
                          O'Rawe, C. (2021). Italian Neorealism and the ‘Woman’s Film’:
Selznick, De Sica, and Stazione Termini. Screen, 61(4), 505-524.
https://doi.org/10.1093/screen/hjaa050

Peer reviewed version

Link to published version (if available):
10.1093/screen/hjaa050

Link to publication record in Explore Bristol Research
PDF-document

This is the author accepted manuscript (AAM). The final published version (version of record) is available online
via Oxford University Press at https://doi.org/10.1093/screen/hjaa050 . Please refer to any applicable terms of
use of the publisher.

University of Bristol - Explore Bristol Research
General rights

This document is made available in accordance with publisher policies. Please cite only the
published version using the reference above. Full terms of use are available:
http://www.bristol.ac.uk/red/research-policy/pure/user-guides/ebr-terms/

https://doi.org/10.1093/screen/hjaa050
https://doi.org/10.1093/screen/hjaa050
https://research-information.bris.ac.uk/en/publications/61c5b89d-ebd7-4e16-9938-4daf732fb60a
https://research-information.bris.ac.uk/en/publications/61c5b89d-ebd7-4e16-9938-4daf732fb60a


 

1 | P a g e  

 

Italian Neorealism and the ‘Woman’s Film’: Selznick, De Sica, and 

Stazione Termini 

 

As a screenwriter, I don’t consider Stazione Termini a document of my neorealist career, 

because the Italian-American co-production watered down whatever neorealist seed there was 

in it (the examination of a very restricted space and time). 

Cesare Zavattini, ‘A Thesis on Neorealism’1  

 

Introduction 

The above quotation, from Cesare Zavattini, theoretician of neorealism and screenwriter on 

Vittorio De Sica’s acclaimed films, can usefully be read alongside a memo sent by the 

American producer David O. Selznick to De Sica, after the filming of De Sica’s Stazione 

Termini/Terminal Station in 1953, a film co-produced by Selznick and starring Montgomery 

Clift and Selznick’s wife, Jennifer Jones: in the memo Selznick lamented the ‘distortion of 

Jennifer’s face and figure into a monstrosity because of what I regarded and still regard, as 

the almost irrational insistence upon giving superior consideration to photography of 

buildings’.2  

 Stazione Termini is a film which is actually two films: based on an original screenplay 

by Zavattini, and shot on location in Rome’s Termini station, the film was co-produced by 

Selznick and Vittorio De Sica’s production company. It was heavily cut by Selznick and 

released in the US in 1954 under the title Indiscretion of an American Wife; Italian critics 

generally regard it as anomalous in the context of De Sica’s career and in the Italian 

neorealist canon, coming as it does after neorealist classics such as Sciuscià/Shoeshine 

(1946), Ladri di biciclette/Bicycle Thieves (1948), Miracolo a Milano/Miracle in Milan 

(1950), and Umberto D. (1952). As we will see, it is not even regarded by some critics as a 
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‘De Sica film’ because of the compromises involved in its production and distribution and the 

involvement of Hollywood stars and crew. The tension indicated in the statement quoted 

above, between the cinematic focus on the star’s face in close-up, and the material 

environment shot in deep focus, highlights the competing conceptions of cinema on the parts 

of both De Sica and Selznick, and the extraordinary emphasis Selznick placed on the close-up 

as a way of safeguarding the star image of Jones. At the same time, Zavattini’s observation of 

a neorealist idea that is betrayed or diluted in the film is significant, as it invokes the 

importance of the film’s spatial representation, manifest in its ‘clash’ of cinematographic 

practices. 

 However, investigating the terms of the film’s supposed ‘failure’ is instructive: a 

close analysis of its production history reveals the specific sites of conflict between Selznick 

and De Sica. Going beyond accounts of the film that read it in terms of an opposition between 

the artistic purity of Italian neorealism and the commercialism of Hollywood, we can 

understand how the film raises a more complex set of questions relating to gender, stardom, 

and genre, which function in different ways in different national cinematic contexts. This 

article focuses primarily on the way that the generic tensions of the film, between neo-realism 

and the Hollywood ‘woman’s film’, are embodied in the cinematography and mise-en-scène; 

it examines the critical and visual association of public space in the film with neorealist 

aesthetics, and its problematic accommodation of the private and domestic space, associated 

with melodrama and the woman’s film.  

The article argues that by focusing on one specific area of the film’s production in 

which the conflict between De Sica and Selznick was negotiated, cinematography (and in 

particular the close-ups of Selznick’s wife, Jennifer Jones, for which he hired a replacement 

cameraman), it is possible to go beyond a simple polar opposition between ‘neorealism’ and 

‘Hollywood’, to a more complex interrogation of the value of the female star and of the 
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‘woman’s film’ in post-war Italy and Hollywood. Through examination of the disputes over 

cinematography, and over close-ups in particular, laid out in the voluminous memos written 

by Selznick, I suggest that the battle for control of the film between De Sica and Selznick is 

ultimately a struggle over the imbrication of space, stars and gender. This battle is also made 

visible in the short musical film that Selznick made to accompany Indiscretion’s American 

release. Beyond a critical narrative of compromise, Stazione Termini/Indiscretion, a ‘lost film 

[…] fallen out of time’, is a film which, in asking how we can tell a woman’s story in a 

neorealist style, ultimately marks out some of the limitations and contradictions of the 

neorealist project itself, and its inability to come to terms with the woman’s film, a genre 

alien to Italian cinema.3  

 

Selznick and Italian Cinema: the Background 

The perceived polarity between American and Italian filmmaking underpins much of the 

critical discourse around the film in both the US and Italy, and is synthesized in David 

Thomson’s quote in his Selznick biography: ‘[Selznick] wanted art, prestige, Continental 

sophistication; the Italians wanted American money, big stars, and a chance of getting to 

Hollywood.’4 By the time he made Stazione Termini, De Sica’s reputation as one of the great 

directors of neorealism (along with Roberto Rossellini and Luchino Visconti) had been 

secured via Academy Awards for Shoeshine and Bicycle Thieves. De Sica’s collaborations 

with screenwriter Cesare Zavattini were informed by Zavattini’s theorization of neorealist 

practice as radically anti-Hollywood and anti-star: ‘the audience should be able to liberate 

itself from the inferiority complex caused by the mythic idea of the “star”’.5 Despite the fairly 

widespread use of professional actors and stars within Italian neorealist filmmaking, the 

