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ANDREI TARFOVSEY

Andrel Tarkovskys filmsi\do they conceal the gulf between his

eye for poetic compositions and any really searching study of

people in societvy.

TAREOVSEY

1959 THERE WILL BE NO TODAY

12460 THE STEAMROLLER AND THE VIOLINS
12862 IVANOY DETSTOV/IVANS CHILDHDOD
1244 ANDREI ROUBLEV.

1972 SOLARIS

1275 THE MIRROR

19279 STALEER

128% MOSTALGHIA

1285 THE SACRIFICE






" b ol e

Ardered yafrom 19

) eight major Film

projects, fully funded, no minoe in comparison bto Film

makers in the west, who gensrally would only be able Lo make

Film mvery sid

o bhe strugole betwesen

&

SETEOF B,

art and the box office.

By the time Tarkovsky vieh notions

began his +ilm caresr s

abrout Film had changed JFilm makers were nob as harshly

il

State intervention did r g ly

alo but never to their detriment.

rambrer od

Stalins death and the twentieth century Party

a growing of arti openne Jwhiioh saw in the saw in the

a signiticant increase in film production , from five

g B A

films in 1982 to forty five in 1994 and sisty

With a large number of talsnted young psopls smne

I general the a seution of film mak

=T

have been far le

sevveEr e bhan contemn FROHT Y ey

wrriters JHerbert Marshall, in his book

BIODGRAPHERE , mentions only two di

from the Film
world, both happened to be Jewish, Eisensteins tormentor

Shumyats

shot and T.Trauberg w in camps , wheres

& 5

Lo oompari son an g vearn hundered wieid s abttended

the first Writers Conference  in o wWhile a mers Fidby

the second , twenty







Fasternaks novel DOCTOR ZHIVAGD, was until recently banned in

the sovielt union, because of its suplicitness and admiration

For Christianity. When in Tarkovsky proposed his

historic epic ANDRETD ROUBLEY , the spiritual climate was very
different from 1994 when FPasternak first submitted his

manuscript

ANDRET ROUBLEVY, the fiftesnth centuwry icon painter ,was in

1
i3]

sense a patriotic figuwe. It also happened to be his sex

centenary and exhibitions of his work were being in

Moscow. The authorities let this young director thirty two go

W

ahead with his film b Lcally be

se they envisaged the film

whern the F1lm shot it

would mainly be a spectacle.Howsver

barely made it onto the screen. With a lot i luck Tarkovsky

managed to make a fuwrther §i

Films, which may suggesht that

e

wasn’t as monstrous as we in the west perceived.






Andred Tarkovs

yowas born on the fowth of April

Saurashe jeon on the Volga, the son of Arsency Tarkovsky,a

poet whose work was highly acclaimed, and Mava Ivanovuna

st

Vishnvakowva. Both pa at the Lite

Mosoow. The villa where their son was born no longer e

It now lies beneath the waters of a

was bhullt in that area.Bub the plac images of

Tarkovs

and had a profound effect on his work.

when the family to a place outside Mo

were beginning to show between the relationship of mother

anc the ultimatbe

of the father.fAndrei grew up in the company of his mother,

grandmother, and sister, no man in the ho

Fiem

lTater svacuated to

attended a school in Mo

iU  TH G

on the Volga during the war. With the outbreak

the war his father volunteersed for military =

courses of which he lost a leqg. The +a

where Tarbkowve mother worked in a

soler ano

-« For the boy the war

Lo of survi

filled with two main preoccupations: the gue

trom the fronb.  When Ar

and the return of his

Tar ko

did finally return from the war, however highly

decorated with the order of the red

o the famllv.

ary Institube

brains

2ol when & dam

s marly years left an indelible impression on him,

EEE NN

arturs

of

i the

Wil

sErd by

did not retuwrn






It was the wish of May Ivanova Vishnyakova, that her son
would work in the artistic field (having attended a school of

4 that his

music and later art school). Tarkovsky remark

i

work as a director would have been inconceivable without this

training. From 1931 he studied at the institute of oriental

Languages. these studies were howsver, broken off on account

of a sports injury. In 1954 he successfully applied for a
place at the Moscow Film School (WETEDY wherse he was bto study
urider Mikail Romm.

