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La dolce vita

The Art Film mmmnﬂmn&mw

La dolce vita (1959} represents more than just a significant step in the
evolution of Fellini’s cinematic style. Like such films in America as
Gone with the Wind, Casablanca, or The Godfather, La dolce vita tran-
scended its meaning as a work of arg and came to be regarded as a land-
anw pointing to- -important nrmmmnm in Italiamsociety as welk-fr-re-
ceived the Grand Jury Prize at the Cannes m;m,..ewm.mm«mu given by a jury
that included the French mystery writer Georges Simenon! and the
American novelis Henry Miller. Its commercial success represented the

triumph of the serious art film at the box office, and although it was a

relatively expensive film 1o mmowunm (six hundred million lire), it grossed
over 2.2 billion lire in only a few vears at a time when tickets in Italy
cost only berween five hundred and one thousand lire.2 However, Felli-
ni himself did not become a wealthy man as a result, for as the price
of the artistic freedom he required to reconstruct most of the film’s sets
inside the huge studios of Teatro 5 at Cinecittd when he might well
have nvawmma on-location shooting throughout the city of Rome, Fel-

lini ultimately renounced the percentage of the profits his original con-
tract specified.3 Fellini was never much of a businessman, and the loss
of a percentage of what became a colossal return would probably not
have bothered him a great deal, for his main concern was the film irseif.
Without the stupendous sets for which Pﬂ.o Gherardi quite deservedly

won an Oscag, La dolee vita would not rmﬁw beensick 3 smashing hit.




The film’s success abroad probably accounted for the popularity of
the Via Veneto among tourists inRome for at least a decade, since this
particular locationr was tdentified with the locus-of Rome’s “sweet life”
of the title. Of course, after the international notoriety of La strada and
Le notti di Cabiria, Fellini’s international reputation was firmly estab-
lished as one of Europe’s most brilliant young superstar directors who
could also deliver at the box office. However, in the uproar and moral-
istic protest that greeted the first screenings of La dolce vita in Italy,
the political or cultural affiliations of those who either attacked or de-
fended Fellini changed entirely from his earlier experience with La stra-
da and Le notti di Cabiria, two successful works from the earlier “tril-
ogy of grace or salvation.” Before La dolce vita, Italian Catholics and
French existentialist film critics were Fellin}’s champions, while Italian
Marxists (led by Aristarco) attacked him. With La dolce vita, Fellini
became the target of outraged moralists from the Right as well as from

the Catholic Church who regarded the work as pornographic and in-

sulting to the best Italian ﬁmﬂrﬂoau érmmmmm the gmﬂnmﬁ Left defended

I

Fellini for what it now. regarded as a courageous dissection of bour-
geois decadence and moral oonﬁwaom_
Enormous social and economic changes in Italy prepared the way

for the film’s reception. As the film was being prepared in 1 1958, Iraly .

was in the midst of what would leventually be called the “economic
miracle.”* Iraly leapt from being almost an underdeveloped country
into an age of rapid and unparalleled economic growth fueled by mas-
sive increases in exports of msn,,w_ popuiar products as Vespa motor
scooters, Fiat automobiles, Olivetti typewriters, and (at least wirhin
Europe) extremely popular home appliances. The rapid growth in the
Italian economy and the country’s standard of living took place as vast
numbers of Southern Italians migrated from the impoverished areas in
the Italian Mezzogiorno to the industrial zones of the North as well as
to other European countries, mmvmﬁm.:% Switzerland and Germany. One
of the immediate results of this new social mobility was an almost in-
stantaneous drop of interest in religious sentiment in Italy. This may
explain, at Jeast wmﬁgﬁ%ﬂwomn clerical hierarchy
reacted so violently against La dolce vita when it first appeared, since
they regarded it as a film that not only reflected a decline of religious
fervor in Iraly but as a work of art that was actuaily instrumental in
puiling the faithful away from the church. Besides being caught up in

a fundamental shift in religious values in Italy, La dolce vita also be-
came a battleground between the Right and the Left, much as La strada
had become a few years earlier; but whereas the conflict over the ear-
lier film had largely been restricted to film buffs and critics, La dolce
vita became a cause céiebre that had an enrormous impact upon ltalian
popular culture and was a major topic in the press of the nation for
some time. Many conservative opponents called for censorship o of the
fiim, Unrmﬁmm it was an attack upon Italian
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ult e in mnmmm&, while

otherseven siggested: that Fellini be arrested for outrage or defision”
of the Catholic religion” {technically a crime listed in the Penal Code
at the time).5 Supporters of the film on the Left saw the decadent life-
style {that is, the so-called sweet life of the title) as an accurate and
damning portrait of upper-middle-class and aristocratic corruption,
and while nothing could be further from Fellini’s mind than a Marxist
denunciation of class conflict, La dolce vita certainly lends itself to this
kind of interpretation.

Perhaps a more specific event was also influential in this ideological
debate over La dolce vita, for the most famous criminal case of the dec-
ade, the Montesi Case, had just come to trial in 1957. The Montesi
Case began in 1953 with the discovery of the body of twenty-one-year-
old Wilma Montesi on the Ostia beach. It was believed that she had
been killed during an orgy on an aristocratic estate nearby. The prime

R

suspect was the §61 6f Tealy’s Foreign Minister, who had apparently
confessed his guilt to Rome’s Chief of Police before the affair was swept
under the rug by embarrassed Christian Democratic politicians. During
the coverage of the trial, lurid descriptions of drugs, parties, and sexual
escapades filled the Italian press, and the trial’s publicity was increased
when it became apparent that some of the suspects under investigation
had connections to the Italian film industry. Precisely because the ac-
cused were finally acquitted, many Italians were convinced that high-
level corruption among the rich, powerful, and famous (the same am-
biance pictured in La dolce vita) was responsible for a cover-up of epic
proportions. As one of Fellini’s biographers notes, memories of the
Montesi Case wese still fresh as Fellini began shooting La dolce vita,
and a number of scenes in the final film seemed to recall this epic sex
scandal.6

