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The Fellini Manner: Open Form and Visual Excess
by John C. Stubbs

Probably the most salient fact about Federico Fellini's work is that viewers whe
have seen two or three of his movies feel confident they can identify any other
of his films or can correctly designate films by other llmmakers as felliniesgue.
They feel, in other words, that they can recognize Fellini's particular way of
putting together his movies: his manner.

The issue of a filmmaker's manner is a complicated one in that a flmmaker
may be supposed to have a narrative manner and a visual one. Norralioe manner
refers to the Blmmaker's way of playing out his story material to his viewers,
what theorists have called the “discourse™ or the “spushet’™ of o work.! A study
of a filmmaker's discourse or syuszhet would typically involve asking questions
like the following: Does the filmmaker pursue a strictly chronological order in
telling his story, or does he begin in medias res and allow the past to unfold
through Hashbacks, for example, as the work moves toward its conclusion in the
future? Is there a cause-and-effect patterm between the sequences that leads us
from one initlal problem through its complications to a final solution (a discourse
of resolution, as generally favored in clasical Hollywood films), or are the
sequences linked more loosely according to some other principle, say, the desire
to investigate a diverse range of material about a theme or character (2 discourse
of revelation, as sometimes favored in certain European films, especially those
connected with the art cinema of the lmmﬂlﬁhl_’mm.mﬁ
a Eimmaker is more cften called his style. It could involve such elements of
misg-en-scéne a5 costumes, sets, lighting, and the blocking out of character
movement before the camera; or the Almmaker's use of the camera itself; of his
method and rhythm of editing his shots within a sequence and his method of
editing his sequences within the sructure of the entire film.

In Fellinl's case, it might make good sense 1o discuss an evolution of his
narrative and vitual styles as he and members of his production team have

another in almost all of Fellini’s movies. This manner depends on an open
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narrative form of revelabion and a visual style of excess. Although 1 will consider
each of these two elements separately, 1 would insist that the intermingling of
the two i3 finally the decisive factor for the Fellini manner.

This manner seems to rest on Fellinl's assumption that life s mysterious
and ineffable. The idea does not frighten Fellini; rather it intrigues and stimulates
hirn. His antagonism toward certain aspects of the Catholic religion in which
he was raised is well documented in his films. In La Dolce Vita and Nights of
Cabiria, Fellini depicts false miracles that raise hopes in the worshippers, only
to disappoint those hopes. In 8%, Juliet of the Spirits, and Amarcord, he presents
scenes in which his protagonists encounter harsh admonitions of one sort or
another from church figures against human sexuality, admonitions which prove
finally to be life-denying. And the religious procession in Roma, at first a kind
of fashion show, turns into a dance of death at its conclusion. Throughout his
career, however, Fellini has clung to a sense of religious mysticism and has come
to assoclate that mysticism more and more with the creative process. He has
commented recently In an Interview:

I bebeve 1 am naturally religious, since to me the world and lile seem wrapped in

mystery. And even if I hadn't been fascinated as & child wilth that mystic fesling

that penetrates existence and makes everything unknowable, 1 think the profession

1 practice would have led me maturally to religious sentiment, 1 create a dresm,

or rather with open eyes I abandon myself to imagining something, . . . Who guides

us through the creative adventure? How coald it happen? Oaly faith in something,
or someone, hidden within us, can inspire the mysterious work of creation—
somecne littls known, a wise and subtle part of us, working within us. 'We help
that unkaows part by trusting in it, by sccepting it, by letting it work for us. That
feeling of trust, I think, can be defined as religions feeling.*
On a secular level as well, Fellini has demonstrated an inlerest in the mysteri-
ousness of life beyond the rational and the normative by his interest in mediums
and spiritualism and in Jungian depth psychology, which, of course, involves a
journey into the collective unconsciows that finally, beyond the anima/animus
level, is unknowable.* Indeed, Fellini may have been first attractsd to the writings
of Jung in the 1960s out of a need to replace the Catholic belief system in his
life with something analogous but other. The belief system of Fellini, however,
whether secular or religious, always depends on the idea that there is an essential
mystery that we can approach but not grasp or image forth directly. His manner,
however, serves to suggest almost constantly the ineffable quality of life as Fellini
perceives it* :

