls with his right hand (cover, Cattaneo, Bajetta, and Stroud 2003). Even if, especially in his
late period, Fellini felt less than empowered to let his work take unpredictable turns during the
production, he retained a controlling attitude over his actors. Casting, for Fellini, was an occasion
not just to find an apt onscreen presence, but also to embark on a quest to incarnate an image
seen with the inner eye. Fellini’s conflict with Masina over Gelsomina’s appearance in La strada
was just one instance of Fellini’s controlling instinct in his approach to his actors and characters.
More radically, he prolonged his drawing well past preproduction, imposing his sketched images
on his actors. That is to say, Fellini “drew on” his actors in two senses of the term, and in the case
of Il Casanova di Federico Fellini, he forced Donald Sutherland to resemble the sketch of his pro-
tagonist as much as possible (Magrelli 2015, 53, 55). Fellini enjoyed playing with graphic elements
on the faces of the actors. The eyebrows are a key feature of cartoon characters, necessary to
convey expressions and emotions in simplified face designs. Fellini often altered the eyebrows of
his actors, sometimes drawing upon the circus makeup traditions that he explicitly addressed in I
clowns (1970), presenting several artists with hand-drawn eyebrows graphically exaggerated or
asymmetric. The eyebrows of Masina in Le notti di Cabiria (Nights of Cabiria 1957) were consist-
ently replaced by makeup. An annotation about Sutherland’s makeup reads: “Shave the eyebrows
and draw them each time [emphasis Fellini] according to the required expression” (Fellini in
Magrelli 2015, 55) (Figure 8.1). Fellini even used this habit as a source for film gags: in 8% (1963),
Guido, the alter ego of Fellini, during a playful erotic encounter, draws eyebrows on the face of
his lover Carla, to make her, in the character’s own words, more like a slut. In “Le tentazioni del
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Figure 8.1 A sketch of Donald Sutherland as Casanova, with annotated instructions to shave the eyebrows
and redraw them as necessary. Federico Fellini. Diogenes Verlag AG Collection. © Estate of Federico Fellini/
SOCAN (2019).

dottor Antonio” (“The Temptations of Dr. Antonio”), an episode of Boccaccio 70 1962), Fellini
appears to raise the practice of “face drawing” to a new level. When an enraged Peppino De
Filippo throws ink bottles at the billboard with Anita Ekberg, one brief shot shows a strange stain
on his forehead. He gets ink on his face elsewhere, including his nose, but the sign on his forehead
looks like a little halo of rays departing from a central dot. It seems like one of those dynamic
lines that, in comics, signify rage or distress.

Even when other artists participated in the production of Fellini’s films, they had to comply
with the director’s guidelines. That was the case of Rinaldo and Giuliano Geleng, who received
detailed instructions about the final appearance of their posters or paintings (Fellini 1973). Fellini
also exerted a great deal of control in working with art directors and costume designers, such as
Danilo Donati and Dante Ferretti.

Notwithstanding Fellini’s assiduous production of character and location sketches, his films
are seldom referenced in his largest organized collection of drawings, Il libro dei sogni. First pub-
lished in a luxury hardcover 1:1 edition by Rizzoli in 2007 and since reprinted in smaller versions,
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both in English (2008) and in Italian paperback (2016), Il libro dei sogni is a facsimile collection of
almost 400 handwritten and hand-drawn pages, originally distributed in two large ledgers, repur-
posed by the director himself. The first one, of about 245 pages, covers the period from November
1960 to August 1968; the second one goes from February 1973 to 1982. They are collected along
with several single pages and a few notes from 1990, though as noted above, some pages are miss-
ing and the whereabouts unknown—given away to friends or magazines. Two are part of the
Fellini archive in Sion and have been published in Marti 2015, 22, 24-25.

Il libro dei sogni is an illustrated diary of Fellini’s oneiric activity, after a suggestion from the
foremost Jungian therapist in Italy, Ernst Bernhard, whom the director saw from 1960 until the
psychologist’s death on 25 June 1965. Fellini avoided interpretation of his own dreams, although
he invented a professor who provided mock interpretations of dreams he published in Il Grifo in
1991. He did however venture his own opinions on those that seemed to carry especially strong
emotion, as in the often-quoted dream of 12 November 1961 (Fellini 2007/2008/2016, 461-462)
about an inquisitive Eastern stranger at an airport (see Figure 27.1 and discussion of that image
in the essay by Greene in this volume). In the director’s opinion, this figure was a symbol for a
haunting and elusive film idea (Fellini 1980/2015, 66—68). Though Fellini did not believe in intel-
lectual or ideological certainties (perhaps the reason for his reluctance to interpret) and preferred
“amagical form of knowledge, a religious participation in the mystery of the universe” (Cattaneo,
Bajetta, and Stroud 2003, 27), he respected Bernhard greatly as mentor and guide. When he drew
him, it was always in a composed and noncaricatural way (Fellini 2007/2008/2016, 171), reflect-
ing his personal relationship to the psychoanalyst. More generally, he maintained a playfully skep-
tical attitude toward psychology. He did not shy away from caricaturing the face of Jacques Lacan
with a naked woman sitting on his head, the thick eyebrows of the psychologist coinciding with
the woman’s pubic hair. The speech bubble says: “Do not disturb me, I have to think!” (Marti
2013, 24). The woman’s profile recalls that of drawings of Anna Giovannini by Fellini. Giovannini
revealed in 1995 that she had been the director’s secret lover since 1957, nicknamed “La Paciocca”
(“the chubby one”). She remained unknown even to Fellini’s closest friends but appeared often in
Il libro dei sogni (Figure 8.2).

Fellini remained dedicated to his dream practice for decades. Moreover, the pages of Il libro dei
sogni never look like a hasty record of memories by someone who has just woken up; Fellini
clearly devoted great effort to writing down his dreams and illustrating them. The quality of the
drawings increases with the years, peaking between the 1970s and 1980s. In fact, in the first
ledger, Fellini mostly used felt-tip pens to outline the figures, which, accordingly, looked bold, but
also chunky and scarcely detailed. The thinner lines of ballpoint pens were employed to create
hints of shading and to trace preparatory drawings. The colored areas were mostly filled by soft
hues provided by crayons. In the second ledger, instead, ballpoint pens became the preferred tool
for contours, with a boost in clarity and design intricacy. Colored felt-tip pens largely substituted
for crayons, so the color palette became aggressively vivid.

The drawings are unevenly distributed through the pages, which are sometimes filled with
handwritten text only. The images are sometimes small and feel like illustrations to the written
content; in other instances, the drawing takes almost a full page and the text is reduced to a mere
caption, or to a couple of lines in a speech bubble. Nonetheless, there are no pages without text.