‘amalgam’ of stars and non-actors, and the broad rejection of stardom and of the professional 
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actor have become part of the supposed precepts of neorealism, and underpin what criticism 

there is on this collaboration.6 

 The backstory between Selznick and De Sica confirms these complex entanglements 

around stardom: Selznick, impressed by Italian neorealist films such as Roma città 

aperta/Rome Open City (Roberto Rossellini, 1945), Paisà/Paisan (Rossellini, 1946), and 

Shoeshine, which had achieved critical success in the USA (and box-office success on the 

arthouse circuit), was interested in bringing De Sica to Hollywood, and proposed to him in 

1947 an English-language version of Bicycle Thieves. As is well known, Selznick wanted the 

film to feature not non-professionals but Hollywood stars, proposing first Cary Grant, then a 

series of other leading men including Danny Kaye, Edward G. Robinson, and Bing Crosby.7 

De Sica’s objection to this is equally well known, and he cast in the leading role factory 

worker Lamberto Maggiorani (although he actually suggested Henry Fonda if an American 

actor were absolutely necessary).8 The project (plus Selznick’s attempt to secure a 

distribution deal for the film) fell through, and a similar attempted distribution arrangement 

with Rossellini foundered in 1949. It is clear that in this period Selznick was attracted by the 

prestige of these European exports: ‘I continue to hear that Bicycle Thief is one of the best 

films ever made in Europe’. He argued that failure to tie up a distribution deal for it was 

‘losing us multiple opportunities for distribution fees and product we need here badly plus 

prestige on the continent’.9  

 Selznick’s interest in European co-production is evidenced by his earlier venture into 

this field via a co-production agreement with Alexander Korda, which realized The Third 

Man (Carol Reed, 1949) and Gone to Earth (Michael Powell and Emeric Pressburger, 1950), 

the latter of which starred Jennifer Jones.10 Selznick’s acknowledgement of the necessity of 

‘a world viewpoint in the making of Hollywood films’ was evident in his attempt to make 

Italian actress Alida Valli a Hollywood star when he signed her in 1946.11 It was also 
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informed by his relationship with Roberto Rossellini, forged partly through Rossellini’s 

partnership with Selznick’s former star Ingrid Bergman, and partly through his admiration of 

Rossellini’s post-war neorealist films. Despite Selznick’s reservations about Bergman’s role 

in Rossellini’s Stromboli (1950), in which she acted with non-professionals,12 and the damage 

that her extra-marital relationship with Rossellini caused to her star image in the US, he was 

still attracted to the critical acclaim that Italian neorealism had acquired in the US.13  

 Bergman was an important example of the female Hollywood star whose persona was 

renegotiated through working with an Italian neorealist director: as Ora Gelley notes, 

Stromboli ‘stages […] an encounter […] between two seemingly incommensurable cinematic 

languages – that of the classical Hollywood style (and specifically, the female star’s 

figuration in classical Hollywood) and that of neorealism’.14 However, while Gelley has 

argued that ‘only in Stromboli could the revolutionary potential of Bergman’s star persona’ 

be revealed, through Rossellini’s modernist framing of her, this was not what Selznick 

wanted for Jones, whose star image he carefully curated.15 Rossellini had reconfigured 

Bergman’s image through an alignment with non-professionals and an idiosyncratic useof the 

close-up, which deliberately juxtaposed her with the harsh island landscape in Stromboli; 

Selznick, meanwhile, wanted the Italian backdrop and aura of seriousness bestowed by 

neorealism, but ultimately in a form that would both enhance Jones’ ‘intense emotionality’, 

and satisfy her desire for prestige projects, as well as his own.16 

 Italian cinema had been key to the development of the post-war arthouse boom in the 

United States.17 The success of films such as Rome Open City and Bicycle Thieves depended, 

significantly, upon both the cultural capital they offered to the urban intelligentsia, and the 

‘exploitation thrills’ they contained: they were often marketed for their sexual content and the 

‘natural’ sexiness of female stars such as Silvana Mangano, star of Riso amaro/Bitter Rice 

(De Santis, 1949), who became a sensation when the film was released in the USA.18 Female 
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sexuality and star appeal were thus imbricated in the relationship that the US already had 

with Italian neorealism and its prestige.  

 Europe for Selznick represented not only a source and destination of cultural capital, 

but a site of economic benefit: in the post-war period, Europe operated as a profitable 

location for runaway productions, saving costs, and allowing for studios’ blocked profits to 

be spent overseas.19 With the success of Quo Vadis? (Mervyn LeRoy, 1951), produced in 

Rome by MGM, the city became known as ‘Hollywood on the Tiber’, attracting producers, 

directors, and stars for the next ten years.20 But Rome, and Italy, were also, in this precise 

moment, a filmic site of romantic fantasy and adventure, through the success of films such as 

Roman Holiday (William Wyler, 1953) and Three Coins in the Fountain (Jean Negulesco, 

1954). This cycle of films, which also included  September Affair (Wiliam Dieterle, 1950), 

set mainly in Florence, and Summertime (David Lean, 1955), set in Venice, established ‘a set 

of narrative assumptions about Europe […] creating an imaginary geography of Europe as an 

amorous playground’.21 These narratives of female (mainly) American travellers to Italy 

function both to code it as a destination for ‘hetero-touristic experience’22 and to reflect the 

rise of American tourism to western Europe as part of a programme of consumer diplomacy 

to fight the Cold War.23 As Carolyn Anderson notes, women represented half of the 

American tourists flying to Europe,24 and this growing market, like the female protagonist of 

Stazione Termini, was the audience for film’s modelling of ‘second-order consumption’ of 

Europe, via romance.25  

 Stazione/Indiscretion stars Jones as a Philadelphia housewife, Mary, who has fallen in 

love with Italian professor Giovanni (Clift) on a trip to visit her sister in Rome, and who is 

now returning to the States. The film’s playing time covers the last meeting of the lovers at 

Rome’s Termini station, and Giovanni’s desperate (and doomed) attempts to convince Mary 

to abandon her husband and child and stay with him in Italy.26 The focus on the station 
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environment endures throughout the film: in the midst of the booming production of 

‘Hollywood on the Tiber’, it is interesting to note that Selznick was one of the few American 

producers to engage with neorealism in Italy, rather than using Rome as an epic space or 

space of fantasy, avoiding either the grandiose scale of Quo Vadis? or the tourist gaze of 

Roman Holiday. 