Tarkoveky's first feature film, and at the same time his
diploma submission at school was the Steamroller and the
Violin 1960-61. The screenplay for this forty six minute
film was the product of a fruitful collaboration with whom
Tarkovsky also worked on Andrel Rublev and Michal kov

wn Film THE FIRST TEACHER.

Fonchalovs e

i

Tarkovskys first feature IVANS CHILDHDOD 1962, was in
contrast, the outcome of an extremely uncompromni sing

situation.The project had started under the direction of E.

Abalov,but had been abandoned becau
guality of the sequences filmed.later it was decided to
salvage the film after all, and Tarkovsky was placed in
charge of its completion.

IVANS CHILDHODD, Tarkovskys most conventional,his most

Al . It descoribes the

Sovietised ,and his most success

activities of a young boy working for the ary o

bring back information from behind the German lines.






The unambiguous heroic situation, the patriotic conviction

and the sensitivity from ths view

paoint of the young boy.The

filme very much Tarkovskys child, it bears the unmistakable

tingerprints of his style.The Film won the golden Lions of

Venioce  and established Tarbkovslkyvs

international reputation

at a single stroks.

Seven vears labter ANDRETD ROUBLEV wea

completed in 1966,

53
i

although it wasn™t released until 1969, perhaps because of i

length and structuwre rather than content.
Originally it ran over three hows,it is in cinema scope,

with a concluding sequence in rich colow . S0 little wa

Erown about ANDRET ROUBLEY  that Tarkowv

a basis for a sketchy celebration of the creative process.

ANDRET ROUBLEY  sesess much medieval destruction and eventually
decides to give up art. MHis mind is changed when he meets
Folyva Burlyvavev, the boy in IVANS CHILDHOOD, who is

attempting to cast & bell.The boy admits to ANDREID ROUBLEY

that he has never cast a bell 2. At bhe closs of the
Film the bell works, so we suppose that AMNDRELD ROUBLEVY
rediscovers art and continued to paint icons. The outward

events however, provide a canvas for an apocalyptic view of

the world which is prevalent in many Tarkovshky







SOLARTE made in 1972 ,is on as a grand scale as ANDREIL
ROUBLEV.BOLARIS is a science fiction film, which is based on
novel written by Starnislan Lem. It is one hundred and sisty

five minubtes long agsin in colow and cinema scope. SOLARTS

i the least convincing of Tarkovs films. Like many of his

Films he describes & Jjourney tially & mals JoOUrmsEy,

Fris Hlvin ds on & vovage to the planet SOLARIES this vovage

can be regarded an inward, spiritual Jjowrney.&lthough the

metaphysical dimension of the story and the phenomesnon it

describes (the materialisation of s and memories) whers

themess

that were evidently of great interest to Tarkovsky, he
was unable to escape entirely from the trappings of the
srience fiction genre and penetrate to human psyohological

proBlems. The film is far removed in this respect to Fubrick™s

2001 A BFACE ODYBSEY (19468), to which S0LARIE cames to

repr

ntoa kind of Russian countsrpart.

THE MIRRE

oo owas a film of guite a different

guality, with strongly avtobliographical slements and of an

intimate visionary intensity. Allegedly, there is nobt a

single invented spiscode in the Film. It is Tarkovshkys =1t

Lu

parsonal work and was much criticised, particularly in Russia
for its subjectivism. Bub its remarkable portrayval of

childhood, its magical,child’s view of the world provides us

with the key to the understanding of the allusive technigue

of Tarkovskves entire osuvre.

a






IVvaNg CHILDHOOD

Soviet cinema has tended to favowr the film image rather

than the narrative flow. this reinforces the lack of rounded

characters in soviet f4ilm.

Fostic cinema made famous by Dovehenko(Tarkovs

predecessor) s in opposition to the classical narrative
structure which may be defined here as recounting of a series

of fictional events which are linked temporally and

spatially in cause effect relationships. i Lnoa narrabive

Film it is the linking together of shots and scenes through

gditing  that the movemsnt forward of the narrabion

place. The ola marrative may be regarded s A PIrOCess

whereby problems are solved so that order may be restored to

the world of fiction. Finally cleg rmarrative may be

=fdned by the high degr

of closwrs which typilocally marks

its resolution. The ideal classical narrative is & sbtory with

and is answered by the

Deginning middle and snd in that

time the narration is complete,u as Foetic cinema is

marked by an image which comes about partially through
artful compositions of shots, but more particularly through

ahot to shot relationships governed by a play betwssn on Lhe

orne hand spatial and temporal matohing.