Fellini‘s general method is to “defamiliarize™ us, as formalist eritics would
_put it, from our world and have us see it afresh as something exciting and
mysterious, something that can't quite be contained in the standard forms. In
his well-known essay “Art as Technique,” the Russian formalist Viktor Shidovsky
has put the matter this way: “The technique of art is to make objects unfamiliar,
to make forms difficult, to incresse the difficulty and length of perception
because the process of perception is an aesthetic end in itself™ Shklovsky feeks
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that the function of art is to remove objects from the conventional forms of
presentation so that owr perception of them is not automatic and minimal, but
attentive and searching. Fellini would seem to go a step further. He would have
s notice an ineffable quality that cant be grasped or even suggested by
conventional forms. Most obwiously, Fellini plays against our standard expectations
for recelving material in films. The clasical Hollywood studio film of the 1930s
and 1940s constituted the dominant film form when Fellini was growing up. [t
offers a tight, closed narvative, with all story elements determined by their
relevancy to a central, cause-effect plot line.” Fellini, on the other hand, tends
to follow a more episodic, open narrative form, as in the films of Jean Rencir
and in some of the films of the Italian neorealist movement in which Fellini
served an apprenticeship.” Whereas the classical Hollywood studio film has been
said to compose its visual images toward the center of the frame, to balance its
compotitions carefully in an unclottered, orderly way from left to right, and to
keep the action on a single plane, all for the purpeses of quick comprehension,
Fellini often uses a kind of layered composition, similar to those composed in
deep space by Orson Welles, Willlam Wyler, Stanley Kubrick, and Jean Renoir
but more teeming with elements and contrasts, and he often emphasizes tactile
elements, intrusive sound, and constant motion in the manner of Josef won
Sternberg and Max Ophuls. His visual manner, taken all together, can only be
called a style of excess. It seems deliberately intended to exceéd the classical
Hallywood norm at every opportunity. The chief elements of the Fellini manner,
then, are the open narrative form of revelation and the visual style of excess,
and their common denominator is Fellini's motive of defamiliarizing us from
the world he presents and making It seem too various, too mysterious, to be
contained adequately in more conventional forms.

The Open Form. The basic element of a Fellini film is the sequence. Like a
short story writer or a lyric poet, Fellini excels at rendering a single event and
teasing from it all its richness. His forte is the ten minute, self-contained eplsode
that becomes a kind of story within the main story. This gift, in my opinion, is
a fortunate one in that it serves well Fellini's aimn of pushing against conventional
boundaries. As his career has progressed, Fellini has tendad more and more 10
privilege the individual parts over the whole. In retrospect, the tendency is
apparent in embryo form even in his early, more highly plotted comedies, but
:‘rhﬂrﬂn::pﬂntufmurﬂ.urhﬂdmmﬂﬂm.ﬂﬁlmtm

The form that Fellini uses | have called “open,” uting Leo Braudy's
distinction between “open” and “closed” in The World in a Frame® In the
open form, according 1o Braudy, the main emphasis is on looseness and diversity:

Its unspoken or deeper assumption—as | have sogpgested is the case with
Fellini—is that life cannot be reduced; it is too various, it overflows the frame

that the movie temporarily puts around it. If a minor character appears in an
open film, he or she may well play a role in the forward push of the discourse,
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but the character may also present us with traits that tell us something shout
the character’s past and make us wonder about his or her future, material that
is ostensibly outside the discourse of the film. Digressions from the main action
are not merely permitted, they are virually mandated. As mentioned earlier,
the open flm tends to be revelatory, rather than concermed with resolution, It
pauses to show us a variety of things about its subject matter, and, of course, in
so doing, It tends to privilege the individual sequences over the central structure
of the whole or over strict adherence to a central line of cause-and-effect
relationships such as the closed form tends to employ. The open form promises
ta tell us several things, but not everything, about its subject matter. In this, it
is opposed to the, closed form, which raises questions at the beginning and
answers them all by the end. The closed form promises rational solubions; the
open form implies a world that can't be reduced to such a schema, Finally, the
open form requires from its viewers a certain amount of patience and willingness
to speculate and muse. In the language of Roland Barthes, it tends to produce
a “writerly” text in which the reader can participate imaginatively.'® The open
form is, of course, a narrative manner used in various ways by other filmmakers,
aleng with Fellini, in the European art-cinema group of the 1950s and 1960s,
but it is Fellini's particular use of the form that concems us here.