Psychoanalytical analysis of Il libro dei sogni, along Jungian lines, has been attempted (Gaillard
and Ravasi Bellocchio 2009; Cavaglion 2011), but such analysis is not within the scope of this
chapter. It is also important to note that Il libro dei sogni includes not only accounts of dreams,
but elements from the I Ching, a divination practice Fellini learnt from Bernhard. Fellini prob-
ably considered dreams to be esoteric and prophetic—not solely reflective of the subcon-
scious—hence interesting more for their enigmatic character than their psychoanalytic
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Figure 8.2  First dream on page: a drawing of Anna Giovannini, “La Paciocca” from Il libro dei sogni (Fellini
2007/2008, 305). Federico Fellini. Cineteca Comunale di Rimini, Archivio Federico Fellini. @Comune di
Rimini and Francesca Fabbri Fellini. Digital rights, © Guaraldi Srl. The original manuscript is preserved at

the Museo della Citta del Comune di Rimini.
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interpretability. Nonetheless, the dreams are haunted by Fellini’s inner worries and obsessions;
there is a scarcity of positive visions, though occasional relief is provided by real-life people
seen in embarrassing or grotesque predicaments. As in Fellini’s art as a whole, characters dom-
inate the show: Il libro dei sogni presents the vast anthology of people and creatures that popu-
late the director’s imagination.

Women have overwhelming and at times even aggressive centrality. The so-called “Fellinian
woman” is explored in detail by means of caricatural exaggeration and exhibition, and often
through nude features of people present in the director’s life, such as Anna Giovannini; Norma
Giacchero (“Normicchia”), a script supervisor; and actresses, such as Sandra Milo (“Sandrocchia”),
Anita Ekberg ("Anitona”), and Sophia Loren. In some cases, caricature transcends itself and gives
birth to plainly impossible bodies, as wide as a street (Fellini 2007/2008/2016, 130) or as high as
the sky (293). These are manifestations of the giantess, a recurring visual figure in Fellini’s art. It
seems no coincidence that, while Il libro dei sogni contains few explicit references to Fellini’s films,
two are from “Le tentazioni del dottor Antonio” (457), featuring Anita Ekberg as a giantess.
Sylvester Wojtkowski (2017, 18-20) has argued that such obsessive recurrence of enormous
women had its inception in a recurring dream Fellini had for the first time when he was 14: he
started to drown, and then was saved by a naked sea giantess, who carried him to the surface
squeezed between her enormous breasts. Sometimes, in the dream, Fellini (who did not know
how to swim) went to the beach with his mother, who warned him against the sea woman.
However, Fellini was able to drive away his mother and call the giantess by clapping his hands.
Such imagery, apart from its sexual and psychoanalytical implications, is connected with a rich
iconographic heritage. It resonates with suggestions of the Upper Paleolithic Venus figurines,
symbols of fertility and with ritual exaltation of female sexual attributes. It is also evocative of the
Sphynx (Fellini draws her in Il libro dei sogni, 354), of the myth of Aphrodite Anadyomene emerg-
ing from the sea, and more generally of the archetype of the Great Mother that recurred in many
Mediterranean cultures, from Egypt to ancient Rome and acquired relevance in psychological
studies based on Jung’s theories (see Neumann 1991). These archetypes would have been known
to Fellini not just because of his Jungian interests, but because they were part of the education of
twentieth-century Italian children in the visual heritage of past civilizations.

While the Fellinian woman in Il libro dei sogni reveals its mythical and even monstrous nature,
she also originates in real women. It is rare to find a diary entry in which the giantess is not a
transfiguration of an actual lover, actress, collaborator, or public figure. At first glance, it seems
that Fellini selected from everyday experience (consciously or not) the female types that would be
most satisfying to play with in his caricatural exaggerations. However, given Fellini’s attitude
toward reality and his relentless search for real-life manifestations of his inner fantasies, it could
be argued that such women are featured in Il libro dei sogni not because they seemed fit for carica-
ture, but more likely because they resembled the giantess of his imagination. So, the drawings of
Fellinian women started off as archetypical fantasy; they were then discovered in the attributes of
actual women; and finally, ontologically confirmed, they became reincarnated in the visible fan-
tasies of caricatural drawing. It could be said that the final drawings are the “real” Fellinian
women, while the real-world women are just a stage in their elaboration. If this assumption is
plausible, then, in Jungian terms, the status of those real women would be that of symbols: “The
best possible figure by which allusion may be made to something relatively unknown” (Jung
quoted in Campbell 2002, 99). The Fellini woman is thus, in the end, both “realized” and, at the
same time, unattainable. Perhaps it is this unattainability that addicts Fellini, making him attempt
endlessly in incarnate her only to recognize on some level that the lady keeps on vanishing.

When traces of the Fellinian woman appeared in Giulietta Masina’s caricatures as part of
Fellini’s recording of a dream, the director usually felt the urge to comment on (or in effect
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qualify) this anomaly in the text “[she] is more rounded, more teasing, more feminine [than the
actual Giulietta]” (160) (see also his distressed comments related to the appearance of a “porno-
graphic” Gelsomina, 347). He seems uncomfortable with the “corruption” of Giulietta as both
figure and symbol. Otherwise, the appearance of Masina retains the “infantile” style of Fellini’s
early cartoons.

Il libro dei sogni invites an additional speculation around the figure of Masina: a Disney influ-
ence. Fellini expressed great respect for Walt Disney and his achievements. When he went to the
United States to receive the Academy Award for La strada in 1957, Disney accompanied him and
Masina on a guided tour of Disneyland, filled with especially staged adventures with fake croco-
diles, cowboys, and Indians (Mollica 2000, 126). Fellini honored this memory with a drawing in
which Disney, in a band leader costume, marches ahead of Masina-Gelsomina and Fellini himself
(see cover of Mollica 2000) (Figure 8.3). Fellini also greeted with enthusiasm and gratitude the
creation of Italian Disney comics inspired by his works (Mollica 2000, 90). The connection
between Disney and Giulietta’s appearance is revealed in a dream recorded on 12 August 1961
(66-67). While visiting Giulietta’s aunt Giulia, Fellini hears some friends commenting on a recent
purchase: a baby owl. Fellini finds the animal behind a glass window, and he is captivated by the
animal, that “rolls his big round eyes, making funny and pathetic faces, like a Walt Disney char-
acter!” He adds, “The little bird resembles Giulietta a bit, doesn’t it?”