 

‘Two Ways of Understanding Cinema’: Neorealism, Melodrama, and the Woman’s 

Film 

Stazione Termini has been regarded with puzzlement by Italian critics: it has been described 

as ‘a surrender’ or ‘a compromise’ with Hollywood values, a ‘fracture’ in De Sica’s 

production, or a ‘turning point’ marking the transition from De Sica’s neo-realism proper to 

his later comic filmmaking.27 The film has been widely seen as a clash between competing 

cinematographic practices or competing conceptions of cinema: a ‘compromise between two 

ways of conceptualizing cinema: between Italian realism and Hollywood escapism’,28 and ‘a 

compromise between two different mentalities and ways of thinking of cinema’.29  

 The critical language often emphasizes the film’s confused nature: Gian Piero 

Brunetta calls it ‘a hybrid film’,30 and Tino Ranieri talks of the De Sica/Selznick coupling as 

a ‘frightening pairing’.31 Forgacs and Gundle term it ‘something of a hodge-podge’,32 while 

Gundle calls it a ‘hapless compromise between Hollywood spectacle and Italian neo-

realism’.33 Significantly, many critics exclude the film altogether from overviews of De 

Sica’s oeuvre, while Brunetta pronounces that it does not bear the director’s signature.34 De 

Sica himself described it as a ‘pause’ or respite from his serious output;35 in a similar vein, 

leading Marxist critic Guido Aristarco more severely termed the film a ‘holiday’ from the 

politically committed neorealist cinema that De Sica should have been making after Umberto 
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D.36 De Sica did in fact go on to make Il tetto/The Roof (1955), using non-professional actors 

shot on location. 

 Kogonada, in his video essay on the film, continues the clash discourse, referring to a 

‘clash of sensibilities so great’ and ‘two worlds of cinema’ that meet. Central to this 

opposition is a reification of neorealism, exemplified by his voice-over statement: ‘To ask 

“what is neorealism?” is to ask “what is cinema?”’37 The tautologous dichotomy that reifies 

and simplifies both ‘Hollywood’ and ‘neorealism’, however, obscures neorealism’s 

complexities, contradictions and impurities, as well as Selznick’s anomalous status as a 

‘creative auteur’, who intervened intensely in all his productions. Selznick’s position as a 

‘creative producer’, as an auteur, or as he referred to himself to De Sica, as a ‘film creator’, 

functioned to justify his incessant meddling in his productions; 38 such positioning calls into 

question the limits of the director’s authorial power, and the limits of the producer’s creative 

agency.39 In addition, Selznick’s career as a ‘semi-independent’ producer complicates the 

notion of him as standing in unproblematically for Hollywood in the cultural imaginary.40  

It might be more useful instead to consider the film as marking out the limitations and 

contradictions of the neorealist project itself. 1953, in fact, was the year in which the 

perceived crisis or ‘involution’ of neorealism preoccupied Italian critics on the left; this 

involution was due to multiple factors, such as the expansion of the Italian film industry, its 

development of a star system and the emergence of popular female stars such as Sophia 

Loren and Gina Lollobrigida, who featured in very popular Italian melodramas and 

iscomedies.41 The crisis was also precipitated by changing political conditions in Italy, and 

attacks by the centre-right government on neorealist filmmaking.42 Stazione Termini became 

known among neorealism’s left-wing defenders partly as an emblem of that crisis or 

involution.43  
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The critical topos of the foundational status of neorealism for post-war Italian cinema 

is a much-repeated one, despite ongoing attempts to contest the myth of a rupture between 

neorealism and cinema under fascism.44 Millicent Marcus influentially argued that 

neorealism was ‘the via maestra of Italian film […] the point of departure for all serious 

cinematic post-war practice’.45 This critical obsession with neorealism, however, has 

obscured the complexity of Italian cinema’s engagement with other modes such as 

melodrama, and, as we shall see, its lack of engagement with the woman’s film. 

 In fact, since the 1970s, Italian critics have attempted to problematize the privileged 

status of neorealism, its coherence, and its status as Italian ‘national’ cinema.46 Yet it is clear 

that neorealism still possesses an enduring critical attraction, whether as foundational story or 

simply in terms of the body of renowned films associated with it.47 In addition, the tendency 

to construct chronological narratives about the careers of individual auteur figures of so-

called ‘“high” neorealism’48 represents a kind of polarized film history, in which authorial art 

cinema and popular production have often been, until quite recently, fairly rigidly segregated 

in English-language criticism.49 The critical priority of neorealism (and of its undisputed 

auteurs) thanks partly to its consolidation in France, firstly by André Bazin, and later by 

Gilles Deleuze, has remained relatively unchallenged.50  

Moreover, I would argue that Bazin’s words in releation to neorealist films, that 

‘unfortunately the demon of melodrama that Italian filmmakers seem incapable of exorcising 

takes over every so often, thus imposing a dramatic necessity on strictly forseeable events’, 

have had the effect of creating an opposition between realism and melodrama, which 

obscures their deep imbrication in the period.51 Reconsidering the opposition between these 

two filmic modes allows us to recognize, as Louis Bayman argues, the ‘centrality of 

melodrama to post-war Italian cinema’.52 These more complex rethinkings of neorealism, 
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(which include uncovering its absorption of Hollywood and American influence),53 reveal it 

to be a slippery critical construction, and a discursive category, rather than a ‘movement’.54  

Although the  critical commonplace of neorealist cinema as characterized by location 

shooting has been strongly challenged in recent years, with critics recognizing the hybrid 

nature of much shooting (which often used both real locations and studio sets), cityscapes and 

rural landscapes have been extensively discussed as conventional elements of neorealist 

mise-en-scène.55 Giuseppe De Santis’s 1941 essay, ‘Towards an Italian Landscape’, which 

argued for a new type of cinematic relation between man and the material environment, 

whether that be the house, the street or the countryside, was fundamental to the centrality in 

neorealism of the urban or rural setting as a place of human encounter.56 The interaction of 

human beings in public spaces in neo-realism also formed part of Zavattini’s poetics of a 

‘cinema of encounter’;57 this human(ist) experience was taken up most notably by André 

Bazin in 1948: 

 

the actors will take care never to disassociate their performance from the décor or 

from the performance of their fellow actors. […] That is why Italian film makers 

alone know how to shoot successful scenes in buses, trucks or trains, namely because 

these scenes combine to create a special density within the framework of which they 

know how to portray an action without separating it from its material context […]. 