The distinguishing mark of Fostic cinema is so called

{creative geography) in which a is marked

over two shobts , while the setting in which the action takes

place changes this makes difficult  For the awdisnce to
understand the narrative flow of this cinema.éfnother emblem

of Foetic cimnema which Tarkovsky uses in his films is the

flashback and the flashforward.

The flashback enacts e at a later point in the

narrative. The flashback may display events thalt ocowr prior

to the first svent represented. The Flash forward which plavs

a major part  dn IVANES CHLILDHOOD =

ruchure L

communicative, bulb often in a be:

ming way, it le s glimps

the outcome before we have grasped all the causal chains,
that lead up to it because of the irrevocable forsward
movement of the narrative. Undsr normal vieswing conditions .a
flash forward tends fto be highly seld conscious and
ambiguously communicative. Classical narrative has made no
wse for it but Foestic cinema with its emphasis on authorial
intrusion employs it often. The lack of montage cutting with

Fluid camsra style in effect gives a timels

guality.

With the help of camsra man Vadim Yusov, composer Vsachelev

Ouchinikov, and set designsr Bugsny Cherrnyayev, TVAT
CHILDHOOD was born. IVANE CHILDHOOD,is marked by the
unambiguously heroic situation ,the patriotic conviction and

the

sernsltive but sentimental vi

2w of the boy make it a

+amiliar Ru

sioan report from the war.






But Tarkovsky's sve is not commonplace and the sentiment is
given a poestic gualilty, by the way he makes bhe winbar

Lamciso

pes foreboding and eery, and the magical awa thatl
hovers over the boy. IVAN is lost on oa mission, the Film

¥ :
hurries to Berlin and the end of the war, with the discovery

of a File thalt descoribes VAN capture and d

zath. The ending

explains the films tone of awe for IVANES childhood is

gacrificed, like so many obher Lan orphans of

war. This phenomenon gave birth to a new social category of

pilzorniyve or war orphans. His inr srce Durned into

unnatural skill and nobility.The child is presented to us

g dn fhe

throuwgh the eves of sdults,as 0F VAN was a leg

army. fAnd thus the hollowsd and superbly compo

ancd gra

postic images are the films ftribute to IVAN. 1L

achievenent because the herolism stavs lyrical and unhindered

by any overtly patriotic conclusions.
Tarkovsbky states in BCOULPTING IN TIME
TLIMEMA IS THE MOST TRUTHFUL
AND FOETIC OF ART FORMS.FPOETRY
I8 AN AWARENESE OF THE WORLD AND
A FARTICULAR WaAY OF RELATING TO REALITYS

The postry of cinema for Tarkovsky has becomse a philosophy to

guide him through lifte. Tarkovsky beliesved that some aspec

of human life can only be reprse

:nted through postry. He

doss this throuwgh the use of dresams, memorid and fant

Tarkovsky +ilm has to be an sxact factual acoount and & true

comnunicational feeling.






Wi th STAaLFEROLY e rebturned to the world of solience

fiction.The film is o bhe novel ROADSIDE FICNIC, by

the brothers Arkadi and Boris Strugat and again btakes bhe
form of a Jowney this time into a forbidden zone. Here

unlike BOLARIS Tarkovsky makes the material completely his

oWy describing & gus through a land of dndustrial

Fuin. Here too he develops the technigues artioulated in

marlier Films summarid

il i THE MIRROR, employving a wealth of

iconographioc lmag arnd a colow code to distinguish between

gdifferent realms and of Corsol ousnes

NS

TALGHIA (IR, made in Ttaly ,it describes the home
sickness for Russia of a musicologist who has come to Italy

to o research a Russian composer, and who wltim before

he can return to Russia.lt conbinue Tar kovs o

truth, for the roots of life and belief in modern society and

i Filled with viswal icons, shifts in time, person and place

thalt one inore amer Lo & ciabte with Tarlkoy

zimgly o

[ = 'lf’"x £,

mother. The Sacrifice | G

Mostalghia was dedicated to hi
shiol when he was marred by llness, s dedicated to
Tarkovaeky s son and is a protestation of faith and hope for
the future. Andrel Terkovsky died of lung cancer in Paris on

the might of SB72%940h December 1984,






Tarkovsky's images are so carefully =l bhat esach frame,
@ach camera movemsnt ,every actors movemsnt is so carefully

srecuted and paced.

