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ABSTRACT

The characterizations of women in three of Federico
Fellini's films can be used to demonstrate the process of
self-actualization real women experience during the fulfillment of
the promises of the women's liberation movement. The films "La Dolce
Vita" and "8 1/2" portray traditional stereotypes of women with
traditional societal roles. However, in "Juliet of the Spirits"
Fellini creates a female character with full personality dimensions.
A progression of gradual liberation of the female characters can be
traced from "La Dolca Vvita"™ through 8 1/2%" to "Juliet of the
Spirits." Also, there is a parallel between the personal growth of
the female characters and the journey of Dante through his
"Commedia.” An understanding of feminism can be gained through the
study of films and literature. (CH) -
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of ﬁbg_<u1r1t can, in fact, bc seen as Part 11D of a Dantecan ir*]og/

One (rltlc has described Federico Fellini' F]]m Juliet of the Spirits

as & "fomale counterpart of Fellini's previous film, 8 %, adding that there

was now a “Hers to hang next to His;" with the parallels between the two

ul

filins "obviously intonded to ba obvious. But there were also important

arallels b\ cveen & 4 and the film which procnﬂnd it, La Dolce Vita. 1u11el
2

Fellini's ropresentation of himself, like Dante's, is first seen in the hell

of & contemsorary ¢ity. €ngaged in pursuit of gossip for his tabloid and of
) [

a sex-yoddess for himself, Harcello of La Dolce Vita scems to abancon hope

Cof finding a meaningful message to write or a meaningful religion o believe

in. Then with a changa in name and an advancement in age and vocation, es-
sentia11y the same character appears in 8! s on a purgatorial journey. tlow
naned Guido‘(but'sti]1.plajcd‘by l.rcello Hastroianni), 3 the filmmaker hero
of 0 4 trave]s prisarily through the internal space'of his inind, moving

backward and forward in time as he tries to make a film about his life, while

incidentally but symbolically partaking of the purgative waters of a health

-4

--ladzos Size," New Republic, November 13, 1965,

]Stanluy Kauffmann, "8 !
p. 28.

?Seg Lessie M. Reynolds, "An Analysis of the don-Verbal Symbolism «in
Federico Fellini's Film Trilogy: La Dolce Vita, 8 %, and Juliet of the Spirits,"
Diss. University of ilichigan, 1969. Summaries of the films are coiitained 1n the
appendices. . ' :
‘ Prints of the films are available as follows: La Dolce Vita, Audio Film
Center, Inc., Hount Vernon; M. Y.; 8 k%, Embassy Pictures Corp., Atlanta Georgia;
Juliet of the Spifits,.R1)Lol1 Film Distributors, Inc., Hew York.

3Fellini often uses actors real names, as he did for Marcello in La Dolce
Vita. The name Guido, however, in 8 % may allude te.the Guido of Dante's
Burgatory, XXVI, wvho, Tike Fe]l1n1 s char«cter, was c]eans1ng hls soul of lust.
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spa. ‘Througn his film ert, Guido is able to bring Harmony-td the discordant
elenents of -his reé1 fife, and thus he re eaches the - goa] of a pu}gatory

Then in Julict of of tha Spirits, and through an even more p5/ah1c Journey, a
female protagonist also achieves redemption by trayc]ing through sphercs of‘
the qoirit.ﬁorld to r“*ch a parception of an existGEtialist‘paradise. As

—r——————

ing spheres,. vhere she, like Dante, encounle transubstantiated sp1r1ts,

Cand through them she Tearns thc natire of modarn woman's heaven--liberation-

from M/Lh> about herself.

flore important, perhaps, than the Dantean archetypal journey which

‘unites these three fijns is Fellini's apparent departure From the Dantean

m0d01~1n prnfont1rg his third filn from a voman' po1nt of view,

One cxplanation for Fe11ini's shift to a woman as protagonist may 1ie
in his wish to o<p1oro various facets of modern humanity's myths, expecially.

these abou, women. In the two films prior to Ju]1nt of - the %p1r1t Fellini

had focused on the opposing potentia]s of archctypa] views of women. When
the archetypes are distorted and vulgarized, as they often are by media,
they inevitably contridute to the bitterness of the “sweet-]ife.“ The arche-

types of Homan as Jungian Anima,4 moreover, can be a source of torment when

4Fellini exhibits strong influence of Jung's thought. in Tullio Kezich,
"The Lony Interview," trans. Howard Greenfeld; transcription of the final
screenplay by John C@h en, trans. Cec111a Pcrxault (Mew York Ballantine
Books, Inc., 1966), p. 46. : .