The subtlety and suppleness of movement within these cluttered spaces, the 

naturalness of the behaviour of everyone in the shooting area, makes of these scenes 

supreme bravura moments of the Italian cinema.58  

 

 Bazin’s naturalization of the relationship between Italians and their material habitat 

has fed into a widespread understanding of neorealism as a specifically urban genre. The 

‘embodied city’ of neorealism was also theorized by Zavattini, whose theory of 

‘pedinamento’ or ‘shadowing’ involved following the ordinary man on the street in order to 

observe his daily experiences in loco and register the ‘real duration of man’s pain and his 

daily presence, not a metaphysical man, but the man we meet on the street corner’.59 
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Zavattini’s  ‘materialist embracing of the real’60 was picking up on earlier ideas, such as that 

of De Santis, mentioned earlier, as well as Luchino Visconti in his 1943 essay 

‘Anthropomorphic Cinema’, which advocated for a filmmaking practice that might imbricate 

the non-professional, with his ‘living presence’ and ‘weight of being human’ within the ‘bare 

mise-en-scene’.61 The street as the place of the accidental and contingent is thus intimately 

tied to the poetics of the non-professional actor: the street becomes the semi-mythical site of 

the encounter with the non-professional – the place where s/he is often spotted and 

discovered - and enables, in theory at least, the end of the professional actor.62 

 The gendering of Zavattini’s theory – focused as it is on ‘man’ - is not accidental: the 

‘universal’ address of neorealism, with its focus on the institutional and the national, left little 

discursive space for the specific experience of women.63 The ‘real duration of suffering’ that 

Zavattini mentions is caused in neorealist films by the socio-political and economic 

conditions of Italy’s difficult postwar; romance and its torments are rather absent.64 Despite 

the contribution of a female screenwriter, Suso Cecchi D’Amico, to some of the neorealist 

films, and of course the involvement of female stars in several neorealist films, from Clara 

Calamai in Visconti’s Ossessione/Obsession (1943) to Anna Magnani in Rome Open City, a 

gendered viewpoint was generally marginalized by hegemonic left-wing Italian criticism, 

which also showed a distaste for melodrama. It is no coincidence, perhaps, that Obsession, 

along with Bitter Rice, and the Magnani vehicle L’Onorevole Angelina/Angelina (Luigi 

Zampa, 1947), have a somewhat contested status with regard to the critical canon of ‘high 

neorealism’.65  

In particular, the ‘woman’s film’, in the sense that classical readings of it have offered 

in Hollywood cinema, with a focus on female protagonists, female point-of-view, and, 

crucially, a female address, did not exist in Italian cinema, due to Italy’s less standardized, 

more flexible genre system.66 The woman’s film’s female authorship, marketing and 
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audience work to embed it in a ‘circuit of female discourse by and for women’.67 This circuit 

of female discourse was decidedly lacking in Italy. Hipkins’ argument that neorealism 

represents a ‘turning away from women’ and a putative female audience is in tune with 

Robert Rushing’s claim that ‘women and girls are all treated with suspicion, if not outright 

hostility, in De Sica and Zavattini’s films’.68 By the late 1940s, in addition, the Italian cinema 

audience had become predominantly male, consolidating this lack of a female address.69  

 The many popular post-war Italian films that did centre women’s experiences in 

melodramatic style were often dismissed and marginalized.However, even these films, such 

as the extremely popular Raffaello Matarazzo-directed series of weepies, are addressed to a 

national-popular audience, rather than a female one.70 Significantly, one mention of Stazione 

Termini, in a survey of provincial audiences’ tastes, notes that the spectators would have 

liked it to be more in the Matarazzo style, and that only the local girls were moved by the 

film.71  Therefore we can note that while melodrama as a fundamental mode, in Christine 

Gledhill’s terms, which aims to ‘render everyday life morally legible’, is omnipresent in 

postwar Italian cinema, both in ‘neorealist’ films, and in popular weepies, the woman’s film 

as a category is distinctly absent.72 The polemic around Stazione Termini/Indiscretion reveals 

how the negotiation of romance and romantic suffering around women’s place in the world is 

seen as problematic to neorealism, but central to the woman’s film, so dear to Selznick, who 

declared that: 

 

on the pictures I have personally produced, I have been much more mindful of 

women’s reactions than of men’s. […] Emotional love stories are the things I like best 

to make; I am aware that a big women’s picture is inevitably a success since women 

determine the far greater proportion of ticket buying’.73  
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Cinematography, and the Female Star 

Selznick, as was his habit, supervised the film shoot very closely. Unlike Rossellini’s use of 

Bergman, where proximity to non-professionals and the presentation of Bergman as an alien 

figure in the mise-en-scène would destroy and radically reconfigure her star image, 

Selznick’s constant aim was the protection of his wife’s image. The site of confrontation was 

primarily, but not exclusively, the close-ups shot by De Sica’s cinematographer, G.R. Aldo, 

in line with Selznick’s longstanding view of the cinematographer as a ‘visual caretaker’.74 

 Aldo was one of the leading cinematographers of post-war Italy: he had worked with 

De Sica on Miracle in Milan (1950) and Umberto D., and with Visconti on 1948’s La terra 

trema/The Earth Trembles (as well as with Orson Welles on his Othello (1951)). Having 

trained in France with Carné and L’Herbier, he was celebrated for his use of chiaroscuro, 

apparently modelled on Caravaggio’s paintings, and was also compared by Italian critics to 

Eduard Tisse, Eisenstein’s cinematographer.75 Aldo’s painterly compositions aimed to 

emphasize the  space of Termini Station through depth of focus and a judicious play of light 

and shadow: as critic Luigi Chiarini notes, ‘he has managed to highlight the qualities of space 

and dimension, generating depth through a careful use of light and shade, and creating a 

skilful relationship between the building and the human figures’.76 

 Aldo’s preference for lighting shots was for key and backlighting only, eschewing fill 

lighting. Thus he created stark shots, using only one lens, without diffused lighting, an effect 

praised by Italian critics, but detested by Selznick when he saw the rushes.77 Selznick began 

to send increasingly anguished memos, first expressing concern about Aldo on 21 October:  

 

Despite our shortage of money, despite the awful difficulties of working all night 

every night in this freezing cold station, with the result that everyone has colds and 

some of us are probably going to get pneumonia, nothing at all is being permitted by 

De Sica to interfere with getting the last ounce of quality, and even as to photography. 