Other events related less to large macroeconomic shifts or ideolog-
ical conflicts than to changes in mores and popular culture were also
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reflected in La dolce vita, guaranteeing its role as a symbol of the times.
Rome had come to be the focus of international cinema, including
Hollywood, after American studios came to Italy to take advantage of
good weather, cheap labor, and capital derived from their Italian profits
they were prohibited from exporting back home to California. In fact,
during the period, Rome became known as “Hollywood on the Tiber,”
and with the production of William Wyler’s Ben-Hur (1959), the win-
ner of eleven Oscars, or Joseph L. Mankiewicz’s Cleopatra (1963) — not
to mention dozens of films of lesser fame — for a brief time the focus
of international cinema was as much upon the Eternal City as on Los
Angeles.” ﬁﬁﬁmm of gossip column and tabloid reporting associated

with the worst Kind of celebrity journalist grew-into-a-cottage indusiry

in Romie with its center on the Via Veneto, where American and Eiiro-
pearractresses and actors-came to'see and to be seen. Tabloid photog-
raphy became one of the most popular means of chronicling this kind
of Roman.movie-star personality cult, and the age gave birth to the
phenomenon known as the paparazzi. Fellini’s La dolce vita captured
the spirit of this rabloid sensationalism; the name of one of the photog-
raphers in his film (Walter Paparazzo) is actually the origin of the Eng-
lish word “paparazzi.” A number of the famous sequences from the
film (the “orgy” sequence at the beach, the scene in which Anita Ek-
berg wades into the Trevi Fountain) actually were chronicled by such
paparazzi as Pierluigi Praturlon and Tazio Se&chiatoli, both of whom

became Fellinis set photographers on a number of his works.? The
world of the Via Veneto as reported by the paparazzi and the tabloids
reached the heights of notoriety during the notoriously public love af-
fair between Elizabeth Taylor and Richard Burton during the Roman
filming of Cleopaira in 1962.

The production of La dolce vita was so complex and involved such an
investment of resources that it can easily be termed an art film colossal
or spectacular. In the first place, it was an extremely lengthy film {175
min.). Over mwmwﬁw different locations were employed in it, and the cast

ez :

was enorméus, the number of actors and bit-part players running into

the hundreds. The Italian script includes four full pages of actor credits,
3 . A .. . .

listing over 120 different speaking parts. Fellini’s original screenplay

—

divided the scrips into 104 separate scenes. Many critics have attempt-
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ed to shuffle this vast kaleidoscope of characters and sets into some

tidier organization, hoping to discover the film’s “meaning” through
such a search for structure. However, it is part of its originality that
La dolce vita avoids traditional dramatic plotting and relies, instead,
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upon the power of visual images to move the spectator’s attention along

a vast journey through what might well be described as a modern-day
version of Dante’s Divine Comedy,® where Marcello Rubini (a journal-
ist with serious literary ambitions, played brilliantly by Marcello Mas-
troianni) wanders through a Roman urban landscape and has a num-
ber of adventures. Thus, the overall structure of La dolce vita, like that

of La strada, may be said to be a picaresque adventure — but one in .
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which the journey has been transferred from the provincial towns and
villages of Italy to the salons, cafés, and hotels of the glitterati of Iraly’s
capital city during the height of the economic boom. Wealth, luxury,
huge American cars covered with chrome, movie stars, and café-society
hife offer a b.nmno.,,om existence that is at once luxurious and, at its core,

without a soul.

A prologue introduces Marcello in a helicoprer that is carrying a
statue of Christ over an ancient Roman aqueduct. The journalist meets
Maddalena {Anouk Aimée) at a fancy nightclub and makes love to her
in a prostitute’s home. Subsequently, he meets Sylvia (Anita Ekberg}, 2
blond-bombsheil American actress, takes her to visit Saint Peter’s and
another nightclub {one supposedly fashioned from the ancient ruins of
the Baths of Caracalla). In the wee hours of dawn, Sylvia wades into

evi Fountain, followed by a mesmerized Marcello. Mareello then
encounters an intellectual friend named Steiner (Alain Cuny) and ac-
companies his flancée Emma {Yvonne Fourneaux) and the photogra-
pher Paparazzo (Walter Santesso) to the outskirts of rown, where two
small children claim they have seen the Madonna. In an age where im-
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age is everything and substance counts for little, the eveni is captured

live on television before being interrupted by a driving rain. Marcello
subsequently takes Emma to Steiner’s home, where a group of ridicu-
lous inteflectuals chat. Marcello meets a beautifully innocent young girl
named Paola (Valeria Ciangottini), who seems to be an angel from an
Umbrian painting. He then meets his father (Annibale Ninchi) on the
Via Veneto and goes with Paparazzo to another nightclub, the Cha-
Cha-Cha Club, where they meet Fanny (Magali Néel). His father seemns
to have a slight heart attack after Fanny takes him to her apartment,
where she has obviously been engaged by Marcello to make love to his

the Trevi Founrain,

.




father. Marcello then joins withia large group of rich'and/or beautiful
partygoers who drive outside ?%%ag Sutri, where a collec-
tion of Roman aristrocrats havela world-weary revel at an ancient cas-
tle. Shortly thereafter, Marcello learns that Steiner has committed sui-
cide after killing his two childrén. He then presides over what passed
foran ﬂwm;mM% in 195 .Pmm:mmm{m@.nimm?nr includes a mild striptease that
seemed extremely risqué at theitime. As dawn breaks, the group dis-
covers a monster fish on the beach, while Marcello tries but fails to
communicate with Paola mmmng ﬂﬁ film concludes with a close-up of

Paola’s smiling face.

e

La strada had abandoned a @ﬁmmﬂ for social realism and the notion
: of a socially determined film character for a fablelike fairy tale of Beau-
ty and the Beast based upon a sécular notion of Christian conversion
and grace. La dolce vita abandons the traditional notion of dramatic
development for a dizzying ride through the present seen through the
eyes of a director who examinés a world without grace — a decadent,
even corrupt world without Ged. If Fellini’s trilogy of grace or salva-
tion, the high point of which was certainly La strada, presupposed the
possibility of some transcendence, some escape from the bounds of re-
ality and quotidian existence, La dolce vita chronicles what amounts
to a major shift in Fellini’s personal view of the world, for it underlines
e. how Steiner (Alain Cuny), %n world-weary intellectual mnm friend of Marcello, com-
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just how nearly impossible such transcendence can be to achieve
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difficult it is to receive the kindlof mﬂmﬂmmarmn chRaracters such 4§ Gelso- mits suicide after killing his children. [Photo: The Museum of Modern Art/
Film Stills Archive]

mina or Cabiria in Fellini’s mmﬂrﬁ. films effortiessly enjoyed.
Ir was Marxist poet, critic, and director, Pier Paolo Pasolini

A k-

who : :
saw beneath Fellini’s chronicles ‘of social decadence to Tiote thiat éven ently does in such works as Il Casanova di Fellini, before the “trial”
while La dolce vita embodied What he called a “non-dialectical rela-

. ends, Fellini inevitably becomes a witness for the defense as well. This
tionship between sin and i Em@m‘ nce,” the film fevertheless represented is‘exactly what occurs in his @omﬁ.mn “of Marcello Rubini in La dolce

the rmmwmmmx and most absoluté product of Catholicism” of the recent vita.

past becausé Fellini’s charactersiare™$o full of the joy of being.”10 In What redeems the mecmmg mnmnm_nmm wortld of the Via Veneto in
fact, the paradoxical aspect of the world of La dolce vita is that Fellini Fellini’s flm is s poetry, vibrant images that paradoxically, as Pasolini
presents his fantasy world without rigorous moralistic judgments. His perceptively mnmsmmr wereso full of life that they overwhelmany ‘sense