At this point, 1 want to look briefly at a specific Fellini film thar illustrares
his use of the open form as its organizing principle. 1 have chosen the relatively
early movie Nights of Cabiria (1956) as my example. The central character of
this film is Cabiria, the small, gamine-like prostitute played by Giulietta Masina,
and Fellini seeks to demonstrate, among other things, her wondrously resilient
spirit. The film consists of five major parts, each a separate adventure of Cabiria.
These are “The Glorgio Section,” in which Cabirta’s lover snatches her purse
and pushes her into the Tiber; “The Night with a Famous Movie Star,” in which
Cabiria’s glorious date with an actor is ruined by the return of the actor's
mistress; “The Pilgrimage to the Shrine,” in which a hoped-for miracle fails to
occur; “The Vaudeville Performance,” in which the hypnotized Cabiria meets
an imaginary suitor named Oscar, only to wake from her dream before a jeering
audience; and finally, the longer "Oscar Section.” in which an unserupulous
member of the vaudeville audience woos Cabiria under the name of Oscar,
steals her money, and tries to push her from a promontory cutside Rome. The
movie, as [ have described it so far, could be disgrammed as in Figure 1"

As brief as my summary is, it is enough to demonstrate the basic narrative
organization of Mights of Cabirin. The film could be deseribed as five short
storles. There is no real linkage of cause and effect between the major sequences
with the exception of parts 4 and 5, in which Oscar uses information learned
tn part 4 to hoodwink Cabiria In part 5. [n the main, each segment seems to
give us a kind of fresh start, What does hold the segments together is the
character of Cabiria and the notion of parallelism. Each segment contains some
moment of happinass or self-fulfillment for Cabiria, followed by a dissppointment.
In each episcde after the first, she approaches the moment with a good deal of
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Figure 1. Nights of Cabirig |

skepticism before giving in eventually to its lure. Cabiria is thus presented to
us as both skeptical snd gullible, as both & feisty battler and a woebegone loser.
Fellini, though, chooses to emphasize Cabiria’s ability to bounce back from the
disappointment of each ssquence with fresh vitality in the next. The fact of her
resiliency is made clear by the movie's ending.

It is time now to-admit that my déiscription and ditagram of the movie are

Two additiooal elements need to be added: a series of four short
scenes in which Cabiria plies her trade of prostitution om the Paseggiata
Archeologica outside Rome and the movie's four-minute coda. A more complete
diagram, then, would be Figure 2.

The series of four short scenes serves a variety of purposes. The first two
scepes are transitional resting places between major episodes, and the other two
provide punctuation for the long fifth section. In the first, A, Cabiria arrives at
ber station, inspects & new car bought by another prostitute, dances & mambo
to the car radio, and then fights an Amazon prostitute in a leopard-spotted dress
who taunts ber about the loss of Giorgio. In B, Cabiria is teased by the cther
prostitutes about her siory of spending a night with a movie star and is drawn
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Figure 2. Mights of Cabiria 11

into conversation sbout attending the festival of the Madonns at which the
erippled uncle of & plmp hopes for & mirasle, In C, Cabirfa passes out chooolates
from Oscar to the cther prostitutes and tells them about the movie he took her
to. The scene ends with a police raid that scatters the group and frightens
Cabiria. Finally, in D), Cabiria stands in the rain beneath bher umbrella and
smokes a cigarette, Jost in thought. None of the scenes runs more than four
minutes. All serve to underline some character trait of Cabiria: high spiritedness,
combativeness, curiosity, hopefulness, valmerability, or wistfulness. Taken together,
the scemes provide a semse of continuity through repetition. All take place at
the same location, and, in all, Cabiria wears the same uniform (& ratty for jacket,
a tight skirt, & cinch belt, bobby sox, and sandals, with & collapsible umbrella
as scoessory). Most important, though, the four brief scenes give us a feel for
the on-goingness of Cabiria’s quotidian life. We may panse five times, in the
major segments, to examine some events in detail, but we are also very much

54 Cinemz journal 32, No. 4, Summer 1983

Copyright (c) 2004 ProQuest Information and Learning Company
Capyright (c} University of Texas at Austion (UTPresa)



aware that Cabiria’s life containg many more potential adventures and characber
relationships than the movie can treat.

The movie's four-minule coda constitutes one of Fellini’s best endings. In
this sequence, Cabiria walks along the road away from the promontory where
Oscar abandoned her She is overtaken by a group of festive young people who
circle her and cheer her up. Cabiria looks toward the camera and smiles softly.
Thus, Fellini ends with the upward turning of 2 new cycle, just as, conversely,
he began the film with the downward turn of the first, cycle.