He and everyone else realizes that Aldo, the cameraman, who is reputed to be the best 

on the continent, is as slow as molasses, probably the slowest cameraman I have ever 
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seen, yet De Sica is extremely patient, having used Aldo on his past pictures, and 

insists that the quality is worth it, and certainly I am not going to argue.78  

 

 

Despite this praise, concern about the extent of long shots featuring the station interior had 

already crept in: ‘There is not a single shot in the picture that doesn’t have the background of 

the station that just wouldn’t be tolerated by a Hollywood production department because of 

the cost’. 

 The anxiety about the quality of the cinematography, and the excessive focus on the 

background, continued in a memo to assistant producer Marcello Girosi:  

 

You are spending a great deal of money lighting up things that do not even appear on 

the screen – very distant windows and heaven knows what else. I greatly appreciate 

the attempts to get first-class photography […] but I just cannot figure out how it is 

even common sense to spend hours and a large amount of money lighting up some 

distant window, in some cases literally an eighth of a mile away from the camera.79 

  

By 11 November, Selznick’s anxieties about Aldo’s work were at fever pitch and focused on 

the way that photography of Jones (and Clift) was allegedly being compromised by Aldo’s 

technique:  

 

their performances are being inhibited by the ridiculous procedures of Aldo and his 

insisting that they be held in a vise [sic], as though they were making passport photos 

instead of giving performances. In my opinion, they are being photographed horribly. 

In my opinion they are being sacrificed to the lighting of buildings ¼ of a mile away, 

because I don’t see how a cameraman can possibly get good photography on actors in 

the foreground if he is concerned with justifying his use of lights ¼ of a mile away on 

buildings.80 

 

 Selznick makes it clear that it is the presentation of the star that is at stake here:  

you must remember that you are not dealing with amateurs, picked up from the 

streets, and discarded after one picture, as the man in Bicycle Thief. You are dealing 

with very successful actors, into whose careers and positions have gone many, many 

years of hard work on their parts […] Nor should their careers be sacrificed to Aldo’s 
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photography of a railroad station, as though he were making the pic himself, for the 

Tourist Bureau’.81  

 

It is clear, though, that Selznick had no great investment in the presentation of Clift as his 

memos barely mention his photography.82 On the same day, Selznick solicited advice from 

Lee Garmes, the cinematographer who had shot Jones for him on Since You Went Away (John 

Cromwell, 1944), and Duel in the Sun (King Vidor, 1946), as well as photographing Valli in 

The Paradine Case (Alfred Hitchcock, 1947). Garmes recommended for Jones Rembrandt 

lighting and Eastman diffusors, rather than the Mitchell diffusors Aldo was using, which in 

his view produced a flat image lacking in definition.83 

 This external advice was not sufficient to placate Selznick’s anxieties about Jones’ 

image, however: by the next day he had decided to bring in another cameraman to work 

alongside Aldo.84 He engaged Oswald ‘Ossie’ Morris, who had just finished work on John 

Huston’s Moulin Rouge, announcing: ‘in all the photography of Jennifer, Clift, and of the boy 

– in fact in all close angles of the picture – Morris’ authority will be final and absolute.’85 De 

Sica reluctantly agreed.86 Selznick framed his hiring of Morris explicitly in terms of 

protection of Jones’ career: ‘if there is the slightest objection on Aldo’s part .. we will have to 

face the situation that I cannot jeopardize Jennifer’s career by having Aldo photograph her’.87 

 The conditions of the location shooting were exacerbating the problems with the 

cinematography: as we saw, Selznick complained about the ‘freezing cold of the station’ 

during the night shoots, and Jennifer’s dressing room being too cold.  

 

Morris has sent me word that part of the photography problems are growing out of the 

fact that the cold is changing her face in the course of each evening, and is causing her 

cheeks to become distorted and is also causing her skin to become blotched in the 

course of the evening. 
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 Selznick appealed at this point to the experience of Ingrid Bergman in her Italian location 

shooting with Rossellini: ‘Ingrid talked to him about this […]  said that when she worked in 

the streets her face became so cold that it was distorted and blotchy and bad 

photographically’.88 The suffering of (female) stars was thus part and parcel of the neorealist 

experience.  

 Despite Selznick’s optimistic view that the combination of Aldo’s long shots and 

Morris’s close-ups was working perfectly (expressed on 20 November), by 5 December he 

again decries the ‘wretched’ close-up photography of Jennifer: he cites two specific 

instances, one in the station toy shop (‘“passport-photo” type photography’), and the other in 

the underpass when Mary is confronted by her nephew. In the latter scene, he praises Aldo’s 

long shot (‘as always with Aldo, the photography of the long shot […] is excellent’) [Figure 

1], but argues that the close-up is terrible, again due to Aldo’s preoccupation with 

background and setting.89  

 

Figure 1 
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In these two scenes, Selznick argues, Jennifer’s close-up ‘tells the entire story and 

relationship’ of the lovers. Interestingly, he suggests that De Sica and Morris watch The 

Paradine Case, and see what Garmes did with Alida Valli’s close-ups: ‘The audience was 

spellbound by this complete portrait of a woman, as a consequence of the extraordinarily 

beautiful photography and the remarkable and original camera treatment and movement that 

really sought out a woman’s face and character’.90  

 Selznick insisted on retakes in January 1953 of key scenes, and blamed this necessity 

on Aldo’s photography, ‘which of course should not have been tolerated by any other director 

I know, in featuring the background at the expense of the artists, to the extent of using a 30 or 

40[mm] lens on the principals, which is unheard of, and which means a wide-angle lens on 

people, thereby making them look like rhinoceroses.’91 He began to recut the film in January, 

eventually cutting De Sica’s 89 minutes down to 72: his cutting notes refer to the ‘slander’ of 

Jones’ photography,92 and in a 12-page memo to De Sica in February, he lays out at great 

length his dissatisfaction.93  

Much of what Selznick cut was the ‘business’ of the station, scenes of extras, ordinary 

Italians which do not advance the plot, but which show the background and environment of 

the action, the ‘anthropomorphic cinema’ which neorealism privileged. What Kogonada  calls 

‘in-between moments’ – or ‘moments of boredom’94 as Selznick termed them - decentre the 

primary characters; for example, Selznick cut the opening sequence, which had Jones cross 

Rome’s Piazza Navona, go to knock on Giovanni’s door and then exit his building quickly, 

recross the square, and catch a bus to Termini. His cut opens with Jones’ figure recrossing the 

square against a caption that reads: ‘ROME Eternal City of Culture, of Legend… and of 