Deena Boyer, The Two Hundred Days of 8 !, trans. Charles Lam Markham
(Mew York: Hacmillan Co., 1954), p. 205, does not discuss the Jungian use
of the term'an1ma, but its 1mportance as Italian for "soul" 1is stressed in"
the term's interesting use in 8 %: "Asanisimasa," the magic incantation
used in that f11m, vias cons1dered for the film's title, with the 1ncantat1on
decipherable as "anima" when everq second <y11ab1e is removed

i




théy cause a man fo hold dualistic attitudes ‘toviard women. Fe1lini‘sﬁows

uch Jung1an archetypes most frequently in his represnntat1ons of the Earth
'Jothcr, the Temptress, and the P]atcn1c—Chr1st1an Ideal. He adds-a fourth,
by reversing Lhe archetype of" Unra1thfu1 H1fe to show the Fe111n1an man's
Too-Faithful ! 1fe ilother, The Earth moiher, whori Fellini' S'hero strongly
desires because of childhood mémories, and the Tempfrcss soﬁetimes merge, but
both are forbidden te him by his Catholic rgiigion. His religious training
also p?asQS»the Ideaj;-or Hadonma, odt of reach sexﬁa11y, although itris her
type hé sgeks'for his bride. The woman to whom h¢'isrmarried, however,. be-
comes a forbidding figure, an oppressive1y faithtul servant-wife who is
typically identified with his elderly, rcproachfu] mothér The fi]m 8
shows the hero as creative anu]st struggling wi th h1s dua]1st1c views of
"women--as either too good or too old to be sexually desirable, or teo desir-
able to be virtuous.. At oﬁe point in'thé film, Fe]lihi ahusinu]y satirizes |
hif'\j‘hcro‘r di]emmaJEy showing'his fania sy of a harcm 1n the farmhouse of his
‘childhood, where all the women of h1s imagination serve . h1s comfort and
vanity. The film arL1sL hero of 8 2, hO?CY?F: f1na11y understands the nec-
essity.cf drawing from, and merging, a]? the archetypes'of Homan which he
holds infhis.creative unconscious. The final'séquence of 8 ! thus shows a
dance of life around a circus ring and significantly jpins, hand in hand, -
all of the hero's women——except the imaginary I&eal who seems replaced by
his wife as the 1eader of the dancc.5

It could be argued that Fellini's use of Juliet as protagon1st in his

'subsequent fl]m is s1mp1y a means of representing his hero's newly discovered

ideal Anima, best_represented in the person of his wife. Since Fellini's "

——

.

A previous version of 8 % 84%'s. end1ng vith a]l the character° together on
a train, rather than around a cir C1rCUo r1ng, apparently did not include the
Ideal either. Compare photographs of Claudia, the Ideal, with the still
photograph of the alternate tra1n sequence in Boyer. pp 130-131.



hero had always béen essentially Fellini himse]f,s Juliet can'be seen as a
representation of the female side of Fellini, eépecjally considering that
his wifc; Giu]ietta'nasjna,.plays thé role of Juliet. Aﬁd it éou]d be fur-
ther_argucd that Fellini again follows in the footsteps of Dante by‘a}1owing
himsélf tdhsee paradise only through the eyes,pf his Beatrice.
Perhapé the most- important explanation fof Fellini's use df Juliat as
: ;

protagonist in the third film of his trilogy, however, can be found by re-

“membering that Fellini's major theme concerns. communication, and that he

explores its varicus facets. He presenls moderns as so facile in the ‘tech-

‘nology of communication that they are almost overwhelmed by their facility.