In one of the pages removed from the ledgers (but part of the facsimile Il libro dei sogni,
437),” Fellini drew Masina as a fairy dressed in blue, whose magic wand ends with a star that
radiates a circular halo of light, just like the wand of the Blue Fairy in Disney’s Pinocchio
(Hamilton Luske et al., 1940). The text reads: “Bernhard says to me ‘Draw your wife’ and I do
the usual fairy.” Fellini’s stylization of Giulietta somewhat along Disney lines would have

Figure 8.3 Fellini’s sketch of Disney, “Gelsomina,” and himself. Federico Fellini. The Vincenzo Mollica
Collection. © Estate of Federico Fellini/ SOCAN (2019).
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contributed to the “childish appeal” Giulietta often exudes in Fellini’s designs and in her char-
acterizations as Gelsomina and Cabiria.

One of the recurring components of 1l libro dei sogni is self-portrait. Fellini’s self-portraits do
not adhere to a consistent design. In the first ledger, as Fellini explicitly announces (20), the char-
acter is anachronistically presented as thin and with a head full of hair, as if in his 30s. It is an ideal
Fellini, which is preferably seen from behind, hiding his face from the reader. In the rare instances
in which his face appears (107, 170, 203), it is sketchy, with few recognizable features except one:
the eyebrows. Considering how important that facial feature was to Fellini when directing his
actors, it makes sense that he decided to center his own character design on that simple yet effec-
tive element. In the second ledger, Fellini abandons his youthful persona and embraces a more
realistic self-caricature, quite pitiless about the crudest details of aging. However, the design
remains protean, as it is in the many self-portraits Fellini drew for his friends, where he continu-
ously experiments with his appearance, even to the point of turning himself into a muscular and
ominous naked woman (Marti 2015, 23). In a virtually unrecognizable self-caricature and one of
the most abstract drawings Fellini produced, made with thick felt-tip pens of dramatically
contrasting colors (Cattaneo, Bajetta, and Stroud 2003, 71), the eyebrows, though turned into
decorative patterns, retain their unmistakable frown. Hence, we know it is Fellini (Figure 8.4).
Such drawings, some of which are also in Sion, apparently derived from the automatic habit of
scribbling geometric shapes while at the phone.

Fellini is the most relevant male protagonist of Il libro dei sogni, but the parade of male carica-
tures that accompanies him in his colorful oneiric visions is by no means negligible. The huge
variety of deformations and exaggerated traits eludes any attempt at precise classification: each
character, be it Marcello Mastroianni, Pope Paul VI, Aldo Fabrizi, or Luchino Visconti, is inter-
preted in many slightly different ways, according to the meaning and feelings of the dream.

Figure 8.4 Even in the most imaginative self-caricatures, such as this one, Fellini keeps his frowning
eyebrows. Federico Fellini. Galerie Daniel Keel Collection. © Estate of Federico Fellini/SOCAN (2019).
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The male characters never get as imposing and menacing as the women; also, their sexual traits
are not regularly exhibited, though sometimes Fellini liked to indulge in goliardic enlargements
of the male member. However, that was something he mostly did in drawings intended for
friends*—and by pasting drawn male members on photographs, as in several pictures preserved
in Sion. The repeated representation of Fellini as a caricature or narrating voice insures a strong
male presence throughout, and the male gaze (inevitably) dominates the dream records. The
uncanny theme of the double appears in different drawings and narratives. Apart from self-cari-
catures, Fellini recognizes himself within other characters, such as Giulietta (288) or unnamed
male figures (290 and 376). Also, the idea of the double is hinted at by the return of paired objects
of shapes: one of the first images of Il libro dei sogni shows two locomotives side by side (21; see
also the two trams at 117). Pairings of circular patterns often recur in the book, but also in the
drawings done while on the phone, present in the unpublished collections in Sion. They could be
interpreted as references to his favorite sexual imagery—female breasts—but also as an abstrac-
tion of the profile of a film camera, with its two reels. Perhaps one could infer testicles, but cer-
tainly the organs that signify Fellini’s gaze and profession: the eyes. Apropos of the last, in a few
cases, Il libro dei sogni presents broken glasses (397), ophthalmic illnesses (115), and excisions of
Fellini’s eyes (149 and 449). These could betray fear and/or guilt about the sense of sight and its
role in relating him to external and internal realities and the movies he made from both.

Fellini During and After Fellini

Fellini’s drawings from his second stylistic phase, after his years as a magazine cartoonist, were
revealed to the public in the 1970s. At the beginning of that decade, a collected edition of the
graphic production for Fellini - Satyricon (1969) was published by Milano Libri (Betti 1970). Two
similar volumes were later dedicated to Amarcord (Del Buono and Betti 1974) and Il Casanova di
Federico Fellini (Angelucci and Betti 1977). In 1973, Fellini illustrated a novel by Alberto Perrini,
Analasunga (1973). It was however in the 1980s that Fellini’s graphic production received strong
public recognition, thanks to several exhibitions and their related catalogs (such as Cabutti 1988).
This trend continued in the early 1990s and became decidedly stronger after Fellini’s death. At
that point, many artists had already started to use Fellini’s drawings as inspiration for homages or
new works.