The film, then, is held together by its parallelisms, which are Bercely
symmetrical at beginning and end, if we compare Cabiria's chyming affairs with
Glorgio and with Oscar. The beginning and ending cannot be changed. They
bracket and enclose the movie. Bul the middle could be expanded greatly, like
a picaresgue novel, or it could be contracted. We could, for example, remove
the episode of “The Night with a Famous Movie Star’” and the narrative would
still make perfectly good sense and even give pleasure. By the same token, we
might add several more episodes. Here, we need only be bound by the roles of
making the episodes parallel to the others in terms of moving Cabiria toward a
moment of happiness or self-fulfillment and then snatching the moment away.
(As Fellini's career progresses, he will become less insistent on the exactness of
his parallels, and therefore we might want to consider his parrative structures
less regulated and even more open.) The string of episodes in Nights of Cabiria
need end only when we feel that we have seen enough of the character of
Cabiria for one sitting and that the revelation of her character is sufficiently
done. With the open form, we are well aware the revelation cannot be complete.

The Style of Excess. The most important aspect of Fellini’s visual style is the
sense viewers have that they are receiving images of life that are highly charged
with movements, contrasts, bextures, eolors, and, above all, surprises. If, as 1
argued earlier, Fellini wishes to defamiliarize the world and make it new,
startling, and mysterious again, the visval strategy he has followed is that of
giving viewers more than they are accuslomed to receive in movies. The style
of excess is designed to burst the conventional limits and make us aware of their
incapacity to contain encugh of experience. This visual style may be examined
under four different headings: Layered Compositions; Galleries of Grotesques
and Pairing of Characters; Disjunctions and the Surreal Effect; and Overflowing
Forms, Texture, and Color

Layered Composilions. Fellini often likes to compose his images in deep
space. To do this, he sets up Bgures or elements in the foreground and anothes
group of figures in the distance with appropriate perspactive cues to let us know
the composition exists on at least two planes, He will, in effect, layer his
composition. To be sure, all conventional Hollywood movies make wse of
background movement. The point o be made here, however, is that Fellini
exceeds the norms. For example, in a scene from Nights of Cabiric mentioned
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udiu,whenlﬂlbhhhhypnnthadntmteraugedlutﬂwﬂhhﬂ.ihem
vie for visual dominance with a comsiderable amount of backstage activity.

in a harem costume. Ome or both appear in the background ten times. The
clown, in particular, stands out when he fans himself with his derby. Deeper

Galleries of Grotesques and Pairings of Characters. Alo important to
Fellini's style s his use of visual grotesques as minor characters in his movias.
Wolfgang Kayser, in his landmark study The Grotesque in Art and Liferaiure,
divides grotesques into two schools: that of Hieronymous Bosch and that of
Pieter Brueghel the elder'® Fellini is clearly in the school of Brueghel, which
turns on caricature, exaggeration, and the amassing of figures. In Fellini's films,
there appear glants, dwarfs, hunchbacks, large Seshy women, transvestites, and
characters with large noses or hollow-socket eyes. These are Fellini's “freaks,”
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quality of the paintings of Brueghel ks also part of Fellini's visual strategy. A
gnnﬂtwﬂmdaplwrdmﬂmuﬁkﬂﬂphﬂﬂgﬂpﬂcmﬂd
the school children in Amarcord. Here, Fellini simply draws on the odd
proportions that adalescents in the throes of irregular growth spurts are doomed
to exhibit. There are those who have not lost their baby fat and those who have,
those who have shot up in height and those who have Irregularity is the
rule.

But, in the main, Fellini’s galleries come in sequential order as & p
passes among the grotesques, Our view is often the subjective one of
protagonist. We are often placed uncomfortably close. And often the camera
moves just a little too fast for us to see the grotesques long enough to gain a
semse of comfortableness with them. This is certainly true when Guido and the
camera move among the elderly, overdressed guests at the spa in 84, or when
Juliet moves among the goests at Suxy's party in Juliet of the Spirits, or when
Encolpius and Giton walk by the stalls of the prostitutes in Satyricon.

A fairly representative Fellini gallery comes in a scene in Roma when the
young protagonist arrives in the city for the first time and is shown through the
pensicn whare he has arranged to live. He meets, in rapid succession, a Chinese
man cooking spaghetti who bows to the young rman, a littls boy wearing glasses
mﬂmmmmwhm"rmmur-mmm
hunched in her rocking chair in the attic, a ham actor with tinted glasses and

&

|

son in an odd parody of an cedipal situation.