Roman metaphor for the contemporary world of image making, pub- of futility, corruption, and despair. A few years after the mternation-

lic relatiofis, movie mnmﬁio,ﬂr mmw@awvn,mmmao_.onm rmn.mﬁmom of the “rich al success of Lz dotee Tita, Fellini told a writer for The New Yorker:

e A

and famous™ is presented with bemused detachment and is most cer-
tainly viewed “not as a trial seen by a judge but rather by an accom-
plice.”11 As Fellini is ultimately a great comic genius, and comedy is
always an art of acceptance, oﬁnnw when Fellini seems to denounce a
condition or a character for some presumed moral failing, as he appar-

3]

e phase of prose narrative and are com-
ing nearer and nearer to\poetry.J am trying to free my work from cer-
tain constructions — a story'with a beginning, a development, an end-
ing. It should be more like a poem with meter and cadence.”12 In fact,
what Fellini was attémpting with La dolce vita was a modernist ap-

“Movies now have gone
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proach to film plot that he himself compared to Picasso’s cubist rev-
olution that transformed modern art from a representational to an ab-
stract artistic expression: “So I said: Jet’s invent episodes, let’s not wor-

. T s
ry for now about the logic or the narrative. We have 1o fake a statue,

break it, and recompose the pieces. O bester yet, try a decomposition
in the manner of Picasso. The cinema is narrative in the nineteenth-
century sense: now let’s try to do something different.”13 Ly strada had
moved beyond a traditional notion of realistic representation of reality
with a realistic protagonist. Image would henceforth be more impor-
tant than storyline, the reversal of the traditional Hollywood reliance
upon a well-made plot. La dolce vita continued Fellini’s search for a
new and contemporary twentieth-century means of cinematic expres-
sion, a poetic cinema on the model of Picasso’s abstract decomposition
of realism. It was a bold venture but one that made cinematic history.

Unlike conventional cinematic narrative, which ajms at telling a
story with a beginning, middle, and ending, Fellini wanted o construct
a film around numerous sequences, each dominated by key images,
much as one might construct 2 poem. Such key images would provide
objective correlatives, in good modernist fashion, for a number of
themes, ideas, and notions that interested the director. We have al-
ready noted in discussing La strada how Fellini privileges processions,
parades, and an organization of plot not unlike a collection of variety-
hall or circus acts. Stuart Rosenthal has noted that as a result, Fellini’s
cinematic narrative may be compared to the structure of music-hall
shows or even acts in a circus:

Variety shows consist of many acts, one on the heels of the next. The
circus not only presents its attractions in rapid fire order, but fre-
quently has several in progress simultaneously. The result is a dense,
variegated program that moves rapidly through a number of differ-
ent moods and is constantly stimulating. That last line could serve
equally well as a description of any of Fellini’s films. The key to the
breathtaking pace of Feliini’s work s its density — the packing of a
wealth of detail and event into the shortest reasonable time span. The
films themselves are episodic — the episode being the structural equiv-
alent of a music-hall act. Each episode is internally cohesive, almost
a short, self-contained movie. With respect to the narrative, the epi-
sodes often have only casual interconnections. They come together

in a given film because they have a direct bearing upon the char-
acters,14
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Fellini had reportedly considered calling the film zo00 Years after
Jesus Christ or perhaps Babylon 2000. Whether these apocryphal ritles
were ever actually considered or not, they point to the fact that Fellini
wished to show in Lz dolce vita a contemporary world that has been
cut adrift from traditional values and symbols, especially those of
Christianity, and has been bereft of any dominant cultural center. Felli-
ni’s Rome is a world of public relations, press conferences, paparazzi,
empty religious rites, meaningless intellectual debates, and unreward-
ing love affairs, but Fellini does not only denounce the decadence and
corruption he sees before him. He is actually much more interested in
the potential for rebirth that such a situation offers the artist: “T feel
that decadence is indispensable to rebirth. . . . So I am happy to be liv-
ing at a time when everything is capsizing. It’s a marvelous time, for
the very reason that a whole series of ideologies, concepts and conven-
tions is being wrecked. . . . I don’t see it as a sign of the death of civili-
zation but, on the contrary, as a sign of life.”1$

It would be impossible to analyze all of La dolce vita in this chap-
ter, but a selection of several key sequences will underline Fellini’s char-
acteristic narrative style and the way he employs one or several star-
thing poetic images to focus our attention upon each individual episode
in his picaresque narrative as Marcello wanders through Rome. The se-
quences that open and conclude the film are excellent examples to dem-
onstrate Fellini’s style. Both provide unforgettable visual images that
incorporate a number of Fellini’s themes. The opening sequence of the
film is justly famous: It features a helicopter carrying a statue of Jesus
(called Christ the Laborer in the script) with its outstretched arms giv-
ng an ironic benediction to the city underneath. Immediately following
the opening credits, we see this statue passing over an ancient Roman
aqueduct, and the imaginative shot manages to combine Rome’s pres-
ent (the helicopter), Rome’s ancient Roman legacy (the imposing aque-
duct structure), and Rome’s Christian identity as the seat of the Roman
Catholic Church (the statue). One of Fellini’s major themes in the film

~is the juxtaposition of Rome’s heroic past with its more prosaic pres-

ent, and this opening image captures this idea without even the neces-
sity of dialogue. After Marcello and Paparazzo {who follow the heli-
copter with the statue in another helicopter) dally over one of the
high-rise buildings in Rome to buzz several women sunbathing and
attempt, without success, to obtain their telephone numbers, we are

s




shown the dome of Saint Peter’s Omﬁwmmnm_ the statue’s destination, and
a frontal shot of the statue with _,rm miling face of Jesus, while church
bells peal on the sound track. .EE mgw to a second major sequence is
effected with an abrupt and even mMSnWEm cut from the figure of Christ
to that of a masked $iamese ammoan wearing a fantastic oriental cos-
tume and entertaining a iolm.éwmg crowd of the rich in one of the
many nightclubs that La dolce vita visits, Marcello, the gossip-column
journalist now at work, busily mmwm the waiters serving the celebrities
and decadent Roman aristocrats s&ﬁ the most famous had for supper:

After a discussion of whether a prince had white wine or champagne
with his snails, Marcello nunossmmwwm a friend, a wealthy Roman woman
named Maddalena. Maddalena mw wearing a pair of dark sunglasses,
which she removes for just an instant to'reveal a black eye, ow&om&w
given to her by one of her lovers. Maicello puts on an equally dark pair
of sunglasses. Of course, mmummmmmam in the evening in a nightclub are
totally unnecessary, but Fellini nEEowm them to show that the charac-
ters are playing roles and are mco&m:m the discovery of their real faces
and thoughts. Like the masked mm%mwmmm dancer, they are essentially un-
knowable. Like a matched pair Om right owls, Maddalena and Mar-
cello go off together, their msmmwmwmmw intact. We then cut to the third
sequence on the Via Veneto. ﬂumﬁizm is not the actual street but a set
completely reconstructed inside mrm studios of Cinecitta is evident be-
cause the scene is shot on a flat mmmnmv whereas the real Via Veneto is
a long, sloping and curving street. .wm\mmam&mum and Marcello jump into
her 1958 Cadillac convertible - émmnw in the Roman street constructed
inside the studio seems larger than a tank - and they drive off to what
will eventually end in their mocnﬁmwﬁm in a prostitute’s apartment. In
each segment of this relatively muammmnnmm of sequences, there is a dom-
inant image: Christ the Laborer wwwﬂmmom& against the aqueduct; the
masked Siamese dancer mmxnmwom& to the pair of lovers wearing sun-
glasses; a huge American car noamwnﬂomw out of place in Roman traffic;
and finally a leaky basement in a prostitute’s apartment where Madda-
lena goes to make love because she implicitly needs the excitement of
pretending to be a prostitute in o_,.awm to receive pleasure from her tryst
with Marcello. With these few wmﬁ:mzﬂun presented to the spectator in
only a few minutes and brilliantly edited and photographed, Fellini has
unveiled the basic themes of La &&nm vita: contemporary life defined
as all fagade and masquerade and set mmmmumﬁ the backdrop of the an-
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cient and Christian past. It is 2 moment of cultural confusion but one
that is visually extremely rich and satisfying. It is possible for the spec-
tator to forget completely that such a world may also be that of deca-
dent gossip columnists, promiscuous society women, jadedaristocrats,
and avaricious paparazzi. We have been taken for a brief journey
through four entirely different locations by a master showman, whose
poetic powers cause us to suspend our judgment in wonder at his skill.

Fellini’s conclusion to La dolce vita is no less impressive than are his
Opening sequences. >n the break of dawn after an all-night party on the
beach at Fregene on the coast near Rome, where Nadia (Nadia Gray)
does 2 striptease (one very timid by today’s standards) to celebrate her
divorce, the revelers areicalled outside by a commotion on the beach.
Some fishermen have drawn in their nets with a dead monster fish, re-
sembling a huge manta ray with an enormous eye that seems to stare
directly at the partygoers and toward the camera as well. Marcello is
clearly drunk, and in the previous sequence, we have learned that he
has abandoned his ambitious plans to write serious literature, Now, he
has given himself over to the worst kind of society parties and gossip
reporting, and his fall from grace is evident in his world-weary expres-
sion and his lackluster movements. He hears a voice calling from across
an inlet, turns, and sees a young girl he met earlier at a beach restaurant
- Paola, the girl he had described as looking as lovely and as innocent
as an angel in an Umbrian painting. She waves at Marcello and speaks
to him but her words are drowned out by the sea. One of the women
at the party calls for Marcello to leave with her, but he is still drawn
to Paola’s innocence and freshness. She gestures to him and smiles, and
her eyes follow Marcello as he disappears into the distance. The last
shot of the film is not of Marcello but of Paola’s enigmatic smile. We
must place this series of vﬂmm shots in its proper context. Before we see
it, we have been taken through a dizzying tour of Roman corruption
and decadence, but Marcello’s desire to change his life and to make
something of his talents as a real writer, as well as Paola’s appearance
in the film as a symbol of purity and innocence, were elements in the
narrative that held out the hope of change, of embracing what Dante
had called centuries earlier la vita nuova, a “new life.” We are once
again, as in the conclusion of La strada, on the shores of the sea. At
the end of that earlier film, Zampand was forced to face the emptiness
of his life without Gelsomina by the emotive power of the music that
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'The enormous set re-creating Rome’s Via Veneto inside the studios of Cinecit-
ta for La dolece vita. [Pboto: The Museum of Modern Art/Film Stills Archive}




(above) A scene from the famous.
{Marcello Mastrolanni} humiliate!
and watch. [Pboto: The Museum

(facing, top) The conclusion of tk
striptease by Nadia {Nadia Gray,

,woﬂ sequence of La dolce vita: Marcello
s 2 drunken woman while the revelers dance
ﬁwm M(moanmn Art/Film Sulls Archive]

3

¢ “orgy” sequence in La dolee vita with 2
to celebrate her divorce. {Photo: The Mu-

seurn of Modern Art/Film Stills Archive]

(facing, bottom) Marcello Mastré

fanni, Fellini, and one of his crew examine

the monster fish created for the n.omn_u&ow of La dolce vita. [Photo: The Mu-
seumn of Modern Art/Film Stills Archive]

had become Gelsomina’s them
and his tears embodied in cine

e song. His inarticulate, animallike cry
jatic terms — sound track and image but

1
essentially no wordy dialogue

~ Fellini’s belief that even into such a

brute’s life, a form of secularigrace could descend. There was always

hope for la vita nuova. Onl
seems to have become gloomie

m—

a few years later, Fellini’s perspective
. The death of the monster fish, which

e
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glares at both the partygoers and at us with an opaque and accusing
eye, may well be Fellini’s way of saying that he no longer believes in
the possibility of conversion, no longer holds out the hope of grace for
Marcello in the same way he had for Zampand. Cerrainly, the world
he has presented during Lz dolce vita is a world without God. Never-
theless, Fellini’s last word is not delivered by the image of the monster
fish {a traditional symbol for Christianity, once vital but now as dead
as the animal itself) or the image of the jaded Marcello (a lost soul in
a Dantesque Inferno of false values and spent illusions). La dolce vita
ends on the close-up of Paola’s beautiful smile, an image of purity and
innocence that is juxtaposed (but not necessarily triumphant) over the
corruption that has preceded ir. Like La strada, La dolce vita ends on
a poetic note of ambiguity. We leave the theater with an impression of
utter hopelessness from the vast kaleidoscope of fallen humanity we
have encountered during the film; yet the images, as Pasolini has ar-
gued, contain such a love and zest for life, embodied by the film’s cre-
ator in each and every frame of the film, that we do not completely
abandon all hope.