Love’. Under the image fades up a letter being written by Mary to Giovanni explaining why 

she has had to leave, intercut with a single shot of Mary at his door. ‘I am heartsick, but..’ the 

letter reads, before she tears it up, then the action moves to the station. Coding Rome as the 
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space of romance via the caption and the letter, Selznick undoes a little Stazione Termini’s 

rejection of the tourist gaze: ‘Instead of presenting the sights of Rome as sites/places pictured 

in guidebooks, in the original (Italian) cut of the film, De Sica continues a neo-realist 

aesthetic in picturing the black-and-white sights of Rome as the compelling variety of people 

who move through the capacious terminal’.95  

Interestingly, Selznick did not cut the scenes where Mary helps a sick pregnant 

woman and her husband: this is probably because they function to point up Mary’s choice 

between domesticity and passion. The couple’s three young children, to whom Mary also 

tends, are used by De Sica in the same way that he used the child non-professionals in 

Shoeshine and Bicycle Thieves, as figures of pathos. As Mary feeds them chocolate she 

smiles at their innocent pleasure, but then quickly succumbs to tears, presumably at the 

memory of her own child. The woman’s husband repeats to Mary that his wife has sacrificed 

her comfort for their children because she is a ‘good wife.. good mother’. The code of female 

self-sacrifice here contained in his words ‘always her family.. never her’ clearly resonates 

with Mary as the camera lingers on her pained face. The continuities between the disparate 

female experiences here suggest a rhetoric of female self-sacrifice that actually connects De 

Sichian neorealism and the Hollywood woman’s film: the fact that the actress playing the 

wife, Liliana Gerace, had previously played a prostitute in the melodrama Persiane 

chiuse/Behind Closed Shutters (Luigi Comencini, 1951) and had had a small part in the 

popular Matarazzo weepie Chi è senza peccato/Who is Without Sin (1952) makes the scene a 

point both of productive generic hybridity and of tension. The Italian woman’s story is 

gestured towards through the good wife and mother, but the notional opposition between the 

neorealist mode and that of melodrama is also modulated and bridged by the presence of 

Gerace, and her knowing diegetic look towards Mary. As we will see, where Stazione 
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Termini is most interesting is in its presentation of the woman and her relationship to public 

space and to the cinematic apparatus.  

 

 

Space, Melodrama, Gender 

Significantly, in his now-habitual opposition of Aldo and Morris, Selznick, while recutting, 

again returned to Jones’ face in close-up as the site of his distress, in typically hyperbolic 

style, lamenting, as we have already seen, ‘the distortion of Jennifer’s face and figure into a 

monstrosity’. He warned De Sica in a furious twelve-page letter that De Sica’s own career 

was at stake over his inability to light and shoot the female star:  

 

the subsequent revelations of the lenses used by Aldo so shocked the entire film community 

that it became a matter of public debate, and I am afraid that you too would suffer, and would 

find yourself up against all sorts of photographic controls by any star, and particularly any 

female star, that you desire to use in the future.96  

  

Leonard Lef points out that Morris’s close-ups and medium close-ups differ from the rest of 

the film’s visual scheme: ‘Morris was lighting the stars, and Aldo was lighting the sets and 

atmosphere’.97  He singles out the carriage scene, in which Mary and Giovanni finally give in 

to their passion in an empty train: as reshot by Morris, it offered ‘a catalogue of Hollywood 

cinematic effects’, with backlights to create halo effects, soft focus and diffusion, and heads 

crowding the edge of frame.98 [Figure 2] Leff reads these this in binary terms: the 

‘Hollywood story’ is the stars in close-up, while the ‘Italian story’ was the station itself.99  
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Figure 2 

In a similar vein, Aldo’s lighting of the background and ‘very distant windows’ 

alludes to the other stories that neorealism wants to tell, pointing to characters and events that 

the principal characters are not aware of, and which do not occur onscreen. This ‘expanded 

sense of what was tellable’ pits the everyday against the emotionally heightened drama, and 

orchestrates, via lighting and cinematography, a narrative clash with Selznick’s suggestion 

that the close-up tells the love story, and that it can reveal the woman’s character.100 The 

‘uncontainable excess’ of the close-up presents the ecstatic suffering of Jones’ character, 

while also of course framing and showcasing Jones.101 Jones’ close-ups thus have several 

functions: they ‘establish the recognizability’ of the star’,102 and they isolate her and Clift and 

become their own ‘story’. They are ‘allied with possession, possessiveness, the desire to get 

hold of something’, in this case Selznick’s possession of Jones as wife and star commodity.103 

Similarly, the language of ‘damage’ and ‘protection’ speaks of Jones as property, while 

Selznick’s repeated use of the word ‘scandal’ to describe Aldo’s close-ups of his wife also 
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speaks to the perceived sacredness of the female image.104 The close-ups also function to 

directly reinforce Jones’ star image, which was one of ‘overly intense emotionality’ and 

‘melodramatic expressivity’.105 As we have seen, Selznick did not seem to care much, in the 

memos at least, about Clift’s star image, which rather matched Jones’, as it revolved around 

emotional intensity and an ideal of masculine beauty, but was augmented by a reputation for 

acting prestige.106  

 Further, against Zavattini’s neorealist ideal of the duration of the ordinary experience, 

the close-ups articulate a fetishistic ‘rhetoric of stasis’;107 these moments of ecstatic or 

epiphanic contemplation which can ‘transcend spatio-temporal categories’108 are also 

embedded in a melodramatic time that is always ‘too late’ – Mary gives in to passion only 

when the film has already made clear the impossibility of this being happily realized, and the 

consequence of it is her shame and punishment, the ‘Calvary walk’, as Selznick termed it, 

when she and Giovanni are discovered and escorted to the station police. 

 As Studlar argues, Jones had often played young women for whom romantic love and 

sexuality proved traumatic.109 Here, though, she is a more mature character, no longer girlish. 