Milo Manara’s friendship and creative partnership with Fellini started because of an homage:
the 1983 4-page comic Senza titolo (“without title,” Meo, Mattioli, and Bisi 2006, 88-91). Mollica
invited Manara, a comic artist whose international reputation is based especially on his erotic
production, to draw a short story in celebration of Fellini’s birthday for an exhibition in Rome.
Manara did some research about Fellini’s drawings and dreams, reading Pier Marco De Santi’s I
disegni di Fellini (1982/2004) and Fellini’s Fare un film (1980/2015). He did not try to imitate
Fellini’s style, except for a caricature of Nino Rota that appears, in the story, on the composer’s
grave (Meo, Mattioli, and Bisi 2006, 90). The rest of the comic is faithful to Manara’s detailed and
realistic manner, a synthesis between the ligne claire of Hergé (Georges Prosper Remi) and
Moebius’s intricacies. The plot consists of a narrative loop, starting and ending with Mastroianni
(as a double of Fellini) shouting to the sea giantess, just before being dragged by Vernacchio from
Fellini - Satyricon through an evocation of several film scenes, culminating in the visualization of
Fellini’s recurring dream about the man at the airport. The presence of the loop is signaled by the
final tag “senza fine” (“never ending”); Fellini appreciated this detail that, by chance, was per-
fectly consistent with his own habit of not using the word fine to conclude a film. So, he invited
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Manara to Cinecitta during the shooting of Ginger e Fred (Malara 2015, np). Fellini’s respect for
Manara’s art led him to ask Manara to create the posters for Intervista and La voce della luna (The
Voice of the Moon 1990), continuing a tradition of finely designed affiches, including that for
Amarcord by Giuliano Geleng (son of Rinaldo). Even more important, with Fellini’s collabora-
tion, Manara adapted the unrealized “Viaggio a Tulum” and “Il viaggio di G. Mastorna” as comics or,
as we might call them now, graphic novels (though the latter ended up only as an initial chapter).
The first was based on a journey to Mexico Fellini made in 1985, inspired by the Peruvian anthro-
pologist and mystic Carlos Castaneda. Mysterious events, including the disappearance of
Castaneda and a hallucinatory ritual, derail the original travel plan, as the group reaches the pyra-
mid of Chichén Itza and the dead city of Tulun.’” Fellini abandoned the idea of making a film out
of his cryptic adventure after writing a short treatment of it with Tullio Pinelli, for the newspaper
Corriere della Sera (Fellini and Pinelli 1986). Manara decided to ask Fellini for permission to turn
the treatment into a comic, after a suggestion by Mollica. Fellini agreed, but after seeing the first
panels, he decided to alter the story by sketching a storyboard and discarding some of the work
Manara had already done (Tripodi and Dalla Gassa 2010, 189). The final product, which debuted
in the magazine Corto Maltese year 7 no. 7, July 1989 (Fellini and Manara 1989/1990/2015), is dif-
ferent from the Corriere della Sera treatment, but is meticulously tailored to Fellini’s intentions,
except for the introductory sequence. In the comic, Mastroianni/Snaporaz takes the role of
Fellini, and Mollica joins the company. Castaneda is not mentioned, apparently because of some
anonymous phone calls that warned Fellini against doing so (Kezich 2010, 351).

The fact that Fellini consented to the comic adaptation of “Il viaggio di G. Mastorna” confirms
his appreciation for Manara. “Mastorna” was the most obsessing film project Fellini ever con-
ceived. It was loosely inspired by a short novel by Dino Buzzati, Lo strano viaggio di Domenico Molo
(“Domenico Molo’s strange journey,” 1938; reprinted in 1942 and 1984 with the title Il sacrilegio,
“The sacrilege™), and elaborated together with Buzzati in 1965.° The film was to be produced by
Dino De Laurentiis, in his production facility known as Dinocitta, and it was to present the sur-
real journey in the afterworld of cello player G. Mastorna, who dies, without initially realizing it,
in a plane crash. Because of several dreams and events Fellini interpreted as bad omens, he ulti-
mately abandoned the project, even though a large set had already been built in Dinocitta. The
film was to remain a fixation. Fellini commented that “Mastorna, like a sunken shipwreck, went
on to nourish all my ensuing films” (Kezich 2010, 272).

In July 1992, the magazine Il Grifo published the first chapter of Mastorna’s comic version by
Manara and Fellini, titled Il viaggio di G. Mastorna detto Fernet (“The journey of G. Mastorna aka
Fernet”—Fellini and Manara 1992/2001/2013). In Fellini’s new conception of Mastorna, the char-
acter has the face of the comedian Paolo Villaggio, the main actor of La voce della luna. It is hinted
that he is not just a musician, but also a clown; he has now also a stage name (Fernet). This is consist-
ent with Fellini’s view of Villaggio as an “ideal mask, the ultimate transformation of the clown”
(Fellini in Kezich 2010: 376). The story, though, did not go beyond the first chapter. The word “end”
was printed at the conclusion of the episode, and Ermanno Cavazzoni, author of Il poema dei luna-
tici (“the lunatics’ poem,” the source of La voce della luna), told Fellini he appreciated the open end-
ing of the story. Influenced by this opinion, Fellini decided to conclude the fumetto there.

Again, Fellini created a storyboard for Manara. The comparison between Fellini’s sketches and
Manara’s interpretation shows that only the layout of the scenes within the single panels was
used as a reference. The rest, from the design of the characters to the overall graphic style, is an
attempt by Manara to recreate the visual feeling of Fellini’s films, not his drawings. There is,
however, a difference between Tulum and Mastorna: the former relies on the hyperdetailed clarity
of a black-and-white design, while the latter employs watercolors to create a suffused, dreamlike
atmosphere of monochromatic nuances.
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The most important design change Manara introduced concerned the female characters.
While Fellini’s storyboards sometimes posited massive and comedically grotesque women,
Manara used his typical slender female type, with long legs and a youthful fit appearance. Such
women are not caricatural, but sexualized ideals: they are creature di sogno, “dream creatures,” as
the title of a Manara—Fellini exhibition in Geneva said (Miriantini and Margueron 2003). Their
model of femininity is akin to the new beauty standards that private broadcasting companies
imposed on the Italian audience in the 1980s, through the massive presence of showgirls.
Paradoxically, private TV and its indiscriminate use of commercials had been the target of
Fellini’s contempt in films such as Ginger e Fred as well as in active protest against commercial
breaks during the airing of films (Fellini created a slogan for that, “Non si interrompe
un’emozione”—"“you don’t interrupt an emotion”). Manara actually acknowledged this in a short
comic called Réclame (1986), about a TV airing of Il Casanova di Federico Fellini interrupted by
commercials featuring a Manaran girl (Manara 2015b, np).

In both comics, Manara effectively removed the “Fellinian woman,” making them feel more
like sumptuous and respectful homages by Manara than new works by Fellini. In fact, artists and
illustrators almost always preferred to do homages in their style, rather than imitate the director’s
graphic imprint. No doubt the specificity of Fellini’s drawing did not blend well with others,
tending to make imitations look like diminutions of the originals. The usual graphic homage to
Fellini is thus a free drawing with a dedication, or, a rendering of a Fellinian character or situation
in the style of the artist offering the homage. Examples of both kinds can be found in Fellini sog-
nato (Mollica 2002), an anthology of homages by Italian and international artists from 1980 to
2002, including works by Charles M. Schulz, Bob Kane, Moebius, Manara, Ettore Scola, Bruno
Bozzetto, Emanuele Luzzati, Jacovitti, Vittorio Giardino, Guido Crepax, and many others. In the
same book, a three-page comic by Giorgio Cavazzano (69-71), celebrating Fellini’s 1993 Honorary
Academy Award, represents a series of homages created by comic artists working for the Italian
division of Disney.