Fellini shews, then, thrce major ways of considering the effects of the

communication overload. First, La Dolce Vita shows excommunicated modern

man in his symbolic role of passive reporter; without any meaningful message

of his own, he is involved in distortions and lies as purveyor of modern

A

myths of gods and goddnsses of the media. Second,,8 % shows the man of the

media, though still frustrated, as active, creative artist who finds -he can

-

exercise his imaginative powers to transcend and transform the myths which

definé him and the women in his Vife. Third, Juliet of the Spirits. shows the

effects of media, and its attendant romantic distortions, upon the passive,

o } . c . ..
receiving audience; use of a ch11d—yoman as protagonist is Fellini's way of
| : . 1 : :

symbblizing such an auddience. Jh}{et is married, it should also be noted,‘to

a public relations man, another of Fellini's communications experts. As a

“typically bourgeois housewife, Juliet has no real life of her own and is,

therefore, particu1arly susceptible to thelromantic myths brought -to her by

rJ.‘:enzo Renzi, in a collection of interviews, Federico Fellini, Pramier

Plan, Ho. 12 {Bologne: Capeili, 1960), p. 40, quotes Fellini concerning
La Dolce Vita: *"Oui, une autobiographie. Marcello-c'est moi. ..." For par-

‘aTlels between Fellini's 1ife,and 8 %, see Boyer.



her eontinually'turnedioﬁ televiston set. Thus, in many waysiduliet is the!
* most deceiyee of Fellini's trilogy pretagonists. It is, aceordingJy, all
the more important to detail her problems in thé journey tewaEd Tiberation.
Juliet's childlike roie as gullible audience shows her te be a com-

plete believer--not on]y_in myths, but a]so~in magic. Thus she is the re-
ceptive participent in a seance which. ta?es place eariy in the film. In

this and subsequent SQouences, 1t 1s 1mpos ible to“tell'ﬁheﬁher or not the
released spirits who-visit Ju11et are hallucinations. In any case, they:ﬁﬂ |
fuse in her Mind vith ¢ he a1nesr equally unrea] glamor figures u1th whom she
comes in contact Lhrouqh her husband's job. \Both his assoc1ates and the
emanations from the sp7r1t world seem no more (ang'no less) real to her than
the sounds and sights emanating firom hen television set., All speak to .
Juliet of the romantic love missing in her life,

Indeed, the childless Juliet is surrounded by signs of love's fruition:
her maid has 2 lover, her married sister has twins and"is pregnant, and even
Juliet's cat is pregnant 7 But because Ju]1ct is un]eved, she, who seeis te
have expected mur11age to bring a fa]Tj ~-tale ”happj ever after" 11fe, is as
lost as an Alice in the mad Honderland of her husband's vocation.gv For
Juliet, though a midd1c~aged woman,‘is-thc most chi]dlike:of Fellini's three .
kch%]d]ike protagonists In faet Juliet's ccntra] problem is that she.is
bound by childish concept1ons of good and evil which (un11le ‘those flna77y

harmon1zed by Guide in.8 %)- are shqwn as repressive forces from which she

Thenata Adler, "Fellini Casts a Color Spell," L1fe, November 26, 1965,
p..18, makes a similar point.

8Kez1ch, p. 45, quotes Fellini as saying that he- suggested to his de-
signer that the costumes sheuld evoke a "childlike tone, also a disquicting
one, i1ike Alice in Wonderland,” _ '




Q
must be free in order to be whole. "Her unconscious contains spirits which

must be exorcised.

>

Juliet's journey toward freedom is perhaps more Tike an LSD "trip" than-

~a real joufney throuah space (aé in La_Dolce Vita) or through time_(as'in 8 1).9
And just d; the spa setting narrowed the'journey ofug;i, SO thé‘joufney‘of
Juliet is further ﬁarrOWed to her house and its environs. She Tleaves what she
apparently considers her "place™ at home infrequently. The beach which,she
visits 1S only a'shovt walk from hcr'house,las is.thé studio of thc-sculptress
- who shocks Juliet with her male nudes. Uven visibié frbm Ju]iet”é house is
the exotjc (and erotic) household of her apparently a]ter'ego,'Susy, who pre-
sents Juliet with only abmomentary temptation to lead avdifferent'sort of_
life, that is, an frmoral one in Juliet's terms. “Only atﬁthc insistence of
. others, and only in attempts to keep her home thevmeaningfuf center of her
L 1ife, does Juliet make three more distant visits: (1) to the hotel suite of
the Ghjsﬁa, a mystic égcr; (2) to the office of the detective invcstigatipq
her husband's gxtraMarital_affair; and (3) to the home of her rival. By
narrowing the Jocale of this film primarily to Ju]iet's.house; Fellini has
not only emphasized her enpty role as-hbusewifc, but he has a1so:narrowcd
the concern‘of the film more surely to Jﬁ1iet'5'inner life. Even Guido's
-problems in 8 %4 yéry‘muéh involved those around him, although he ‘found the
reso]ufion to his prob1ems within’himself.’ Juliet's prob1emsf howeyer, are
largely due_to'her‘OWn image of herself, an image distortpd by the Mirror of

her 1‘magination.]0 o

S O Kezich, p. 31, Fellini refers to an LSD experiment which he under-
took, with the supervision of a scientist friend, prior to filming Juliet of
the Spirits. - T