No matter how La dolce vita is interpreted, there is little question
that rhe film moves along a trajectory of imagery exploiting the themes
of corruption and decadence versus innocent and purity. Moreover,
viewed against the backdrop of Fellini’s earlier works, which were not
only about these themes but also projected an essentially optimistic per-
spective, it is tempting to see La dolce vita as the work of a Catholic
moralist and to react to it much as Fellini’s outraged critics did when
it first appeared. However, if there is anything morally objectionable
about the film, it is surely not the fresco of the emptiness in contempo-
rary life many critics believe it paints for us, which by now has become
a standard critique of late-twentieth-century culture. Perhaps the most
original aspect of La dolce vita is that its creator is absolutely not mor-
ally outraged by the world he depicts and finds it incomprehensible that
others are. Fellini really never understood the harsh attacks upon his

work, and he was always unable to comprehend a judgmental view of
life in general, What intrigues him about the world he has created is its

vivacity, its energy, the power of its imagery, and the last thing in his
mind was a denunciation or a jeremiad of the world in which he was
perfectly comfortable. As Fellini told Giovanni Grazzini:
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I have always said that the Rome of La dolce vita was an internal
city and that the title of the film had no moral or denigrating pur-
pose. It simply meant 1o say that in spite of everything life had its
profound undeniable sweetness. I quite agree with those who main-
tain that the author is the last to ralk knowledgeably about his work.
And T don’t want to appear to be someone who tends, through co-
quetry or exhibitionism, to demystify or diminish what he has done.
But I believe I never had any specific intention to denounce, criticize,
scourge, or satirize. [ don’ stew over protests, angers, things I can’t
tolerate. I'm not out to accuse anyone. 16

Fellini’s unique approach to his marerial is evident not only in the
conclusion of the film but also in the most important sequences pre-
scating Marcello’s encounter with Sylvia, the sex goddess and Swedish
movie star who comes to Rome from Hollywood, accompanied by her
drunken scriptwriter lover Robert {Lex Barker). Fellini certainly did not
invent the fact that Iralian men have long been attracted to blondes,
since this has been the case as long as Traly has been a favorite spot for
northern visitors. Certainly one of the most vivid memories Fellini re-
tained from his childhood in Rimini, where the Iralian men would en-
gage in contests during the tourist season to see who could seduce the
most foreigners, was the mysterious Nordic beauties who inhabited
the Grand Hotel there. The kind of sexual frenzy Italian males could
undergo in the presence of a beautiful woman is underscored by a fa-
mous scene in Michelangelo Antonioni’s Lavventura, the other signifi-
cant film released during the year of La dolce vita: In that much more
sober film, Southern Italian men nearly cause a riot over their sexual
attentions to a lovely woman in a small Sicilian town. It would be diffi-
cult to overestimate the impact that the physical beauty of Anita Ek-
berg had on Fellini or the Italians who lined up for hours to see the
film when it was first released. In fact, when journalists mention La
dolce vita to Fellini, the director has remarked:

I answer right away, as in word association tests: Anita Ekberg!
wenty-five years after the film, its ritle, its image are still insepara-
ble from Anita. T saw her for the first time in a full page photograph
in an American magazine: a powerful panther playing the mischie-
vous young girl, astride the banister of a stairway. “My god” - 1
thought — “don’t ever let me meet her!” That sense of the marvelous,

.




of a hypnotic stupor of the disbelief one feels confronting exception-
al creatures like the giraffe, the mmwwwmﬁu the baobab tree I felt again
several years later when I saw her coming toward me in the garden
: of the Hotel de Ia Ville. . . . I seemed to be discovering the platon-
ic reality of things, of a_maow»muwwum in a total stupor I murmured
to myself: “Ah, these are ear _cvwwm there are gums, this is human
skin.”1? i

Fellini devotes a number of Wa%.wwaﬁmunmm of the first half of La dolce
vita to Sylvia. In rapid succession, his narrative unfolds the following

events: 41

1. Sylvia’s dramatic arrival at Ciampino Airport, where she is assailed
by paparazzi and journalists; . .

2. her drive into the center of Wmmsm m an American car, a 1958 Ford
Fairlane convertible; , ,

3. her press conference in her suite at the Hotel Excelsior on the Via
Veneto {in which her hilarious wawémmm to the press corps of Rome
are cross-cut with a ﬂnmowmo.wwm conversation berween Marcello,
who is covering the ncbmnmnnnm and his flancée Emma, who is hav-
ing a fit of jealousy over gmmmmmo,m attention to Sylvial;

4. Sylvia’s climb to the dome of Saint Peter’s, followed by Marcello
joining her on the top of the church;

5. Sylvia’s visit to a Roman Emwwﬁwzwu supposedly built into the ruins
of the Baths of Caracalla;

6. Sylvia’s drive around Rome with Marcello in a Triumph convert-
ible; i

7. the visit to the Trevi Fountain in the wee hours of the morning;

8. Sylvia’s return with Marcell to the Hotel Excelsior at dawn and
their confrontation with Wowwm,wmr her husband.

The manner in which Fellini moves rapidly from one sequence about
Sylvia to another, building, as heigoes, an intricate series of images
around her character, presents hisimature directorial style in as forceful
a manner as possible. The portion of La dolce vita devoted to Sylvia
not only reveals much about Fellirit's style but also underscores some-
thing that is often lost in discussi¢ns of Fellini’s symbolic or poetic im-
agery — the comic framework within which the entire series of se-
quences takes place. During the shooting of his next film, 8%, Fellini
had attached a note to his camerd which read: “Remember that this is
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a comic film.”18 In fact, this note might well be the leitmortif for all of
Fellini’s works, La dolce vita included. It is an indispensable aspect of
Fellini’s perspective on the subject matter he treats that it be viewed
through a comic lens, It is precisely because Fellini’s works are funda-
mentally comic that he takes no moral stands and pronounces no jere-
miads against the figures he has created: Where others see corruption
and decadence in the world of Lz dolce vita, Fellini sees a kind of ani-
malistic and vital energy that fascinates him and absolves his weak
protagonists of any ultimate blame for their misfortunes.

Thus, the paradoxical nature of Sylvia’s role in La dolce vita is that

she serves both a highiy symbolic function in the film, bearing the.

weight of a number of key ideas that inform the entire work, and she
is also a shallow figure, a bubble-head actress whose interviews under-
score her ignorance and her complete naiveté. No director better than
Fellini has chronicled the empty rituals and the inane press conferences
associated with the industry of the cinema itself, and on one level, Syl-
viz allows Fellini to use his own artistic medium as a metaphor for false
cominunication, one of his favorite themes. Thus, the endless flashing
of the paparazzi’s cameras that occurs through the Sylvia routine, both
day and night, are meant to emphasize just how little light these preda-
tory photographers shed on anything of any real importance.