Cavazzano is the artist who contributed the most to this series. He first caricatured Fellini in
a cameo appearance within the 1986 story, Zio Paperone alla conquista del leone d’oro (Cavazzano
1986, 33).” In 1991, Fellini, with Giulietta Masina, was drawn by Cavazzano in a more elaborate
homage, written by Massimo Marconi after an idea by Mollica: Topolino presenta “La Strada”.
Un omaggio a Federico Fellini (“Mickey Mouse presents “La Strada” a homage to Federico
Fellini”"—Cavazzano and Marconi 1991, 37-72). The comic is a parody of the first half of
Fellini’s film, with Peg Leg Pete as Zampano, Minnie Mouse as Gelsomina, and Mickey as Il
Matto. The characters appear as they did in the 1930s, at the suggestion of Masina (Mollica
1999, 10). The story is set as a dream by Fellini, who falls asleep during his flight to Los Angeles
to receive his Academy Award for La strada. The ending retells the meeting of Fellini, Masina,
and Disney in Disneyland. Cavazzano again drew Fellini and Masina in a panel of the comic
Paperino Oscar del centenario (“Donald Duck Oscar for the Centenary”—Cavazzano and Mollica
1995, 26). Cavazzano’s caricature of Fellini is consistent with his synthetic and dynamic style,
as well as with Disney graphic canons. He did not use the typical frowning and broken eye-
brows of Fellini’s self-caricatures, partly perhaps because such eyebrows, in a Disney context,
would signify a malevolence. However, appropriately, he retained Masina’s Disney-like wide
eyes. Fellini enjoyed the 1991 story and made a drawing to thank the authors, which was pub-
lished in the same Topolino issue (Mollica 2000, 88). Curiously, his caricature’s eyebrows had a
toned-down frown, as if to second Cavazzano’s work. In an interview with Mollica, Fellini
expressed his desire to see a Mickey-Mastroianni and a Minnie-Anita in a Disney remake of La
dolce vita (Mollica 2000, 90). Cavazzano later made an illustration about La dolce vita featuring
two different Disney characters, taller than Mickey and Minnie and more apt to act as
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Mastroianni and Ekberg: Horace Horsecollar and Clarabelle Cow (Mollica 2000, 89). Fellini’s
wish was granted in 2012, with the comic Topolino e il ritorno alla dolce vita (“Mickey Mouse and
the return to la dolce vita,” Topolino no. 2935; see Mottura 2017, 31-61), written by Roberto
Gagnor and Marco Ponti, with art by Paolo Mottura. Fellini appears at the end of the story in
caricature (again, without frowning eyebrows), as a kind of ghost, announcing his next film,
“The Journey of M. Mousetorna.” The last appearance to date of a Fellini caricature in a
Disney comic is a cameo from the story Topolino e il peplum contrastato (“Mickey Mouse and the
hard-fought sword-and-sandal film”—Held and Gagnor 2018, 58). For the first time since the
first Cavazzano caricature of 1986, Fellini has a dog nose, as do the standard supporting char-
acters in Disney comics.

Fellinian homages sometimes get expressed in subtle ways. For example, the Italian comic
author and publisher Igort (Igor Tuveri 1958) used the “Asa Nisi Masa” incantation from 8%
in a chapter of Yuri, a science fiction manga, a comic for the Japanese market (Igort
2003/2017).

There is only one major graphic homage that uses Fellini’s drawing style: an animated
short film by Russian director Andrei Iur’evich Khrzhanovskii, Dolgoe puteshestvie (The Long
Journey 1997)." The script was by Tonino Guerra, who also cowrote Amarcord, E la nave va,
and Ginger e Fred. In the animated film, Guerra voiced two caricatures: himself, and the lawyer
from Amarcord. Khrzhanovskii is a specialist in using drawings by remarkable intellectuals as
a foundation for his filmmaking. His contemporary fame in Western countries is mostly due
to Poltory komnaty, ili Sentimental’'noe puteshestvie na rodinu (One and a Half Rooms, or A
Sentimental Voyage Home 2009) a live-action biopic about the poet Joseph Brodsky. In Dolgoe
puteshestvie, there are animations of drawings of Battleship Potemkin (1925) by Sergei Eisenstein,
illustrating the meeting of the battleship with the Rex transatlantic liner, which carries Fellini
and his characters. Later, the Rex disembarks all the characters on a deserted island and leaves
with only Federico and Giulietta on board, to start “a new journey to another totally distant
island.” Dolgoe puteshestvie meticulously uses Fellini’s drawings from many different sources.
Fellini’s graphic line and coloring habits seem to come alive, through a mixed technique based
on animated drawings and paper cutouts. The short was preceded, in 1994, by another work
by Khrzhanovskii and Guerra, Lev s sedoi borodoi (The Lion with the Silver Beard)."" In that case,
Fellini was only a stylistic inspiration, together with a circus setting accompanied by Nino
Rota’s music from 8%.

Conclusion: Never Ending Images

Animation could have been particularly congenial to Fellini, given his tendency to take the
role of a “puppeteer” while directing. In Sion, there is actually a 20-page flipbook by Fellini: a
colored felt-tip pen-sketched animation of a menacing naked woman seen from her left side,
licking and then devouring a small male member. However, Fellini officially worked in anima-
tion only once, and the result of that effort is lost. To conclude this review of Fellini’s graphic
heritage, it could be appropriate to go back to Fellini’s years as a cartoonist, and to the ani-
mated short Hallo Jeep!, produced between 1944 and 1945. There is no conclusive evidence
about the extent of Fellini contributions, or about the completion of the film, which was
directed by Luigi Giobbe and Niso Ramponi, aka Kremos (Scrimitore, Verger, and Fasano
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2017, 14). Gianfranco Angelucci, film critic and cowriter of Intervista, holds that Hallo Jeep!
was produced together with Rome Open City, in the same Rome building in Via Francesco
Crispi, where the Nettunia Film company was located. He cites the testimony of Alvaro
Zerboni that the film was about a 1942 Willys MB Jeep, humanized with eyes and a mouth,
who fought a Stuka fighter bomber with the help of a Hermann tank, using its gun as a pro-
boscis. The design of the Jeep is still visible in some surviving publicity materials (Scrimitore,
Verger, and Fasano 2017, 15). Fellini’s sketches were used as a sort of storyboard, but the short
was basically a collection of unrelated gags. The production might have lasted three months.
Zerboni said that it was completed in the USA, when Rod Geiger bought the rights to Rome
Open City. It seems that Fellini did not lay claim to the film out of superstitious fear. He never
even liked to speak about it because of several serious incidents that happened to the people
who worked on it (Angelucci 2017). Angelucci implies that, decades later, the lost film became
an uncredited reference for the Cars franchise by the Pixar Animation Studios. Though this
remains unsubstantiated, the implication of disseminations and rearticulations captures
beautifully the ways of Fellinian creation. Each graphic work was at the same time the final
destination of an otherwise unfathomable thought or dream, and a starting point for some-
thing else. Actors and locations were searched, and then molded or built according to the
dictates of the drawings; alternatively, film projects were discarded then returned to their
origin as haunting dreams, ready to be translated into new works, even by other artists. Seeing
Fellini’s work in this way, as a dispersive and recursive process, is perhaps the best way to
appreciate his eclectic graphic heritage, and the heritage of his total output as a visual and
audiovisual artist.