]OMirrors are used at the opening of the film and frequently thereafter,
L perhaps to stress the ambiguity of reality or perhaps to symbolize Juliet's
Qo search for her true identity,
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Juliet's imagination is, moreover, remarkably like her television set:

nearly always turned on and particularly receptive to romantic distortions.

More than any other of Fellini's characters, Juliet scems to believe in fairy-

tale versions of herself and others, including even a fairy-tale conception

“of religion.

Since the film is seen largely through Juliet’s point of view, the:char-
actors cmarge with a closer identity to fairy tale archetypes than to the

Jungian or Dantean ones of the preccding films, And in having Juliet ulti-

mately-reject her confusing guides from the spirit world, Fellini also differs

from his Dantean model by suggesting that such guides can be misleading, espe-
cially wien they are seen as saints. Throuqhout.thc film, Juliet painfully
identifies with the role of saint which she played in a childhood drama.]]
Perhaps Juliat {dentifie§ vith the martyred saint as éampcnsation.for haing
aangly Duckling in a family of beautiful women. In fact, Juliet's mother is
presented in an early fantasy-memory with the.false béauty of Halt Disney's
Evil Stepmother:in Snow HhitLJ in whigh aspect she reappears during the final
episode of the fj1m.1? Juliet's suﬁordihate role to this non-motherly woman
and to her two, more impbsing, sisters also suggests Juliet as Cinderella,

It is as if she had been -temporarily rescued by her Prince when she married.
In a reversal of another fairy-tale, however, Ju]fet's Princevseéms to have

changed to a Beast, and with him she is in a no less subordinate and unloved

position than she was with her mother and sisters. MNo real father appears

HKezich, p. 57, quotes Fellini as saying that the "gestation" period
of Juliet of the Spirits extended back to the time of work on the film
La Strada (&lso starrinc Giulietta Masina), during which period he had con- ..
sidered making a film about a “very sweet, unknown provincial saint," in an '
effort "to penetrate certain areas of reality which could find a perfect
guide in Giulietta." ‘ : -

12Kezich, p. 235 (in the transcription of the final screen play by
John Cohen, trans. Cecilia Perrault), similarly describes the mother.
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in fhe film, and even Juliet's beloved granﬁfﬁthéf (1ike the father in mgny
~ fairy-tales) had gdne avay when Juliet was young; 1eavihg her to the dis-
dainfqi‘treatment of an unloving, stepmotherly mother,

.Juliet's two memories of thevgrandfather's rof& in.her childhood coﬁ;
tain an important key to her problems. She rememboré the Tiberatioh from
nartyrdom which he brought whan she p]ayed-the part of saint in tha school
play. lie had Titerally stopped the show just as she was ascending on a
sartyr's rack to "heaven." Yat the child Juliet is remembered -as weaping
after his intervention, perhaps from disappointment at not having secen God
as she had expected. Or perhaps she wepl because of thé shame the grand-

. father's actions brought to her mother dnd'to thc school's headmaster. Cer-
tainly the adult Ju]int‘js shown still in fear pf her mother's disapproval .
cand of the vengéancé of the kind of god which the hcadmaster’represcnted.

But Juliet also remembers her grahdfather as an-ﬁccomplice 6gdi;st the evil
of her mothér, or at Teast as a Kindly aﬁdlromantic.figure--an'e1der1y Prince
who had eloped with a fairy Princéss,\represenfcd by the bé1lcrina to whom he’
had introduced Julict when they had goné'backstage in fhe fairy-tale gor]d of
.the circusT On'the other hand, Juliet also remembers tha shock of her mother
and of the headmastér when her grandfather and thg ballerina e]oped. It
_thercfsfe‘seems that Juliet has two cOnf]fcting Qersions of her FathereGod
(bofh with Tong beards imposed by the childish.view). There is one of ven-
geance like the headiaster, who requires martyrdom, and one of love like the
grandfather, who heverthe]eés”carries the threat of beiﬁg really a tool of
the devil. Cohsequent]y, the threat of tpe flames of hell is- for Juliet the
only alternative to the flames of martyrdom. (This attitude toward the-only
father-figure Juliet has known undoubtedly inf]uénces her attitudes tdward