IVaNs CHILDHOOD fits into the war genre , but it neither
celebrates victory ynor in the manner of FORD glorifies in
sorrowful defeat. The content of the film is war but the
experiences it makes sense of are universal.The characters in
IVAaNS CHILDHOOD are placed in a very close relationship to one

another. At the centre of the story Captain Eholin (Valentin

Zublv) yhis lisutenant galisev (B Zharikov),and of course the

oy VAN (Mikolal Burlgaev).

As the film opens the boy has returned by o

crossing from
a successtul sortie behind enemy lines, bearing important

intformation . While coming through the rain and mild seaked

forest IVAN looks like an animal corossing through the water

When he reache

his destination, he gains a strangs and

irrefutable sense of authority, his movemsnts are more like

those of a prince than those of a young boy. The film traces
the special bond which grows between the two adults  and VAN
during these deliberations a paternal bond but somewhat
modified in that there is already such a relationship between

the captain and lieutenant eight years his junior. The captain

has never married VAN represents, the son he never had. He

would like IVAN to have the opportunitie

of general culture

he never had. At the same time he is shy of adopting the boy.






|

The lisutenant guietly wrges, that he fesls in his heart that

i

Me is a bit of a lout. SBecondly that such an adoption can
orly hold the child back  after the war. VAN is a soldier
and the skills of a soldier would then be made redundant. The
working out of these positions and why we are forced to be
slightly vague aboult them,is nobt so such sxplicit as a matter
across the film of hints and guises we pick them up from the
stories progress rather than having them esxplained. The inner

drama and relationships are governed by delicacy.

The female characters appesar in the film in three guis

oWl e whom we ses in &

First IVANS mother (Irena, Tarkovs
Flash back that opens the film. IVAN runs to tell her of the

cuckon song which we here on the sound track, In IVANTE

dreams throuwgh out the film the mobther figuwre is alwe

present, the reinforos the notion that all war

i mag

destroys the innocence of youbth. IVANS dresams are a longing
for normality, so that he may spend time with his mother and
be treated like a vouwng child. Im these dreams VAN sits with
Fis mother looking down the tunnel at the moon beam  shinning

oy bhe surdface of bthe walter. VAN bries to grab fthe silver

mugget but it ovanishes as he breaks the surtace

water. It is the star of 4 =, bhe suggestion that the boys

destiny is unclear  and may suggest his wltimate death.
Seconds later he is again at  the bottom of the well,
asparated from his mother. In a premonition of his dealth by

guillotine the bucket falls on him.






Hreaking the vision or

mother is at the top of

water, this suggests th

Hermans.

The seoond

also plavs a major rols
particularly visionary.

on the back of & lorey

{(VMera Mitwrich) . Behind

IVEN gives his playmate

W

she bites into,

time more sombees and

we see the cart pull aw

Tt wiRin e

Lo osat the

unexpec
through

Tarkovsky states in

I REMEMBEFR
WET WITH
ALL THIS MA
STRATGEHT FF
CONTIBUDUS
CONVEY ING

THE
THE BACK
FRONT OF
THAT SCENE
TRAGEDY .

WATER  ON
IVANS LAST

RA

tuwrning it

at

temale character is plaved by a

O anv e,

Horses appese from bthe side

ted gifts.

frie

SEEING
THE LORRYLOAD

TERIAL FOUND
OM L TFEE

Ivl
THE
FANDRAMA
GROUND
THE CAMERA
THE
THE
THE BEACH
DREAM

5
-

mbooa nightmars, his

the well she is also splashed by the

she too will fall victim to the

little girl

g Bhe

in IVANTS dreams these scenes are

4

VAN s travelling down a country road

load of apples with ths el

SO

them the sky flashes into negative,

a choice of three apples, the

see the girl fall three times, each

With the camera on ground level

ay az hundreds of apples +all to the

of bhe frame and begin

These s

are faithfully

postry.