In fact, she cuts a rather old-fashioned figure: her suit, supplied by Dior, with its heavy fabric, 

seems pre-New Look, and the fur tippet and mink coat she wears also seem out of time, when 

compared to, for example, the youthful modern costume designed by Edith Head for Audrey 

Hepburn in Roman Holiday.110 [Figure 3] 
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Figure 3 

The emphasis both on Jones’ face and, in the relatively few full-length shots of her, on the 

concealment of her figure in its heavy suit, is also out of step with Italian cinema’s popular 

female stars of the time: Sophia Loren, Silvana Mangano and Gina Lollobrigida played 

lower-class curvaceous girls who dressed enticingly.111 The narrative changes also do nothing 

to mitigate this sense of Jones’ character as out of time: Selznick, fearful both of the 

Production Code and of anything that might taint Jones with vulgarity, removed some of the 

sexual allusions when recutting the film, and changed two key scenes.112 When Jones and 

Clift are discovered in the empty carriage, they are now detained for kissing rather than 

making love, which has the effect of making the entire climax of the film inexplicable, and 

Jones’ humiliation and suffering seem overdetermined.113  

 It is no coincidence that the battleground for control over this film is the 

representation of the female figure and face, and the representation of public space. Gender 

and space are a faultline in neorealist cinema, because they raise the question of what women 
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do in the public sphere. In Stazione Termini, the public or exterior is erased for the sake of 

romance (in the claustrophobic carriage scene, reshot in the studio); its transformation of the 

interior into exterior in the characteristic deep-focus long shots of the station does not suggest 

a place for women, nor a resolution to the bourgeois triangle other than that of melodrama’s 

impossible choice, and the return of the woman to the home. Despite her economic mobility, 

there is nowhere that Mary can safely be alone with Giovanni, and the station itself works 

against them. However, we should note that Selznick was also worried about potential 

comparisons to Brief Encounter (David Lean, 1945), a reminder that the train station is also a 

potent space of cinematic melodrama.114 

The association of the melodramatic mode with the ‘woman’s film’, with the family, 

and with female protagonists is reflected in its mise-en-scène. Scholars of Hollywood 

melodrama of the 1940s and ’50s have of course pointed to the claustrophobia and excess of 

interior mise-en-scène which becomes an outer symbolization of excessive emotion.115 In the 

Italian context, Danielle Hipkins has analysed Rossellini’s use of the melodramatic mode and 

of claustrophobic interiors in the prostitute sequence of Paisan because it is ‘the site of 

ideological failure’, most often associated with ‘the private sphere, family life and inevitably 

gender relations.’116  

Selznick’s initial attraction to the project as something ‘in the tradition of the best 

Italian films including Bicycle Thieves’, needing a ‘Zavattini-type treatment’ suggests a 

desire for that film’s wandering through the profilmic space of Rome.117 This male neorealist 

wandering (significantly, the wife and mother is left at home in Bicycle Thieves) becomes, as 

noted, a short touristic moment in Indiscretion, and a search for a safe space in which to give 

in to desire.118 If the success of Roman Holiday shows the appetite for narratives of female 

mobility through a tourist gaze on Rome, the ‘failure’ of Stazione Termini is nonetheless 

telling: the reinstatement of the status quo that melodrama often demands in its rehearsal of 
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transgression, the erasure of the woman at the end of the film, and her reintegration into the 

home, tie in with neorealism’s failure to identify a public space for women.    

  

Selznick as a ‘Woman’s Producer’ 

As Thomas Schatz notes, Selznick’s reputation had been consolidated in the 1940s after the 

triumph of Gone With the Wind via a ‘long-standing fascination with ill-fated love affairs’ 

which ‘favored the woman’s point of view’, through films such as the Hitchock-directed 

Rebecca (1940), Spellbound (1945), and Notorious (1946).119 His investment in and 

grooming of female stars – Bergman, Valli, Joan Fontaine, and of course Jones – was 

matched by his fondness for adapting female writers: Daphne Du Maurier, Margaret Mitchell, 

Charlotte Brontë, and Margaret Buell Wilder were among the female novelists whose work 

Selznick adapted for his ‘prestige productions’.120  

 Memos and other communications reflect Selznick’s strong desire for a woman writer 

to work on Zavattini’s screenplay, specifically to ‘write an American woman’.121 He 

suggested a long list of female writers, including Du Maurier, Rebecca West, Rumer Godden, 

Kay Boyle, and Carson McCullers, stating that ‘we need a woman on the job to keep 

Jennifer’s role from being written conventionally or from a strictly masculine viewpoint’.122 

Selznick’s comment on Zavattini that ‘for all his gifts he is unable to comprehend this kind of 

a romantic relationship’ is extremely telling:123 the inability of Zavattini, the core theoretician 

of neorealism, to address romance, is of a piece with what we might consider neorealism’s 

failure to negotiate the ‘traumatic rupture’ of adult sexuality and sexual difference, or the 

female point of view.124 

 While the film itself fails to effectively negotiate romance and urbanity, these themes 

are, however, articulated in an important and hitherto overlooked way, via the ‘jukebox short’ 

Selznick devised and produced to precede Indiscretion in the US (and to compensate for its 
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truncated running time).125 Called Autumn in Rome, and financed by the US distribution deal 

Selznick had secured for the film with Columbia, it consists of two songs sung by singer Patti 

Page, and was shot by James Wong Howe and designed and directed by William Cameron 

Menzies.126 Both songs, ‘Autumn in Rome’ and ‘Indiscretion’, were written by Paul Weston 

and Sammy Cahn, using motifs from Alessandro Cicognini’s original score.127 The short 

(seven minutes in total) was shot in New York, and has two significant points of interest: the 

presentation of Page against a New York City backdrop, and the specific musical theme 

employed. While Page sings ‘Autumn in Rome’, she moves around the apartment set, where 

a classical bust is positioned against the view of New York skyscrapers to connote a fusion of 

European and American cultures. She is wearing a heavy silk dress which, like Jones’ outfit 

in the film, has a fur collar, and her style is consistent with the ‘Philadelphia matron’ Selznick 

wanted to evoke [Figure 4]. 