men in'general.) - S

3



But her grandfather also abﬁears dS axkindhéf_fairy godfathér to'Ju1iet, '
while his ballerina gir1 friehd, Fanny, takes on.fhe guise of a fair& god- |
mother, especially as Ju]iet'thinks that Irié, the spirit who speaké‘to
Jﬁ]iet guring the'seapcc,-is perhaps really Fanny. dJuliet's memory also iden-
tifies the ballerina with her hedonistic neighbor Susy (and the same acfress
plays the parts of Fanﬁy,ilris, and Susy): Susy also behaves much like a VO~
luptuous fairy gedmother, offering her godson to Juliet as a lover. Juliet
rejects this offer, just as she(rojects the offers of help from all those
around hér. She herhaps rezlizes that their patronism-iﬁ as spuriousbas their
advice. Apparqnt1y only through the‘process‘of 2 psychodrama (which the
viewér sees ontirely tﬁrmugh its.manifestations in Juliet's mind) does a true
diﬁgnosis and prognosis for Juliet cﬁerge. Significantly; even here Fellini
has Juliet find hor answers within herself--yherein her prob]ems are: located.

The psychodrama takes p]acb during a garden party,'where figures from.
Juliet's recal and fantasy 1ife are all séen in a mohtage of frightening shots.
For cxample, there is a threatening Eve in the gafd&n, virapped in an enornious
snake; gray-clad ﬁuns frem Juliet's school days march funerea11y améng the
guests, ds Fascist soldiers goose-step; Susy appears, dressed in a mockery of
Juliet's saint costume, and taunts Juliet with laughter and a bright red
tongpe. Juliet only partly emerges from hér waking nightmare when the guests
é}e leaving and sher!earns that her husﬁand has also left. Ju]ief nbw Knovis
that he is probably permanently leaving her for the other vwoman. Then,.in_a
walk through the pinc woods beside her house,.witﬁ the psychodramatist, who
has been the only person to remain after the party, Juliet finally seems
able to accept advice. It may be important that this advice comes‘frqm &

doctor who is also a woman. She tells Juliet "te become securely rooted”
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1iEe the lbfty'treeé, buf to spread branches duf-“in alt directions"; "to
fulfill [herself] . . ..withdut confiict with [her] désires."]3- Perhaps
thisltonversation ACCNUNLS for Juliet's acticns wﬁcn thé_nightmafi%h f{guﬁes '
reappear in a final flood of fantasy. She is ablie tb dismiss all of her
spifits, req1 or uhrea], including the Susy-Fanny'rwpresgntations of licen-
tious Tife as we]l.hs the Fascist soldier representations of Ju1ict's-1ife
witn her husband, Most importantly, though, she dismisses hef mother's be-
withching hold, In tﬁe last portion of the film, Ju]iet is in hor bed and
seciis in a real dream when sac hears a voice calling out of the walls of her
roout. [n spite of the appearance in her dream of her wother who tries to
restrain Juliet, she risés and goes to the wall and seons Lo opan it as iy
it hu1d a'sacrn£'door. Dowin @ strange corridor she sees herself ajain as a

child-saint on her nartyr'

s rack. low as a maturo woman, Julict is gseen

struggling to release her childhood self from her bonds. Then she is scen

outside the house waving goodbye to the dumpy;.]ittle Jqliet and to the
qfandfather who flies away in an ancient circﬁs airplane--like that in which
she had imagined him flying away with his ballerina. . .

Finally, in the light of morning, Juliet i5 seen outside her ginger-
bread hcuse. Quite alone, but no longer frightened, she is free of the

house's dangerous spell. The archetypal woods of bad dreams and confusion

are also behind her. This Gretel has escaped her myth of hersélf.

In speaking of Juliet of the Spirits, Fellini gave this film's larger

imp]icatibns for both men and women. In a profound paradox, he said, "A

. - 14
free man cannot do without a free wecman."

It appears, then, that Fe]lfni

gives woman's Jiberation first priority.

3Kezich, p. 300 (in Cohen's transcription).

~ 1%gezich, p. 62, quoting Fellini.