SCULFTING IN TIME

ook

THE
OF AFFLE
IN STEAMING

BRASE
THE HORSE
IN THE SUNSHINE
ITS WAY INTD THE FILM
THROUGH THE MEDIUM OF
LOOKING FOR SIMPLE OF
UNREALITY OF THE JWE HIT 0N
OF MOVING TREES IN NEGATIVE AGAINST
THE FALL OF THE GIRL PASSBING IN
JWE WANTED TO CAFTURE IN
CHILDE FORBODING OF IMMINENT
" ODREAM WAS DELIBERATELY SHOT
IN ORDER TO LINE IT WITH

« NOT
ISUAL ARTS

LAST D NE AR






CHILDHEOD is b

The sucocess of IVA on Tarkovskys r

S E RO

o meEmory. For Tarkovs amd many obthers the peatit i Ful

MEmCT L e

are those of childhood. Memory has to be worked on

hefore 1t can becoms the artistic bases of a reconstructed

past. Tarkovsky does not lose the particular emotional

atmosphere with out which & memory evoked in & vy detail

ME ¢ gives 1 to a bitter |

Ling of disappointment.

Tarkovs

Y L memory to express IVANE individual pesrsonalitby

and the revelation of his interior world o IVAN may be ab

from the spectabors view ,bubt wh e bhind about builds a

defined pictuwrs of him. This subseguently became the shar

point of THE MIRROR.












NOBTHALGHIA

THE CINEMA IS QUITE

COMING A MEANS OF EXPRESSION JUST

A% ALL THE AF 3 EFORE IT ,

AMD TN FAINTING AND THE NOVEL.

AFTER BEEN A FAIRGBROUND ATTRACTION AN AMUSEMENT

ANALDGOUS TO BOULEVARD THEATRE ,0R A MEANS

OF FRESERVING THE IMAGES OF AN ERA IT IS

GRADUALLY EBECOMING A LANGUAGE , BY LANGUAGE

I MEAN A FORM IN WHICH AND BY WHICH AN ARTIST
(FRESS HIS THOUGHTS, HOWEVER ABSTRACT

OF TRANSLATE HIS C C :

&

The postic is roobted in the idea of cr@atiQity and the +ilm
as o an edpression of an individual vision. Taskovskys films
are an sxpression of his individual pesrsonality, they can be
traced in a stylistic consistency over all his films. This
suggests that Tarkovsky s a Film dirsctor who is genuinely
arn artist. Tarkovebkys $films display a consistency of
underlyving themss and styles., The dirsctors personalilty and
obsessions exdxpress themselves through film despite
constraints from the industry and Soviet authorities.
Tarkovsky never reburned to the SBoviel Union after he made
Mostalghia, he was forced into reluctant exile in the West.
Tarkovsky claims that if he had returned to the Soviet Union
e would not have been permitted to make another $11lm.
NOSTALGHIA is an interesting film in this respect. Tarkovskys

difficulties with the Soviet Authorities led him Lo apply to

make his nest Film (LFE in ITtalv.






NOSTALGHIA describes the homes sickness for Russia, of a
musicologist who comes to [taly Lo ressarch the life and
collect material on the Russian serd composer Bervosovsky, on
whose life Gorchanko, the protagonist of the film NOSTHALGHIA
iw basing an opera liberato . Bervozosky is an historical
@igure (like ANDREI ROUBLEVY) who eventually decides to return
Lo Russia, where shortly afterwards hangs himself, this story

is deliberately a kind of paraphrase of Gorchankovs own

situation. NOBTALGHIA continues Tarkovskys search for the
roocts of life in modern society and is filled with those
allegories and visual shifts in time, person and place.
Boing back to the point which was made sarlier aboutb
Tarkovekys specific Russian edpression and personality in
his +ilms, NOBTALGHIA although mads in Itlay, has a definite
Tarkovsky stamp and fesling. Tarskovseky explains this most
aloguently in Sculpting in Time.