Notes

1 The publication date is uncertain; it could have been published between 1942 and 1945 (Caruso and
Casetti 1997, 138; Kezich 2010, 40-41).

2 Ente Italiano per le Audizioni Radiofoniche (Italian Radio Broadcasting Corporation), that later

became the RAI—Radiotelevisione Italiana.

3 There were some early appearances of the character, as in Fellini’s 1943 wedding invitation, that

featured caricatures of bride and groom with no words, or in the 1945 drawing celebrating the birth

of Fellini and Masina’s son, Federichino (Maggiore 2011, 29). The couple is here caricatured as a hen
and a rooster, while Federichino pops out of an egg. The style is still that of the Marc’Aurelio car-
toons and Masina’s face is very different from later representations.

The Fondation Fellini in Sion stores several pieces of art drawn on napkins from restaurants.

The drawing is probably from 1960, as the dream record that immediately follows is dated November

20, 1960.

See Angelucci 2018.

With an ending—"n”; Manara’s comic spells the name with an ending—"“m.

In 1969, Buzzati inserted a few “Mastorna” references in his graphic novel Poema a fumetti.

The character is named “Felini”; Disney comics often make puns out of the names of real people, or

they merely change them; in this case, the name means “felines.”

10  Available on the website of SHAR, an independent studio school for animators founded by
Khrzhanovskii together with Fyodor Khitruk, Yuri Norstein, and Eduard Nazarov: http:/ /sharstudio.
com/en/ catalog/the-long-journey-1997/.

11 http://sharstudio.com/en/catalog/lion-witn-a-grey-beard/ (accessed on 4 May 2018).
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Maurizio Nichetti

I'met Fellini only once, but obviously, I found his “fantastic realism” contagious. Not so much
in terms of what I have done or how I have done it, but rather for his way of visualizing
characters that always seem to have been conceived in a sketch before being chosen through
casting—for his way of being faithful to his memories rather than to the objective representa-
tion of reality. Fellini’s is a cinema of which we have great need today, where there is no
middle way among documentary, realistic fiction, and the most unrestrained fantasy crea-
tions (cartoons and superheroes), that make no reference to a real world. ‘Fantastic realism’
is rarely to be seen.

Personal correspondence with the editors, 2018

Maurizio Nichetti, actress Mariangela Melato, and Fellini, 1981. Courtesy of
Maurizio Nichetti
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In Bed with Fellini:

Jung, Ernst Bernhard, Night Work,
and Il libro dei sogni

Erika Suderburg

The whole dream work is essentially subjective, and a dream is a theater in which the dreamer is
himself, the player, the prompter, the producer, the public and the critic. (Jung 1985, 266)

I thought I would begin the opening of this little film with a dream, the classic dream where one
seems to fly ... in this dream I found myself in a dark and troublesome environment, but one,
which was at the same time also familiar. I was moving slowly; the darkness was profound, and my
hands touched a wall that never ended. In other films, in dreams like this one, I freed myself by
flying away, but now who knows, a little older, a little heavier, I lifted myself from the ground with
great difficulty. Finally, I succeeded, and found myself freed at a great height, and the landscape I
saw through pieces of clouds, down there on the ground, what was it? A university campus, a
hospital, it looked like a penitentiary, an atomic bomb shelter. Finally, I recognized it, it was
Cinecitta. (Fellini, Intervista 1987)

Bed cinema

As a little boy, Federico Fellini named the four corners of his bed for the four main cinemas in
Rimini: Fulgor, Opera Nazionale Balilla, Savoia, and Sultano. As a child his access to this otherworld
was infinite. As he grew older, he would continue these expeditions using multiple apparati includ-
ing séances, LSD, and dream analysis. All these avenues emanated from that childhood bed and the
possibilities hidden beneath the sheets: his childhood access to the hypnagogic—images abstracted
into negatives, floating on the inside of eyelids—these deeply colored and flattened cinemas of
presleep, beckoned. The hypnagogic is a form of protocinema, the body drifting into unconscious-
ness but tantalized, as if in the lobby of a dream, waiting for it to begin. These eyelid visions, flicker-
ing just before sleep, would later be recalled as something adults lose the ability to experience.

A galaxy of luminous points, spheres, extraordinarily bright circles, stars, flames, and colored glass, a noctur-
nal, shimmering cosmos that at first appeared immobile, then in movement ever more vast and encompassing,
like a giant vortex, a dazzling whorl. (Fellini 2015, 137)

A Companion to Federico Fellini, First Edition. Edited by Frank Burke,
Marguerite Waller, Marita Gubareva.
© 2020 John Wiley & Sons Ltd. Published 2020 by John Wiley & Sons Ltd.
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Fellini mourns the departure of these visions in adolescence, lost to the emerging adult.
Asserting that we needlessly throw up blockages to this vibrant source, Fellini recasts this fragile
hypnagogic moment as a portal to filmmaking itself. He invokes these moments of protocinema
as inclusive of all spectacles; the phantasmagoria and the magic lantern gathered within a dream,
unspooling for the sleeper.

When I speak briefly of Jung, I feel as if I am inevitably failing to do justice to the depth of this experience and
to its determining effect upon me. It was like the sight of unknown landscapes, like the discovery of a new way
of looking at life, a chance of making use of its experiences in a braver and bigger way, of recovering all kinds
of energies, all kinds of things, buried under the rubble of fears, lack of awareness, neglected wounds. What I
admire most ardently in Jung is the fact that he found a meeting place between science and magic, between
reason and fantasy. He has allowed us to go through life abandoning ourselves to the lure of mystery, with the
comfort of knowing that it could be assimilated by reason. (Fellini 1976, 147)

Plunging beneath consciousness, the dreamer grappled with unanswerable questions, with
mystery—a mystery that Jung held to be dangerously absented and banished in modern con-
sciousness—evoked like a hopeful incantation of what might be known through dream work,
but could just as easily slip back, unremarked upon. Bed Cinema prepared Fellini to access Carl
Jung’s delineation of the vital potential of the unconscious. Our censorious waking self falls
away, our boundaries refuse to hold fast; the trove of images is inexhaustible, if conscientiously
mined, cultured, and tended to.