The gallery of grotesques has become a trademark of Fellinl's later, longer
fikms, but his early films, too, have their collections of add charecters or characters
in odd costumes. All are examples of Fellini's tendency to bresk down the
rational norm at some point in his flms,

Contrast ks important, too, Fellini likes to pair large characters with small
ones for the jarring effect produced. The giantess in Casonova is attended by
two midgets, and the extremely tall Uncle Theo in Amarcord by a midget nun.
The adolescent Guido is paired with the huge prostitote Saraghina in 8%, and
Matt with the equally large tobacconist in Amarcord, Furthermore, the short,
underdog characters played by Ginlietta Masina are contrasted with the hulking
Zampano in La Strada, with the large fellow prostitute Wanda in Nights of
Cabiria, and the tall, voluptusus neighbor Suzy In Juliet of the Spirits. There
are, of course, issues of power involved in some of these pairings, but here, we
should note that the pairing of the very large with the very small is a visual
means of calling attention to deviations from the norm at both ends of the scale.
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Disjunctions and the Sureal Effect. A large measure of Fellini's style depends
on surprise. Fellini enjoys startling viewers by putting together images that are
in some way disjunctive. This principle appears in its most obvious manner in
the small shocks with which he frequently begins sequences. For example, a
sequence in | Vitelloni starts with the shot of & child in a sultan's garb being
walked between two parents as if he were a pet monkey. The camera pulls back
to revea] that they are figures in 2 parade, and the narrator’s voice tells us that
we are at Carplval, In 8% a sequence begins with the shot of a puzzling
silhouetie against the background of a window. Suddenly a light is turned on,
and we see that the form is Carla, Guide's mistress, with her head wrappad in
a scarf.

Along the same lines is the appearance of what I will call 8 “surreal object”
in a scene in which it does not logically belong, This is an, object like the cafe
table with three glasses on a tile floor in the middle of a desert in Salvador
Dali’s Solar Table (1036), or it Is a figure like Giorgio De Chirico’s wardrobe
in a realistic, if simpliied, valley landscape. The purpose of such objects in
surreal art is to break down our assurance that reslity is rationally predictable.
Such objects are virtually impossible to sccount for. In Fellini’s films, the objects
are usually just puzzling for a moment, until we can concoct & rational explanation
for them after the fact; but at the moment of initial impact, they, like their

in surrealistic painting, creste a moment when the assumptions of

between the Sheik's costurhe and Wanda's utterly practical, tailored suit.
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Sabvador Dall, The Solar Tabls, 1036, of the M
sourtesy ussum Boymans-van Beuningen,
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as Juliet's sister Adele in Juliet of the Spirits and the twoe daughters of Dr
Moebius in Casanooa. Suzy, the seductive neighbor in Juliet of the Spirits, even
wears wings of tulle on her pown. But we nead not confine ourselves to specific
lines or shapes. The basic principle often at work in Fellini designs is that the
charasters, especially the women, will put on costurnes that make them overflow
the lines of their bodies. The women wear feather boas, oversized hats, encrmous
wigs, and ruffled dresses. Stage performers are plumed and feathered. And the
males, when costumed as the White Sheik and Casanova are, wear capes.
The element of texture is also important to Fellinl. Many of his shots have
a tactile quality. In painting, this quality is produced mainly through the
rendering of light on surfaces in terms of apparent opaqueness or luminosity.
Fellini uses this technique too, but, given the medium of film, be is also able to
use movement. He gives an impression of how much a fabric weighs and how

in white in &4, Yet texture is oot confined to coshumes alone. Often in the
of Fellini shotz will be fabrics that rustle in a breeze or lie imply

Yet another weapon in Fellini's arsenal for his later films is his use of color
in pon-naturalistic ways. He bathes scenes in certain lights or chooses colors for
costumes and sets for the psychological effects color can bhave on viewers.
Generally, he follows the accepted notion that the cool colors (blue, green, and
wnlut]pmduuemmdﬂnfmutrmdphummifﬂhmlmmmdﬂdh
light hues and that the warm colors (red, yellow, and crange), if in dark hues,
produce more intenss moods, ™ Plessant memories and fantasies of women in
City of Women are shot in a light blue light. On the other hand, Suzy's party
in fuhet of the Spirits, where Juliet is sexually tempted, is done predominanily

this is the case, as ['ve suggested earlier, for most of the stylistic practices
discussed here. But what makes certain movies clearly Fellini's or at least
felliniesque is the use of many of the elements simultanecuszly lo creste an
impression that is to the point of excess. An example of a scene that uses
mu‘ﬂawhgdlpuhﬂum.udmh[umﬂulhsmﬂnﬂdﬁuhmewﬁh