WORFING ALL THE TIME IN ITaLY I MADE & FILM THAT WAS
FROFOUNDLY RUSSIAN IN EVERY WAY, MORALLY, POLITICALLY
EMOTIONALLY, IT IS ABOUT A RUSSIAN WHD HAS BEEN FPOSTED
TOOITALY ON AN EXTENDED VISIT, AND HIS IMPRESSIONS OF
THE COUNTRY. BUT I WAS H T AIMING AT YET ANOTHER SCREERN
ADCOUNT OF THE BEAUTI ITALY WHICH AaMAZED THE
TOURISTS AND ARE SENT ; = IPI ”!Ww FORM OF
MASE FRODUCTION POSTCARDS MY SUBJECT | LAN WHD T8
TOTALLY DISORIENTATED BY THE IMPRESSIONE LHUNDLNG I
UFON HIM AND AT THE SAME TIME ABOUT TRAGIC INABILITY

SHARE THESE IMPRESSIONS CLOSEST TO HIM, AND THE
SEIBILITY OF GRAFTING HIS NEW E RIENCE INTO PABT
WHICH HHQ BOUND HIM FROM HIS VERY [ I SELF WENT
THROUGH SO0METHING STMILAR WHEMN I HMD UMMH AWAY M HOME
FOR SOME TIME. MY ENCOUNTER WITH AMOTHER NKHLU ﬁHﬁ
ANOTHER CULTURE AND THE BEGINNI OF AN &
THEM HAD SET UF AN ihhlfﬂllUN
INCURABLE RATHER I IKE UNREGUIT
Fhm' HOFELL E58 . OF TRYING TO AGE Ldlla4l 18 BOUND

URTATLED OUR EXPERIENCE ON EARTH MUST DL.I“LK E A Wrﬂlellu
wibm OF THE LIMITATIONS WHICH PR KT YOUR =
IMPOSED NOT BY OUTWARD CIRCUMSTANCES UH Us, BUT
OWd INNER TAROO.

T

Y PER
LU‘I LIE

YOUFR






Tarkovsky continues:
I HAVE TO Say TH%”
THE FILM I WAS 57T
UNMREL TEVED GLOOM.
HOMOGENEOLS BOTH
IMPRINTED IN IT.
TO ACHIEVE NLH!
FHEMOMENMON BL
MY DN ®
OREY ITNG
FILMING.

Tarkovsbvs films

TO FIND
THE MATERIAL
ITS MOOD AND
WAS NOT

1T
RS
I
SOMET
FND

N
THI
SYMFTOMATIC

WAL

ME FACT

WAS THE
o i

FIRST

otbwarrod

avoid movement,

concentrate the action within the olassic

ps

Tarkovsky®s NOSTALGHIA is free of anythin

incidental that would stand in the way of

objective which would be perceived as a

importance. This is seen in the figure

who is ultimately a mad man, but the film

at him in an almost romantic light. Domd

wite and children imprisoned for several

peeling and water

]
5

of a man ssarching for oF a man con

of the outside world. When the family ar

outside world (the villagers) the yvoung

a slow motion sepla toned seguence

steps asking

18 THIS THE END OF

Dominico wishes to speak out to the

oWl rg

gl of #oruclear war.

Rome where his final act will take place.

himself from the top of the eguestrian

el dus,

SAKW ALL THE
WA

IHQi

sl fish

" ST

boy

P runs

world,
materialistic public about the danger

He decides

status of

FOR
OF

RIAL SHOT

s TE
A CTalLE

P =
% CJ[

THE ST4
HING I
UNTGUE (xliLHJI
IR

Ui

e btries bo
al unitiss.
g irrelevant or

his principal

ant of male

Dominico a recluse

invites us to look

nico had kept his

vyears in a paint

s

these the actions

sumed with jesalousy

rascued by bthe

i

rushes oult and in

along the chuwoh

o

THE WORLD.

e wants bto warn a

ard wltimate

to o bravel to

He sets fire to

Marous






Dominico®s death is a sacrifice, a repentance for mankind’s

loss of faith. This act can be seen as action by an

ii

exhibitionist who is so engrossed of his own feelings of

Tarkovsky has always pursued the theme of the weak man who is
no survivor of the real world or outward world, but in a mad
world or in an inner world is a victor in his own life. Buch
people are often seen in a childlike way with thes outward
physicality of adulthood, their position is often
unrealistic as well as selfish. In the film Stalker
Tarkovsky delivers a monologue in defence of the weak man.
I OHAVE ALWAYS LIK SLE WHD CANTT
LIFE PRAGBMATICALLY. RE HAVE NEVER BEED
ﬂ? FILMS ARART FERHAFS FROM IVAN BUT T

SEN FEOFLE WHOSE GTH LIES IN
SONVICTION AND WHO UFON THEN

FOR OTHERS. The friendship that d
Gorchakov and Dominico is based on a

velops Deltween
d to protect Dominlco

identifi

From the outside world. Gorchakov himself a post,

with Dominico's introverted position in society. 1

suggests that artists/ poets are also outsiders in the

structure of ordinary living.