The sequence identified as Sylvia no. 1 above is 2 wonderful exam-
ple of how Fellini skillfully creates a comic mood. As Sylvia arrives and
the paparazzi explode their cameras toward the Alitakia plane thar has
stopped on the Ciampino runway, Sylvia starts down the ladder, her
eyes hidden by a pair of dark sunglasses (as,we have already seen, one
ot Fellini’s favorite props), She descends but woam of the photographers
need more pictures, so she repeats rmm entrance, blowing kisses to the
crowd of men practically in heat until they request that she remove her
sunglasses. Suddenly her expression nWmnmmw to a stern rebuke and she
refuses. Her producer arrives with a man carrying a Neapolitan pizza,
and the radio announcer declares: “The beautiful Sylvia bites into a
typical and tasty Italian product. And ,mamr her vivacious coloring and
her perfume, she really seems to symbolize the gaiety and the happiness
of our country.”'? The sequence quickly turps to a procession of cars,
wcluding the Ford convertible carrying Sylvia, which moves up the old
Appian Way into the city of Rome. Sylvia’s only comment on this his-
toric spot is the ludicrous remark to her secretary: “Oh Edna, look at
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Sylvia {Anita Ekberg) arrives at
Rome’s airport. [Photo: The Mu-
seumn of Modern Are/Fiim Stills

Archive]

all the chickens!” An abrupt cut takes us into Sylvia’s suite in the Hotel
Excelsior i the third sequence, where the sex queen, with the assis-
tance of an interpreter and prompter, is responding to a series of inane
questions. Her conversation is actually a parody of the kinds of press
conferences Marilyn Monroe was reputed to give. For example, when

asked if she sleeps in pajamas or a nightgown, her response (“I sleep

in only two drops of French perfume”) obviously repeats one of the
remarks attributed to the American actress. Fellini cannot resist a
poke at his Marxist detractors from the past, for one of the questions,
delivered in a pretentious and professorial mannet, asks Sylvia if Iralian



neorealism is dead for the modern cinema, and before she can reply,
revealing what is most likely a QWWGWS lack of interest or information
on ltalian neorealism, her interpreter barks “Say alive,” and Sylvia du-
tifully says “Alive,” which is followed by enthusiastic applause from
the press corps. Other clichés follow in rapid succession: The happiest
day of Sylvia’s life is defined as ‘it was a night, dear,” and her secre-
tary even delivers the answer before Sylvia can repeat It; when asked
what she likes best, she says three things — love, love, love; finally, when
asked why she works in Enﬁﬁmwm Fellini focuses upon her ample cleav-
age as Sylvia wiggles her torso; mzw nn@ram. “Because’ ﬂr@ discovered
I have a big talent.” !

This hilarious conversation &Bm parody of celebrity interviews
moves quickly to a large set %mﬂ simulates a winding staircase up to
the dome of Saint Peter’s. This was actually the first scene filmed during
the production of La dolce vita, Sylvia has donned a costume that rep-
resents a parody of a provincial priest — round, broad-brimmed black
hat, a black dress, and a whit¢ collar. Continuing the insider jokes
about Marilyn Monroe, Sylvia mmeHWm as she climbs: “This is the right
way to lose weight. I must HaBnEwQ. to tefl gmﬂ?ﬂ 7 At the top of
the balcony, alone with gﬁnmzc, she gazes out enraptured at Saint
Peter’s Square and innocently wwwm him where Giotto’s Campanile is.
Of course, it is in Florence, not Rome! Suddenly, she realizes that Mar-
cello is 2 handsome man and nmmpoﬁm his dark glasses as her hat blows
off and floats down to the mmmnmnm. .

We once again cut abruptly ﬁo one of the two 50% impressive se-
quences in the film, the dance party in a nightclub mmmvomnm@ built in
the ruins of the Baths of Caracalla. Marcello is now completely taken
with Sylvia, and as he dances ﬁﬁr her, he delivers a speech in Italian
{incomprehensible, of course, to Sylvia, who does not speak a word
of Italian) that is a delightful v»no&\. of the kind of Latin-lover pick-
up lines every female tourist has heard a dozen times every day on the
Italian streets: _

You are everything, Sylvia . . : don’t you know that you are every-
thing, everything. . . . You are the first woman on the first day of cre-
ation. You are the mother, the sister, the lover, the friend . . . an angel,
a devil, the earth, the home. . | . Yes, that’s what you are. Sylvia, the
home.20 ‘
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The arrival of an American actor named Frankie Stout who knows
Sylvia immediately changes the atmosphere of the party into a fren-
zied revel. Frankie’s face ~ backlit carefully to emphasize his unusual
features — recalls the classical satyrs found on antique Roman statues.
(The English script even provides a photograph of one of them to un-
derline the tie between the character and such Roman statues.) Sylvia
and Frankie, followed by an active camera that is extremely mobile
throughout the entire sequence, begin what can only be called a Bac-
chic celebration of erotic energy that is dampened only by Robert’s
drunken insults to Sylvia and Frankie after they return to the table.
Racing off in tears, Sylvia is followed by Marcello who, after two brief
intermediary sequencesin his car, finds himself with Sylvia in the heart
of Rome late at night. In one of them, Sylvia howls like an animal in
answer to a barking dog, and her howls ignite a chorus of barking dogs
whose enthusiasm certainly reflects that of the men in pussuit of her
{Marcello in particular): Like the dogs, she seems to possess a natural
energy that stands in opposition to thé enervated and world-weary
character of all those around her.

Seeing a tiny kitten abandoned on the street, Sylvia immediately
picks it up and sends Marcello off to a bar for milk. When he returns
with a saucer for the kitten, he sees an apparition: Sylvia wading in the
middle of the Trevi Fountain. It is one of the most unforgettable mo-
ments in Fellini’s cinema or in any films-of the period. As the English
script describes it, Marcello is captivated by the sight of this figure of
exquisite beauty in the fountain: “He would like to enter her mood,
yet he feels absurd. But her naturalness, her total abandon to sensual
delight, pulls on him. He sees her as the fignre of Eve, fresh and un-
spoiled in a decadent and sophisticated world.”2! As Sylvia lifts her
hand from the water and holds it over Marcello’s head as if to baptize
or bless him, he leans toward her 8 give her a kiss, mesmerized by her
mnocence and beauty. At that moment, in an ironic comment on his
own capacity for spiritual renewal, the Trevi Fountain ceases cascading
its water supply as dawn breaks. gwnnmmo.m adventure with this water
nymph ends abruptly here and even more comically at the entrance
to the Hotel Excelsior, where he returns Sylvia to her celebrity world.
Waiting for Marcello is Robert who, as the predatory paparazzi ready
to snap the scene point out, once played Tarzan. Lex Barker (1919-73)

[




Marcello {Marcello smagtroianni}
and Sylvia {Anita Fkberg) during
their historic wade into the Trevi
Fountain, a scene still remembered
by countless tourists to the Eter-
nal City. [Photo: The Museum of
Modern Art/Film Stills Archive]

did, in fact, play Tarzan in five films between 1949 and 1953 and was
always identified with that particularly successful role. At the time he
appeared in La dolce vita, Barker had begun a European career, star-
ring in Iralian and German westerns. While his character Robert may
be a drunk, he is more than a match for the effete Marcello, and he

knocks him ao.c.ﬁ to the sidewalk as Marcello’s paparazzi colleagues
turn the event into a tabloid photograph.