 

Figure 4 



 

26 | P a g e  

 

Yet the transition into the beginning of the song ‘Autumn in Rome’, which opens with a 

motif from Cicognicini’s score, is suddenly marked by a snippet of a score that will be very 

familiar to American audiences: Alfred Newman’s ‘Street Scene’. ‘Street Scene’ was the title 

theme to the eponymous King Vidor film of 1931, and had been re-used many times in 

different films.128  

 The use of ‘Street Scene’ functions as a ‘recapitulation of the entirety of the classical 

Hollywood sound era’, and with its Gershwin-infused sound, and connotations of the ‘city 

symphony’, it forms part of Hollywood’s filmic repertoire of urban modernity.129 The snippet 

of ‘Street Scene’ recycled and juxtaposed with Cicognini’s score, and with the Cahn song, 

points to the attempt to bridge European and American tastes: but it also speaks to the attempt 

to find a female point of view through a piece of music that, as Matthew Malsky argues, had 

often been used to articulate and mediate female characters’ relationships with the American 

city and with changing social structures. It is no coincidence, I would argue, that Selznick 

prefaced Jennifer Jones’ Mary, torn between duty and romantic fulfilment abroad, with Patti 

Page, in her apartment crammed with busts and objects, and shot in close-up and medium 

close-up, but also with the urban backdrop outside. Although Selznick tried to minimize the 

urban space in De Sica’s version of the film, and rejected the codes of neorealism’s space-

time, he brought the city back here as a tasteful backdrop to a story that is notionally about 

the place of female agency and desire, in order to position the film as a ‘woman’s film’. 

 Selznick was convinced of the importance of female audiences to the success of 

Indiscretion in the US, saying of preview screenings: ‘I want to emphasize again the 

importance of always having as many women as possible present at screenings. We know the 

picture is liked enormously by women, whereas with men the reaction ranges all the way 

from enthusiasm to indifference’.130 He also wrote that critics should bring their wives, and 

that it should be reviewed by female critics, who should also bring along woman friends.131  
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 A number of reviews in trade papers when the film opened in the US in May 1954 

emphasized the qualities that made it a ‘woman’s film’, declaring it ideal for ‘femmes’ and 

‘distaffers’.132 Radio promoter Terry Turner wrote to Selznick distribution chief Frank Davis 

that ‘this is 100% a woman’s picture’ – relevant to every American woman, and would be 

promoted as such on his stations.133 Amongst other aspects of promotional ‘ballyhoo’, 

Selznick’s team planted fake letters in newspapers, fake personal adverts, and radio 

advertisements and lobby cards that all placed emphasis on the romantic dilemma, asking 

women ‘what would you do in this situation?’. In addition, Selznick successfully pressed for 

the US theatrical trailer to describe De Sica, somewhat absurdly, as ‘the world’s most 

romantic director’. 

 While Selznick’s promotional strategies for the film centred on female audiences, 

including a mooted tie-in with a perfume company,134 there was strangely little attention to 

Montgomery Clift, despite his status as the bobby soxers’ favourite since the late 1940s.135 

The emphasis, directed by Selznick, was on promoting the film to mature women.136 He was 

also acutely aware of the danger of it being labelled an ‘art theatre film’ and although he was 

happy to promote to Italian-American audiences in New York City and to promote De Sica in 

‘certain metro markets’, he was adamant that the film’s ‘adult realism’ was not suitable for 

the mass market.137 

  

Conclusion 

As has been made clear, the conventional narrative that accompanies Stazione Termini – that 

of a clash between Hollywood and neorealism – both reifies and simplifies these critical 

terms and their synecdochal function in relation to the film. As noted, Stazione Termini was 

far from the only film in which Selznick interfered, so should be looked at as consistent with 

his practice, rather than as an anomaly.138 Selznick’s self-positioning as a quasi-auteur 
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obsessed with quality via the memos, while complicating the art/commerce opposition 

beloved of critics, should also be read in a nuanced way: recent work in production studies 

has emphasized how ‘embedded deep texts’ like internal memos are still part of a cultural 

self-performance and self-ethnography. Studying the memos allows to understand Selznick’s 

theorizing of his interventions as a way of contributing to the myth of himself as uniquely 

equipped with a narrative vision, visual sense, and understanding of audience tastes, 

especially female audiences.139 

Further, we must consider that any clash exists on two intertwined levels. The first is 

that of the representation of time and space: Selznick’s rejection of the ontological space-time 

of neorealism in favour of Rome as a city of romance is more in tune with contemporary 

films about Europe as an ‘amorous playground’ such as Roman Holiday and Three Coins in 

the Fountain than with neorealism. Further, his intense and obsessive focus on the suspended 

time of the close-up goes hand-in-hand with an enhanced attention to interior space via the 

reshot carriage scene, more consistent with the aesthetics of melodrama and the woman’s 

film.140  

 Thus the clash is also, and very clearly, a clash of genre address: a telling moment that 

Selznick also cut was a brief scene where a young bride and her husband get off the train 

while Giovanni is searching for Mary. The girl offers Giovanni some of her wedding candy, 

which he dazedly takes while she looks at him in concern. She is played by Maria Pia Casilio, 

the non-professional actress who had come to fame as the pregnant serving girl in De Sica’s 

Umberto D . Casilio’s appearance seems to be offered to us as part of the repertoire of 

neorealism, which, by late 1952, was already almost exhausted.141 Similarly, Selznick’s 

vision of the woman’s film, a genre that did not exist in Italy, was also somewhat outdated, as 

costumes and promos suggested. Thomas Schatz supports this with his observation that 

Selznick’s commercial and artistic decline by the early 1950s was connected to his 
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attachment to a studio system that was now a thing of the past: ‘his conception of prestige 

filmmaking was shaped during the studio era and his sense of dramatic qualities and 

production values, and of marketing and exhibition practices, had been very much in line 

with the industry’s’.142  

Selznick’s obsession with visual propriety and safeguarding Jones did collide with De 

Sica and Zavattini’s conception of the station as a space of the accidental and contingent, 

where stars rub shoulders with non-professionals. While this seems in line with the ‘clash’ 

discourse that this article has sought to question, it is essential to remember Selznick’s 

enthusiasm for the idea of Zavattinian neorealism and his abandonment of it only when he 

felt that Jones’ image was threatened. This oscillation between modes shows how central the 

photography of the US female star was to his opposition to neorealism. The critical focus on 

Selznick’s overbearing interference has occluded the fact that he did try to articulate a kind of 

romantic suffering that was missing from canonical neorealism. He also, importantly, offered 

a vision of the urban that was marked not just by postwar trauma or by alienation from the 

state and its institutions, but by an embrace of female desire and (frustrated) choice, designed 

to appeal to female spectators.143 The commercial and artistic failure of the film was thus due 

not so much to its ‘betrayal’ of neorealism, as to its failure to understand changing models of 

stardom and femininity, something that Roman Holiday, released four months after De Sica’s 

film, successfully grasped. Nevertheless, the film, even in its supposed failure, attempted to 

open neorealism up to the woman’s story, and allow us to trace the gendered ideological 

faultlines that underlie the ‘collision’ of modes, faultlines that the use of the female star 

uncovers. 
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