Fire or flame is prevalent in Nostalghia (like in the

Dominico

mirrord, the ultimate sacrifice
engulfed in flames. When Gorchakov hears that Dominico is in
Rome he decides to return to the baths of Bagno Vignoni where

e first met Dominico.
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Gorchakoy® here, ML

candl e baths of Bagno

i

fFlame of the candle being estinguilshed. He L

again until he eventually suweoeeds. Therse is

Gorchakov standing drunk in clear stream

&

candle

that

ConsumEs a page of the posmn

the volos over.

I AM A CANDLE
GATHER MY WAX
ANMD THIS PABE WILL TELL YOU THE SECRET
OF HOW TE b COAND WHERE TO BE PROUD
HOW 1O STRIBUTE AND FINAL THIRD

OF BELI&HI AND MAKE ANY EASY DEATH
THEN ‘SHEL ) BY.S0OME LHHHLE ROOF
TO BLAZE WORD LLIEE WITH ST HLIMOUS
crosses the pmol strewn

BURNT QUT
UF AT DAWN

AT

LIGHT

When Gorchakov 5

coins he collapses into the pool the vicbim of

Am the Film opens Borchakov directs his ITtalian

Evgenia (Domziana Gior to vigit 4 chapel

e

the Tuscan Hills. EBEvgenia is beautiful modern

&t

sanse that she is portrayved oubwardly

independent. They enter an imagined

chap

a famous Fierro Della Francesca

painting by

v p They happsn to arrive when a sagred
Just begun.  Feasant womesn pray befors a vast alt

burning candles. At a given moment a large

astarlings are unleashed out of the belly of the

. i

Here BEvgenia looks puzzled alt this display

the

approached by sacristan whe

to answers

ANt

a child or be spared a child,

“I"m just looking’.

Larmrmy

VMignonid

sl de

with bicy

hi

fygs

a burning

without the

again and

..... o
LT

image

him &

is being recited in

cle parts and

L weak heart.

interpreter

admires in
WOHTET L
and

@l whers

{The Madonna
CErenony has

Car

Madonna.






Hecause of the visd splendow of this scenes her answer

Wi

-

Bland. She is the ridiculed by the

suggests that women are meant to have children and raise them

unseltishly. Bhe is again humiliated when Dominico her

to pray, but because of her ity sb ahe is
unable to knesl properly and stumbles. Thers is a certain
sneering quality in the fact that working women from cities

have lost their faith in Christianity. One major criticism of

work is the lack of female involvement in the

seript.  Tarkovskys films desal with male oesdipal probl

the location of womsn as mother figure, while the father

figure may disappear, destroy, bes rendered silent,

the conclusion of Tarkovskys films. Tarkovs

itiral point of identification for women. The male world is

opposed to the female world, the male is the so called do

whareas bthe female is the receilver.

N

ses a mnoral stance in a fact a puritanism,

an hostility towards pleaswre, sedually or obtherwi

Gorchakowv

e o BEvgenia at the chapel
I'm sick of these beautiful sights

I want nothing more just for myself’.

For Tarkovsky these lin

Living m

AR fu] ally according to

the terms of Christian tradition.


















THE SACRIFICE

In 1986 The Sacrifice was given its $irst showing at Cannes.

The catastrophe at thes centre of Tark

putbhreak of the Third World War. In the Spring of 1984 the

£

4]

disaster of Chernobyle burst upon us < ing its warning

shadow over the World. In the +inal days of that vear

Farkoveky died. Tarkovsky states his reasons for making the

Sacritice were:

"I Wanted to show that man can restore his links by renewing
his covenant with the sowce of his soul’.