_ The sequences tracking Sylvia’s arrival in Rome to her return to the
lotel Excelsior and Marcello’s disgraceful performance in the face of

an outraged Tar ini imaginati
g zan represent some of Fellini’s most imaginative and




comic scenes. He manages to nwmﬁﬁnw the shallowness and lack of cul-
tural depth of Sylvia as well as the self-delusion of a fatuous and frivo-
lous Marcello. These characters from the world of the cinema (Fellini’s
own world, it must be ﬁmBmbmemm& are projected against the backdrop
of some of the most celebrated of historical signifiers that represent var-
ious highpoints of Western civilization: the Appian Way (republican
Rome), the Baths of Caracalla (imperial Rome), Saint Peter’s {Christian
Rome), the Trevi Fountain (papal Rome). Naturally, poor Marcello and
Sylvia do not quite measure up;and, in fact, it is not Fellini’s intention
that they should. The energy in:La dolce vita does not reside in either
the jaded Marcello or the beautiful but shallow Sylvia. The real energy
of La dolce vita resides in the director’s camera, as Fellini transforms
this fresco of decadence into 2 vibrant:portrait that intrigues the specta-
tor without necessarily drawiniz him or her into that evanescent world.

Fellini accomplishes this miracle in a number of ways. In the first
place, evety sequence of La dolce vita is literally teeming with charac-
ters. Almost every one has an unusual or interesting face, a testament
to the hours that Fellini spent in the preparation of each of his films,
examining folder after folder of still photographs of actors and ama-
teurs whose physical appeararice struck him for some particular rea-
somn. The Fellini cast represents 2 cross section of humanity that could
be found in no other director’s work. These sometimes grotesque fig-
ures are skillfally choreographed by the director, and their movements
are constantly captured by a nwmmnnmm& photography, alternating long
tracking shots and traveling shots. Rather than employing the normal
lens that most directors employed at the time for wide-screen photog-
raphy — somm, in order to avoid distortions of the characters’ back-
ground during the rapid motion of the camera in such tracking or
traveling shots — Fellini instructed his director of photography, Otello
Martelli, to use 7§-, xoc-, or meoEB lenses, Marrelli objected, but as
he noted years later, Fellini’s intuition was a stroke of genius, for the
particular visual style it invented for La dolce vita resulted in the high-
lighting of figures inside a frescolike framework with a slight distortion
of their surroundings.2? Adding to the visual appeal of each sequence
were the stupendous sets designed by Piero Gherardi. As Gherardi has
testified, he and Fellini would: go through a ritual that was repeated
constantly during the production of La dolce vita: First they would at-
tempt to find an anthentic location’in Rome or its outskirts for a scene,

but this search would always end in Fellini’s rejection of “reality” for
an artificially re-created location in the studios.23 This occurred not
only in the famous reconstruction of the Via Veneto but also with the
Baths of Caracalla or the stairs of Saint Peter’s. In the instances where
Fellini employed authentic locations - the Trevi Fountain sequence, for
example, or the sequences shot at the ancient castie in Bassano di Sutri
~ it could be argued that the real locations were already sufficiently
“Fellinian” to need no touch of the master’s faneasy.

I have focused upon Fellini’s treatment of Sylvia in La dolce vita
because 1 believe these sequences reflect most fully Fellini’s powerful
tmagination, his comic_conception of charactesr, his narrative tech-
niques, and his visual style. Sylvia is continuously transformed in these
scenes: The sex kitten and buxom movie star thrusting her “talent” to-
ward the press corps becomes an incredulous little girf in awe of Saint
wmnﬂ_w (although confusing Rome with Florence); then she is the fren-
zied dancer cavorting with a Roman satyr in a bacchanal worthy of the
classical tradition, complete with an Iralian rock "o’ roll singer imitat-
ing Elvis Presley; after howling at the moon with the dogs of the Ro-
man countryside, she is once again metamorphosed into an innocent
fittle schoolgirl who is trying to save a stray kitten and then, and most
brilliantly, into a water nymph emerging from the miraculous waters
of the Trevi Fountain. After these many metamorphoses of her person-
ality that would require a modern Ovid to.chronicle their symbolic con-
tent, Fellini brings her back to the real world she has only momentarily
lefe — the Hotel Excelsior, her drunken Tarzan lover — and the final im-
age we see of her is as a woman in love with a scoundrel and willing
to suffer public humiliation from him to avoid losing him.

Anita Ekberg (Miss Sweden in 1951) was, as a history of Italian ac-
tresses put it, “maxfactored in Hollywood where she established her-
sclf in a series of comedies as a big, blonde, rather silly woman of the
carly Marilyn Monroe type.”24 Fellini selected her for the role of Sylvia
in La dolce vita not because of her acting talents, which she certainly
had not displayed previously, but for the particular personification of
the Nordic beauty that Italians usually identified with Hollywood ac-
tresses. Her “talent,” as Fellini has her admit in the press conference,
was her bust. She was the ultimate expression of what Italians called
the maggiorata A:mémmﬂmﬂmmlu or buxom woman} that was the rage in
the cinema during the pefiod and that produced such stars as Sophia




Loren, Sylva Koscina, Gina Lollobrigida, and Silvana Mangano. In
fact, Ekberg had already waded into the Trevi Fountain before Fellini
shot La dolce vita: She was photographed by the paparazzo Pierluigi
Praturlon, who sold the images for a substantial sum of money.25 Still,
Fellini’s version of the event, shot in the icy waters of a January night
and not in the heat of August when Pierluigi shot the original photos,
was not a simple case of art imitating life. Set within a complex series
of images and visual ideas in a masterpiece, this banal, tabloid “photo
opportunity” was transformed by the power of Fellini’s fantasy into a
symbol for feminine purity and innocence juxraposed to a world of
corruption and decadence that has quite rightly been called “the sym-
bolic image of postwar cinema, just what the Odessa Steps sequence in
The Battleship Potemkin [Bronenosets Potemkin)] (1926} was to silent
films.”26 The paradox of Sylvia’s role in La dolce vita is that this blond
bombshell, this ultimate symbol of sex appeal in the maggiorata style
of the late 19505, eventually becomes as memorable an image of inno-
cence and purity in Fellini’s world as does Paola, the little Umbrian
angel whose smile concludes the film.