The act of dreaming for Jung courted the expansion of our ability to receive magic. Awaking,
we tap into submerged or inactive energies. One can wake up fully to the visual, somatic, and
emotional insights that surpass mundane narrative, neorealist drama, or documentary’s pretense
of truth. Jung proposed that a fusion happens while in the dream state that is integral to a
human’s well-being and creativity; linked forms, past and present, ground his theory of syn-
chronic experiences and archetypal touchstones. For Fellini and Jung, synchronicity was a kind of
alchemically charged, connective tissue that modern man discarded to his detriment out of fear
and adherence to dogmas of church and state. Phantasmagoria and the hypnagogic fade, but that
initial bed-centered topography permanently piqued Fellini’s interest in modes of visual access
not bound by the limits of designated “reality.”

Fellini’s metacinematic turn corresponds chronologically with his rediscovery of what the
dream work could offer as he moved from La dolce vita (1960) to 8% (1963). This period marked
his abandonment of Freudian analysis for a lifelong tutorial on Jung. The Jungian analyst Ernst
Bernhard guided this tutorial from 1960 until his death in 1965. Fellini did not enter into formal
analysis but rather became a student of Jungian dream analysis under Bernhard’s tutelage.
Fellini analyzed his own dreams by writing them down but also, most importantly, by drawing
them. Freud held that the purpose of the dream was to control the unthinkable, release and
label subconscious thoughts, and then recount and dissect them according to specific narrative
rules. The subject recounted the dream and relied on the analyst to put forth an interpretation.
Jung, in contrast, held that the dream was an urging into being, part of individuation based on
access to the unconscious. Via this access, which can never be stable, we cultivate the breadth
of the unconscious, which contributes to the forming of a healthy psyche. This process lasts a
lifetime as the human being gathers to itself the components of a healthy psyche, enabling it
to live fully cognizant of what the unconscious offers—the full spectrum of self-knowledge.
Jung and Freud’s divorce hinged on multiple factors, but in Jung’s later writings their disagree-
ment on this issue is insurmountable. He must kill the father. For Jung, symbols and images
in a dream were healing modalities, puzzle pieces, and glimmers of a transcendent nature.
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For Freud, they were deceitful and codified interlopers that required a sanctified analyst to
unravel, interpret, and offer curative absolution.

A film cannot be described in words. If I talk about it, it becomes a kind of materialization that has nothing to
do with the film itself. If a film is born out of verbal images in those who are going to see it, then it will be born
pre-constituted, outside its own nature. Besides I don’t even know myself if it resembles what I wanted to do. I
have now hidden it within me; I have made it a secret, a changeable, shifting thing. The first time it appears it
is cloudy, vague and indistinct. Any contact one has with it is in the imagination: it is a nocturnal sort of
contact. It may be, indeed it is, a friendly contact. At this point the film seems to have everything, it seems to be
entirely it, whereas in fact it is nothing. It is a vision, a feeling. (Fellini 1976, 159)

Fellini’s origin stories are numerous: failed law student, successful cartoonist, neorealist
screenwriter, vaudeville bit actor, studio technician extraordinaire, triumphant maestro, dream
worker, lover, and skeptical Catholic. Already in the 1970s, Fellini could longingly articulate an
origin story for cinema.

Ishould love to have been making films in 1920, to have been twenty years old at the time... When I started, the
cinema was already an archaeological business, it already had a history, and there were already film schools...
In its early days the cinema belonged to the fairground and I always feel a little like that about it still.
(Fellini 1996, 99)

Since then the communion taken in the collective cinema experience and the label “cineaste”
have vanished and become archaic remnants. Reseeing Fellini’s work after cinema presents an
embarrassment of riches and a stark reminder of what has been lost.

For me, Fellini’s images never went anywhere. To grow up dfter Fellini, after cinema, I cannot
speak to, but I can speak to growing up with him. Fellini’s images occupy a conscious and subcon-
scious space rich with recall and longing, fraught with nostalgia and a reverie of rediscovery. As
a filmmaker I can see him in many frames I make, in editing decisions and long held facial close
ups and swish pans taking us off screen. Initially I thought that the best approach to writing about
his work beside Jung was to begin keeping my own dream notebook and to locate the territory
Fellini occupies in my own image bank. Which visual modes were his, which were mine, which
were unidentifiable, which clearly beholden? As my own notebook became another project
entirely, it became clear that Fellini’s notebook carried within it such depth that I had best stick to
his generous archive. Rewatching films that I had grown up with and that had formed me over
50 years ago made plain which images continued to haunt.

My first was La dolce vita, screened outdoors in the Roman Forum on a slightly wobbly screen
in July of 1968. I grew up without television, was raised on movies, and, in this period, lived in a
small farming village in Switzerland. My family saved some money and periodically drove to
Rome in a borrowed Fiat 500L, which predictably broke down more often than it ran. Three
image memories from this period continue to haunt: the Apollo 11 moon landing on a 10" TV in
a smoky bar in Rome in 1969, going down to the village pub next to the slaughterhouse to watch
the unfoldings of Mai 68, and Fellini at the Forum.

I am the daughter of a composer and a singer who moved constantly to find work. Work as
avant-garde musicians was often in Europe. My father was an ancient Rome fanatic to his very
core. He was such a fan that taking a kid to see La dolce vita outside at midnight did not faze him
in the slightest. He clearly thought that a 10-year-old had the ability simultaneously to soak in
antique Roman glory and its debauched cinematic present. On a characteristically hot Roman
evening, surrounded by myriad cats that happily distracted me for half the film, poured into a
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sticky wire chair, I watched and slept and watched and slept some more and was woken up just
in time to catch the Trevi fountain scene, since we had been at the Trevi just the day before.

I continued to travel to Rome and it has entered my dreams, just as it has entered the dreams
of many others. The Fiat 500L almost got the entire family killed numerous times and led to a
dangerous encounter when my father slammed the car to a full stop in the middle of a Roman
roundabout to confront a driver who had cut us off. My dad screamed at the man in Latin, which
caused the confused object of his ire to shrug his shoulders in bewilderment and drive off. Our
Rome is always black and white, magnificent in decrepitude and heat, full of cats, hot stones,
exhausted gelato, and late dinners of grilled spigola. Fellini entered my consciousness through
these avenues and has never left. Being born to two cinephile parents, who grew up in the art-
house hothouse of the early 1960s, had its advantages. I cannot say I saw La dolce vita at the tender
age of ten, but I can say I absorbed it from inside a humid dream. I know this because I can draw
pictures of Fellini’s frames in much the same way I can now draw every room I ever lived in since
I was five. He occupies the inner core of my image data bank.

