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Anita Ekberg, 1956.




FOREWORD


Federico always loved beautiful women—and I was a beautiful woman! Of course he wanted me in his film, La Dolce Vita. It was a match made in heaven!


He didn’t write scripts. He just imagined the sequence of images he wanted for his film and told us, the actors, to improvise within that framework—well, more or less! Nothing like this happens in filmmaking today. That was, indeed, another world. I wish that young people, who virtually live through the Internet nowadays, could know what it was like at the time. What it was like to work with Federico, to be a star in Rome, where everyone loved me. When it was possible to walk freely down the Via Veneto without worrying, even with the “paparazzi” calling you by name: “Anita, look this way!” Click! “Anita, an autograph please!” Click! Click! Click!


Federico and I were happy in each other’s company and on the set. I helped to make his name and he made me even more famous. Giulietta, his wife, was very jealous, but I rarely saw her.


Fellini was an artist, an eccentric personality and egocentric. He courted women in a platonic way. To be honest, I never quite understood his relationship with women and sex. We were good friends. He would phone me, “Anitona, let’s go out for lunch,” or he would come by my house in the countryside, near Rome. I was good at preparing some special gourmet dishes and he was a “bon viveur.” We clicked glasses and drank the wonderful local wine together.


All my love to the young of today, and to the now older boys and girls who knew us and enjoyed life in the sixties, and to those who find out about us through this beautiful book.


Thank you,


ANITA EKBERG, Rome, 2014




Interview with ANITA EKBERG


How did you get the role in La Dolce Vita?


ANITA EKBERG: Federico saw me driving around in my Mercedes 300 SL so he contacted my agent, William Morris, who had an office in Rome. I asked, “Who is Federico Fellini?”


Was the scene in the fountain from La Dolce Vita scripted or improvised? How did you feel about shooting that scene?


AE: It was improvised. I often walked barefoot and cut myself. The Trevi Fountain was nearby and I washed my foot in the water. This was August 1958 or ‘59. That’s how Federico got the idea, but he shot the scene in winter.


What is the main difference between working on Hollywood studio films and the Italian ones?


AE: Filming in Hollywood was very well organized. I was so surprised when I was told that Fellini had no script to give me! He told us what he wanted us to do once we were on the set.


Did you participate in the choosing of makeup, wardrobe, and styling—or was that all preplanned by Fellini?


AE: I chose it all.


Your look in the film has become iconic and has been referenced by many designers, including Guess, Thierry Mugler, Alexander McQueen, Dolce and Gabbana, Fendi, Versace, and Tom Ford. Are you aware of the extraordinary influence your look and costuming in La Dolce Vita has had on today’s fashion?


AE: Yes. I particularly notice it with the styling of the actresses, and also the supermodels in the magazine ads and editorials.


Did you feel any chemistry with Marcello Mastroianni? Did you remain friends after filming?


AE: No chemistry. He spoke very little—not only with me but with everybody. He drank, smoked, and stayed in his dressing room.


Once the film was released, certain people in the church and the courts and the censorship boards threatened to pull the film. Fellini was labelled a “public sinner.” Did you feel any of that pressure?


AE: No. Not at all.


It is written that Fellini coined the term “paparazzi.” Is this true? Had you ever heard of that expression before La Dolce Vita?


AE: Yes, he invented the word during the filming. I had never heard it before. One of the news photographers in the film is named “Paparazzo.” The word is supposed to suggest the annoying sound of a camera shutter, or a “buzzing insect.”


Had you experienced the “paparazzi” in other countries like America? Or was that more singular to Italy at the time?


AE: Singular to Italy, but now of course it happens everywhere.


Fellini notoriously dubbed all of his films. He even dubbed his Italian language films in Italian. Did you ever have to do voice-over work for either La Dolce Vita or Boccaccio ‘70?


AE: No. Never.


Did you keep any mementos from your working relationship with Fellini? Did you keep your scripts?


AE: I had no scripts. Anyway, thieves took many of my belongings.


Did you remain in contact with Fellini after Boccaccio ‘70?


AE: I was never once invited to Fellini’s home, though I made four films with him! Yet he came to my house.