La dolce vita may be said to represent both a break with Fellini’s early
works and a stepping-stone to an entirely different kind of cinema. The
films before La dolce vita focus upon a recognizably real world, al-
though this recognizably real world is depicted in a poetic and lyrical
manner by Fellini. As one French critic put it quite accurately, Fellini
will now move from the world of the Lumiére brothers to that much
more fanciful universe of Méliés to create a cinema based upon the
spectacular, dream, imagination, and memory.2” With an international
reputation after La dolce vitq far surpassing any of his European and
most of his Hollywood colleagues, Fellini was now ready to turn his
camera’s eye upon himself to examine the very narure of artistic cre-
ativity in the cinema. .
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of the final work and does not contain a number of major revisions that
became part of the completed film during shooting and editing. In face,
very few of the published Fellini scripts in Italian are continuity scripts
based upon the final cut. “La strada”: Federico Fellini, Director, is an ac-
curate continuity script in mbmmmﬂ yet also reprints a number of variants.
In citing from La strada, 1 shall refer only to shot numbers taken from this
continuity script, since it numbers nmnw and every shot in wrm final version
of the film.

Fellini, “Genesis of La strada,” p. 184.

Marcus, “Fellinis La strada: .wnmmmn@w&pm Neorealism,” at 94.

For the translation of the passage from the original shooting script that
was modified in the final version! of the film, see note ¢ in the section en-
titled “Notes on the Continuity m.nn.mmﬂs in Fellini, “La strada”; Federico
Fellini, Director, pp. 165-735, at 1269-70.

The best treatment of Fellini’s poetic imagery in his early films is to be
found in Gilbert Salachas, “Fellini’s Imagery from Variety Lights to Juliet
of the Spirits,” in Bondanelia, mm Federico Fellini: Essays in Criticism
(Mew York: Oxford University anmmmu 1978), pp. 205-19; another impor-
tant discussion of Fellini’s %namm that takes into account works from his
mature career may be found in mwﬁmﬂ Rosenthal, ¢ mvmnnmnhw. Magnifying
the Personal Vision,” in ibid., pp! 289~302.

See Peter Harcourt, “The Secret Life of Federico Feilini,” in ibid., pp.
239~%3, 4t p. 242; rpt. in Fellini, | abn strada”: Federico Fellini, Director,
PD. 239-52, at 242. (
For a discussion of how Fellini came to invent the image of the horse, see
Moraldo Rossi, “Feliini and %m.wvmmﬁoa Horse” in Fellini, “La strada”:
Federico Fellini, Director, pp. Mmm:w.

Guido Aristarco, “Guido >1mﬁm&@ Answers Fellini,” in ibid., pp. 208~-10,
at 209. I

Peter Harcourt, “Secret Life of m.nmnnno Fellini,” p. 2.50~1; also in Bonda-
nella, ed., Federico Fellini: Essays in Criticism, P. 251,

Chapter 3. La dolce &S..Wmﬂm Art Film Spectacular

For a collection of the letters exchanged between Simenon and Fellini af-
ter a friendship between them mEQmma from the Cannes experience, see
Carissimo Simenon — Mon Cher Fellini: Carteggio di Federico Fellini e
Georges Simenon, eds. Claude Gautenr and Silvia Sager (Milan: Adelphi
Edizioni, 1998). Tullio Kezich, .wx “La dolce vita” con Federico Fellini:
Giorno per giorno la storia di unlfilm che ha fatto epoca {Venice: Marsilio
Editori, 1996), provides a diary of the making of the film. For the Tralian
script, see Federico Fellini, La dalce vita (Milan: Gaszanti, x983), a large
section of which {pp. 161~220) contains an appendix reprinting many of

the scandalized, negative, or hysterical reactions against the mwam an ab-
breviated English version is published in Federico Fellini, La dolce vita,
trans. Oscar Deliso and Bernard Shir-Cliff (New York: Ballantine, r961).
For a photographic history of the infamous paparazzi, the photographers
whose very name is derived from Fellinis film, see Andrea Nemiz, Vita,
dolee vita (Romle: Network Edizioni, 1983); for hundreds of beautiful
photographs shot on the set of the film, see Gianfranco Angelucci, ed.,
“La dolce vita”: un film di Federico Fellini (Rome: Editalia, 198¢).

The figure is given in American billions. The box-office success of La dolce
vita is discussed by Tullio Kezich in Fellini (Milan: Camunia Editrice,
1987}, pp. 292-3.

John Baxtes, Fellini (New York: St. Martin’s, 1993}, p. 164, reports that
Fellini received fifey thousand dollars in cash plus a gold watch from his
producer, Angelo Rizzoli.

See Paul Ginsborg’s A History of Contemporary Italy: Society and Politics
19431988 {(New York: Penguin, 1990), especially chap. 7 {“The ‘Eco-
nomic Miracle,” Rural Exodus and Social Transformation, 1958-19637),
to which T am indebted for his excellent discussion of the rapid social and
economic changes that took place while La dolce vita was being made and
that eventually came to be symbolized by the film itself.

Fellini, La dolce vita {ltalian ed.), p. 206, reports a letrer published by the
Vatican newspaper L’Osservatore Romano on 5 March 1960 thar calls
attention to the fact that a number of the most famous scenes in the flm
could be grounds for prosecution under this law. It must also be recorded
that not ail Catholics or priests rejected the film. Padre Angelo Arpa, a Je-
suit who had befriended Fellini and had assisted him when he ran into cen-
sorship problems with Le notti di Cabiria, recounts the history of his re-
lationship with Fellini concerning the film in “La dolce vita”: cronaca di
una passione (Naples: Parresfa Editori, 1996},

For information on the Montesi Case, see Baxter, Fellini, pp. 143—4.
For a history of this mvamcﬁnmowv see Hank Kaufman and Gene Lerner,
Hollywood sul Tevere {Milan: Sperling & Kupfer Editori, x982}.

See Nemiz, Vita, dolce vita, for la collection of the most famous of the
paparazzi photographs from theperiod.

The influence of Dante in Lz &m.tnm vita is perceptively treated in John
Welle’s “Fellini’s Use of Dante in La dolee vita,” rpt. in Peter Bondanella
and Cristina Degli-Esposti, eds., Perspectives on Federico Fellini (New
York: G. K. Hall /Maxwell Macmillan Intl,, 1993}, pp. 110-18. Fellini’s
indebredness 1o Dante is also treated by Barbara Lewalski in “Federico
Fellini’s Purgatory,” Massachusetts Review § (1964): 567~73, 1pl. in
Bondanella, ed., Federico Fellini: Essays in Criticism {New York: Oxford
University Press, 1978), pp. 113-20. Jacqueline Risset, the French trans-
lator of Dante and also a Fellini scholar, discusses the link between Dante
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and Fellini in “Appunti II: Fellini ¢ Dante” in L'incantatore: Scritti su
Fellini (Milan: Libri Scheiwiller, x994), pp. 89-95.

Pier Paolo Pasolini, “The Catholic Irrationalism of Fellini,” Fibm Criticism
9, no. x (Fall 1684): 63-73; rpt. in Bondanella and Degli-Esposti, eds.,
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