small) is the walk through the forest by Juliet and bher family in Juliet of

In this scene, Fellini wishes to play Juliet off against her two sisters and
mother, all of whom dominate Juliet in one way or another. Giuliette Masina
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in the role of Juliet is a short woman. The costume she wears makes her look
even shorter, for a coolie hat tends to diminish her to the level of its low brim.
A plain white pajama suit makes her seem colorless and maybe even unfeminine
in that her figure is completely hidden. By contrast, her two sisters— Adele,
mother, played by Caterina Boratto, tower over Juliet. Their size is increased
by the hats they wear. Adele and the mother have on winged-shaped hats, and
Sylva a large, ornate disk shape. In color and texture, also, they dominate Juliet.
Adele wears a pink matemity dress that glows in the sun. Sylva has on a
turquoise dress, with several light, overlapping layers that futter as she moves,
and she carries a luminous, turquoise parasol, which she opens, twirds, and
closes. The mother wears a helictrope cape, a string of pearls, and a large, airy,
white vell. Each is more stereotypically feminine than Juliet in a different way.
Adele s more maternally fruitful; Sylva more playful and girlishly seductive;
and the mother more elegant. When Fellini puts Juliet in the same frame with
Sylva, Jullet is dominated by the height of her sister, the color of ber dress and
hat, and the busy texture of layers on her sister’s dress; Juliet is almost crowded
from the frame. Visually, she is an underdog figure for whom we maust have
sympathy. Here, the Fellinl mannerisms work to creste character as well as to
create an identifishle Fellini world.

As we have seen, the Fellini manner involves the open form of revelation
and the visual style of excess. On the level of story telling and character
presentation, each of Fellini's movies may be relatively different. But at the
deeper structural level of manner, his strategies in terms of how he orgenizes
discourse and how he presents visual material are strikingly similar. The strategies,
in turn, are directed at defamiliarizing the material presented and at exceeding
boundaries. These goals are what the strategies have in common. I bave argued
that Fellini has gravitated to this kind of manner out of belief that, at base, life
is mysterigus and ineffable. By definition, the mysterious and the ineffable cannot
be described clearly. They can, however, be suggested. One very good way to
suggest the mysterious and ineffable dimensions of life is to show an art form
straining at its limits, fretting with them, as it were, to get at something which
can't quite be contained within the limits. The filmmaker or artist may not show
us the thing itself but may very well convince us of his or her effort to push
the art form out toward it. and that effort, in itself, may be encugh to persuade
us that the thing is there, at least for as long as we are engaged with the work.
In this way, by means of the Fellini manner, the films of Federico Fellini make
the same assertion over and ower,

Notes
1. 1 draw here on two seminal works: Seymour Chatman, Story end Discourse:

Narratipe Structure in Fiction gnd Film (Ithacs: Compell Unbversity Press, 1978}
and David Bordwell, Narvation in the Fiction Fitm (Madison: University of Wisconsin
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distinction, taken from the Russan formalists fobulz and ryuzhet. For
Chatman, “Story is the content of the narrative while diseourss ix the
form of that expression” (23). Bordwell calls the “the imaginary constract
we create, and retroactively [as we read a text]” in "a chronological,
chain of evesis” and the spuzhet “the sotual smangement amd
of the fabula” in the text (

2 My distinction between the discourse of end the disconrss of revelation
comes from Chatman, Story and Discouree, 48, Chatiman writes: ~[n the traditional

“pavelation.” See Marration in the Fiction File, 157-62, 206-13.

2, Giovamni Grazzini, sd., Federico Fellini: Comments en Film, trans. Joseph Hemry
{Fresno: California State University Press, 1988), 57-868.

4. Fellind's interest in medioms and spiritoalism and in Junglan peychology Is discussed
in some detail in Hollie Alpert’s recent biography Fellini A Lifs (New York-

]
;
:
:
:
;

known a2 the European art cinemas of the 19505 and 19508 could be sald o have
done the same thing. This group of flmmakers would includs Luis Bofivel, Francois
Traffaut, Alain Respais, Ingmar Bergman, and Michalangels Antoniond, along with
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11. This and the one that follows it are simplified versions of those smployed
by

Chatman,
12. Wolfgang Kayser, The Grotesque in Ari and Literature, trans. Ulrich Weisstein
I_Nt'#‘ﬁul:

black will have a difisrent peychologlcal impact than a piok tending toward white,
although both hues could be classified under the eolor red.
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