So, when was the last time you saw Fellini and do you have any memories you care to share about that experience?


AE: He came to my villa to say hello. It was shortly after shooting l’Intervista. This was in the late eighties. Not long after he got ill.


Fellini’s films have recurring random motifs of parades and groups of people in uniform (or uniformly dressed). In La Dolce Vita it’s the paparazzi and in Boccaccio ‘70 it’s the group of priests, the marching girls, and the boy scouts. Do you have any idea why he regularly included such imagery?


AE: I have no idea. But some of his friends were nuns.


Do you believe Fellini’s films will continue to inspire and remain culturally important throughout the rest of this century and beyond?


AE: People seem to remember me more than him.




REINTRODUCING FEDERICO FELLINI


Amongst cinema enthusiasts, few filmmakers are as analyzed and discussed as Federico Fellini. The twenty-first century moviegoing public, however, seems curiously unaware of his enormous contribution to cinema, a contrast which is even more perplexing when one considers that he remains at the top of a short list of film directors referenced and referred to by last name alone. So identifiable is his style that an eponymous adjective was coined to describe other works that borrow ideas, costuming, characters, and scenes from his imagination: Felliniesque. If one is unfamiliar with Fellini’s work the meaning of the word may be unclear, but upon viewing any one of his films made during the sixties, the definition becomes unmistakably evident. Even the most linear and structured of his films produced during that decade, La Dolce Vita, has its share of distinctively odd scenes and unusually styled extras on the periphery of the frames. By the time Fellini Satyricon was released ten years later, the strange, unique, and/or grotesquely photogenic background players—formerly on the sidelines in the earlier films—had been moved front and center, becoming not just a focal point, but the point. Certainly many reviewers at the time felt the artist had lost his way, but if anything he had finally reached an apex of anarchic filmmaking. Fellini Satyricon represents everything great and awful about Fellini. Criticisms aside, this is the Fellini film that is most often cited as pushing the boundaries of gratuitous sex and meaningless violence before this practice became commonplace in the seventies. While certainly not pornographic by today’s standards, it remains a most disturbing portrait nonetheless.


The first two decades of Fellini’s career served to develop his distinctive style, and brought him the worldwide success that allowed him to direct Satyricon. What other director would have been granted the free reign and unlimited budget he was given to bring such a perverse spectacle to the screen touting no major stars and, more surprisingly, no solidly structured narrative? Fellini’s battles against traditional structure go all the way back to La Dolce Vita in 1960, and while that film presents a central character and story, its plot has often been dismissed as arbitrary and rambling. Like Charles Chaplin’s masterpiece Modern Times (1936), it almost feels like two or three short films strung together as one, or perhaps an original film and its sequels presented as a whole, rather than one singular feature. The effect is mesmerizing and compelling, but somewhat puzzling. For the first but not the last time, Fellini made the film he wanted amidst much fanfare and then released it to the public, but without the public in mind. Certainly no contemporary focus groups or test audiences would give it high marks for consistency or characters to care about. Yet the film succeeded wildly, earning its status as a bona fide classic—and only Fellini could have pulled off such a feat. Even with a big-name director, a Hollywood-produced film at that time would not have only looked and sounded completely different, but would likely have been chopped down to half its length. More realistically, in the United States, La Dolce Vita never would have been green-lit at all.


Whether in the already less-oppressive Europe or in the U.S., the decade of the sixties ushered in an era of relaxed restrictions and more creative freedom for filmmakers. The sixties came along at just the perfect moment for Fellini, who was riding the crest of his first wave of success and therefore given ample opportunity to take advantage of these liberties. His application of this creative freedom would not culminate with La Dolce Vita, but begin with it. It was with his next film, 8½, that Fellini truly plunged into the exciting new decade and all of its possibilities. If the success of La Dolce Vita pried the doors open wider for Fellini to make the kinds of films he wanted, then the multi-award-winning 8½ blew the doors off their hinges and solidified his reputation as a giant in world cinema.