Fellini has often been recorded declaring variants of “filming is dreaming” (Kezich 2008, 15).
Jung posits that the dream conjures itself spontaneously and is not dependent on will or reason.
Dreams have a decisive purpose in developing harmony and individual personality and also serve
a compensatory function in the human psyche, uniting us with everything that has come before.
Symbols within dreams are a form of shape-shifting transcendence, inaccessible while awake but
ignored to our detriment. Dreams have power as transformative journeys best magnified by a
recall process but not solely by the free association favored by Freudians. For Jung, dreams had no
precise set of keys, and he approached each dream as new territory. Jung (1985, 266, par. 509)
repeatedly quoted from the Talmud, “the dream is its own interpretation.” Jung’s divorce from
Freud was informed by his distaste for, and theoretical divergence from, Freud’s strict codex of
dream images and interpretative straightjackets. In “Approaching the Unconscious,” the opening
essay of Man and His Symbols (1964), his guidebook for nontechnicians (or the lay public), Jung
proposes that Freudians have led us down a limited, Eurocentric and Judeo-Christian encum-
bered path, and we had best abandon it unless we want to lose our souls, our connection to
nature, and our ability to tap into physic connectors. For Jung, dreams serve the self as it comes
to realize its kinship with myriad cross-cultural backstories.

Fellini’s Il libro dei sogni is populated by a large cast of fellow travelers with complicated back-
stories, a family of choice. Some dreams are compensatory and work out strained relationships,
as in Fellini’s dream of 1 January 1962.

Iam in bed with Pasolini in the little room in Rimini where I studied as a young boy (thirty years ago). We slept
together all night long like two little brothers, or perhaps as husband and wife because now that he’s getting up
wearing a T-shirt and underpants, heading for the bathroom, I realize that I am looking at him with strong
feelings of tender affection. (Fellini 2008, 36, 474).

After collaborating with Fellini on the dialogue/dialect used in Le notti di Cabiria (Nights of
Cabiria 1956), Pasolini as Marxist wrote critically about Fellini’s later films, chastising him for his
inability to deploy Marxist dialectic instead of celebrating the individual. Pasolini will appear in
Fellini’s dreams multiple times to challenge Fellini’s negative views on homosexuality and his lack
of class-consciousness, intruding from time to time in Fellini’s dreams with “his boys.” Fellini’s
conflicted attitude toward homosexuality is mitigated by the incorporation of Pasolini as poten-
tial lover in his dreamscapes. Pasolini also appears in the dreams as a trusted accomplice in nur-
turing the new, postneorealist Italian cinema. But Giulietta Masina is the primary reoccurring
cast member. The dream is often so real that the waking Fellini is deeply disconcerted.
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20 January 1961. Giulietta is lying on a little mattress spread on the floot, she is like an innocent-looking
little saint ready to join her God creator and in my assurances, my lame lies, Giulietta weakly points to
the white sheets of her bed and the throat band wrapped around her neck, giving her the semblance of an
ancient chaste medieval princess who is part white nun and part fairy princess. “It’s all too beautiful, too
luxurious for this affair to end,” she whispers, then she points out some typewritten papers lying here and
there on the floor to me. I seem to understand that these papers are extremely important for me; if I could
learn what’s written there by heart everything would turn out better. But what are they? I embraced
Giulietta, crying, I kissed her calling her name, asking her for her forgiveness for the bad things I'd done
to her, for not having understood what an irreplaceable treasure she was for me, and now she was going
forever. I remained alone, I'd always known this terrible day would arrive. Giulietta, dear Giulietta don’t
die, don’t leave me. Note: writing these last lines I cannot hold back the tears. (Fellini 2008, 30-31,
472-473) (Figure 9.1)

Fellini repeatedly dreams of Giulietta dying beside him in bed and wakes up to make sure she
is breathing. The barrier between dream and reality is tissue thin.

Night Work

Proximate topography informs the assignment Fellini gave himself under the tutelage of
Bernhard, a Jungian analyst who lived around the corner from Fellini’s Rome apartment.
Bernhard impressed upon Fellini the need to “not waste the night work.” Jung saw the dream’s
purpose as serving individuation by making available to the dreamer priceless information that
shapes the healthy psyche. The goal was a completeness, a being at home in the world with the
knowledge that we are part of a continuum that communicates to us through dreams. Fevers,
precognition, alchemical processes, religious ritual, artmaking, sex, and shamanistic powers can
serve as avenues also, but the subject needs to know how and where to begin the search. The
Jungian analyst can serve as the guide to these stores of knowledge.

Bernhard appears frequently in Fellini’s dreams alongside prophets, fathers, sisters, demons,
lovers, and brothers. He encourages Fellini to begin keeping the dream notebook and emphasizes
the dual responsibility of analyst and subject. Bernhard was beside, not above, Fellini in this jour-
ney and was never representative of the punitive law of the father, which resided for Fellini in
Church, State, film producers (finance), and Fascism. The relationship enabled Fellini to expand
the dream work and interrogate the shadow side, which was represented often in his dreams by
film producers, contracts, and film critics. The vexation of contractual commitments frequently
penetrated his dreams.

8 October 1974. All I remember is leaving my work for a moment in order to ask Giulietta, who was at the top
of a tree together with Groucho Marx, if she had signed her film contract (the one in which Groucho was her
partner), and when it was supposed to begin. (Fellini 2008, 280, 521)

Bernhard played the part of benevolent father alongside Roberto Rossellini and Pablo
Picasso. This father asked questions, proffered solutions, and opened doors. He ran counter to
a punitive God, Freudian cures, and Fascist dictators. Though LSD, the occult, and other libera-
tory aids were used by Fellini on his path through life, dream work was more important. It
honored his impulse to access a spectrum of experiences and find ways of mining them for
creative purposes.
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Figure 9.1 Fellini dreams of Giulietta dying. Il libro dei sogni, 31. Cineteca Comunale di Rimini, Archivio
Federico Fellini. (@Comune di Rimini and Francesca Fabbri Fellini. Digital rights, © Guaraldi Srl. The origi-
nal manuscript is preserved at the Museo della Citta del Comune di Rimini.

Loss of sleep, and therefore loss of dreaming, threw Fellini into a desperate state. Il libro dei
sogni records these desert days as well as the fundamental importance of the dream work to
Fellini as director. When he is left sleepless, without images, either hypnagogic or within the
dreamscape, he feels abandoned and destitute.

Today is November 23, 1981. My work situation has been motionless for two years. No project (loved or unloved)
has managed to move towards realization. A vegetable. I don’t do a thing. Seven hundred days have passed, each
identical to the other. (Fellini 2008, 394, 548-549)