8½ is often considered to be Fellini’s single greatest achievement in a long career full of highlights. This is partly because of the biographical nature of the film and the inherent honesty in its portrayal of the movie director at its center. Somewhat surprisingly for an artist so unconcerned with audience approval, in 8½ Fellini played to expectations and gave audiences exactly what they imagined a famous movie director to be. Glamour, angst, and existential depression are romanticized while the male fantasy of being desired by nearly every woman on the planet ends in sublime exhaustion and laissez-faire disillusionment for the film’s protagonist. Set in a bizarrely personal parallel universe, 8½—whether intentionally or not—seems to encapsulate the malignant nature of narcissism and the seductive allure of disregarding the practical and emotional needs of others in place of concentrating solely on oneself. The director-hero is constantly bombarded with the demands of his producers, actors, wife, mistress, and public while ignoring and purposely circumventing them at every turn, ostensibly due to his creative blockage and fatigue, but also because he’s so caught up in himself that they barely register. Retreating to memory and fantasy, the director relives his past while unsuccessfully working through his issues in the present. Utilizing a more fragmented storyline and no formal script, 8½ shattered traditions of film technique and visual storytelling. Perhaps more than any other Fellini film, it remains the embodiment of cutting edge sixties entertainment, for at no point in the fifties could it have been considered or produced. A new masterpiece was unleashed on the world and Fellini would now be granted even more allowances than before. Never one to miss an opportunity, Fellini would steer his art in an unexpected direction.


Fellini’s third feature film of the sixties, Juliet of the Spirits, is a fascinating amalgam of the surreal and the ordinary played against a backdrop of suspicion and deep emotional wounds. Possibly as a response to accusations that the portrayal of women in his two previous films was less than flattering, Fellini decided to create something special for his wife, Giulietta Masina, to star in. Having acted in the director’s most lauded fifties films, Masina stepped into the swinging new territory of the sixties with a sensitive conviction. Juliet has been described as 8 ½ from a female perspective, but it is in fact a different creature altogether. Almost closer to a horror film than a journey of self-discovery, the movie hits all the expected Fellini touchstones but this time through a multicolored lens. Religion, family, infidelity, commitment, and fantasy are contemplated, criticized, experienced, or cast aside entirely. Childhood demons, while acknowledged figuratively in moments of 8½, literally roam through Juliet’s story.


Riding on the coattails of the widely acclaimed La Dolce Vita and 8½, Juliet of the Spirits was immediately heralded as another classic in the Fellini canon. However, it scarcely possesses the ability to defy criticism the way the other two do. In those films, an achievement bordering on the impossible takes place. Based on known factors about how audiences experience films, nothing in them should work as well as it does—yet somehow even the things that don’t work fail to detract from the enjoyment of these movies or diminish their status as masterpieces. Every element, from the cinematography to the actors themselves, registers in the same way that a beautiful piece of abstract art adheres to our consciousness. We may not understand its meaning but we appreciate the profound beauty. Diving into the complex realm of the female psyche with Juliet, Fellini seems slightly out of his depth.


Juliet of the Spirits may not work as a cohesive whole, but pieces of it triumph brilliantly. Fellini’s first feature-length foray into color yields an unintentional garishness at times, especially in the more hysterical scenes, and the cheapness of some of the indoor sets becomes distractingly magnified when viewed in full color. Still, it’s a breathtaking trip through the spectrum of tones no longer seen since the demise of the Technicolor process, and especially not since the virtual obsolescence of film stock. Academy Award nominations were given to Juliet for color set design and color costume design, and it has earned a distinction as the one Fellini film of the sixties that has a complex woman at its center. Regardless of the film’s many nuances that can be interpreted at various times as either misogynous or philogynous, this most unusual offering unquestionably deals with themes of infidelity, mysticism, and a woman’s subconscious in a bold and unique way.

OEBPS/images/halftitle.jpg
FELLINI S





OEBPS/images/f0008-01.jpg
Al L/‘

e~ 1






OEBPS/images/title.jpg
-ELLINI

THE SIXTIES T
Foreword by ANITA EKBERG
Afterword by BARBARA STEELE

Photographic Editor — DAVID WILLS
Designed by STEPHEN SCHMIDT






OEBPS/images/9780762458394.jpg
FELLINI

THE
SIXTIES

MANOAH BOWMAN

1by ANITA EKBERG
BARA STEELE

TURNER CLASSICHOVES.