The cause of the catastrophe that lies abt the heart of the

Film is to be found in the state of disharmony in which man

with himseld and natwre. The disaster that threatens

the World is more a symptom of man’s malice rather than the
oot of the problem. Alexanders (the protagonist of the

tilm) Sacrifice is a the act of a man see

king a way oub of

this situation, & man who sees an opportunity of bescoming an

instrument of human redempbion.

fAlexander has gone to live with his wife and daughter in a
house by the sea. Tt is there where thelr son little man is
Born. His wifte's life is evidently marred by regrets, maybe

b

cause of the isolation they arse asked bto love with. With

thes threat of a nuclear convalsion Alexander makes & gesturs

of taith on behalt of mankind, he suggests that he will give

up everything in order that peace m e
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‘Lord deliver us in this terrible hour. Do not let my
children die, my friends my wife, I will give you all I
posses, 1 will leave my family I love, I shall destroy my
home, give up my son, I shall be silent, will never speak
with anyone again, [ shall give up everything that binds my
life, if you will only let everything be as it was yesterday,
=0 that [ may be spared this deadly suffocating bestial

state of fear’.

that Alexandesr visilt Maria

wilr HLrANGE  PoOWE

the

iw through Maria thatl

deliverance. Bhe is a figure of many parts,
o oand Virgin Mary all rolled into one. In this sce
ander asks her to save him, buatb at

g it to his temple

this he pulls out a

and pr

thrsatening to take his own life.  We then see bthem together

i oan act of levitation above the bed with & clock ticking

loudly in the background. Ths morning the threa

i i

o vani shed.

lerander now has to carry oub his

o burn down The

CYOE swWay bhen proo

entual ly tabken away in an ambulance. I owr

worlod Al A o = fing of an

anachronism., The age of sacrifice has long gone, and

faced with the destruction of the world he is prepared to

abrandon His actions are not merely performed

a destructlve

Fion but reveal

the fact that what he has just given up was not just his life

o g

is aware of this, bult not

of & mad man.

e regarded






to him into

Aledanders desd is not Jjust a seld sacrifice, 1t has

~iticial ot

somathing of a ering about it. This sacridfice

and: thesidea ofbeliet motifs of Tarl

shdng

of bthe bell in Andrel Rubley and the Jjowney into the zone in

al ker may be sesn as a quest for belisd.

tail from

The +ilm opsns with a

leonardos Magiloal, wnfinished painting the Adoration

Maji 1481 - 1482. 1t forms the bad

kground of the opening

credits and i & sens the whole film . One the he

. wWho is prof

Fering & cup, and the hand of

the infant Jesus reaching owd to towch it. After the credits

the camsra slowly mov e bhe painbting eevealing Christ and

the foot of & tr

,.
-y
-t
I3

the Virgin a held by the hands of

ooontinues o

angeals.

wp the btrunk of the

in obhe distanoe.

the wild, rearing forms of

The piloturs provi

o the Film ab ibs simple

a depiction of & pri

togiving in celebrs

s bhat &l essand

o |

Birthday, and it is for this res

character) gues aboult him on this

a gifth m

cal postman

e e

nethiing of a sacrifice







In the figuwe of Christ swrounded by the Maji the pilctuwre
conveys an image of naked irnnocence in the midst of worldly
weal th.  Furthermore it is throwgh the sscrifice of Christ
thalt the world is redesemed, which is precisely Alexander’s
ambition in the +ilm. It would be taking the parallel too

Far and underestimating Tarkovskys own breadbth of vision to

see a direct translation of the contents of the adoration

painting. Tarkovsky paid homage to Renalssance Fainting in
particular to Leonsrdo (as indeed he did to dcon painting? in
obher films. Bubt the Sacrifice is of a kindrsed spivit to the
painting and Leonardos which contains not merely a similar

central statement to that of the film, but also motifs that

cetohed form

could be seen as specifically Tarkovskian., The
of  the white horse to the left of the tree is one of the
directors most common fingerprints, and the portraval of
ruined architecture finds its counterpart in the waste
landscapes and crumbling buildings of Tarkovskys films.In the
Sacrifice the motif of decay can be seen as a token both of
the decline of civilisation and the destruction the war is
about to bring. The picture reappsars on a number of
orecassions in the film. A print of it hangs in the house,

the glass reflecting Alexander in an overlald double image

in the painting also finds its counterpart in the
Filme In the opening scene after the credits we see

Aledander planting a tall dried up tree.






He tells his son (Litbtle man) the legend of the old orthodox

aim and instructed

monk who had planted a dead tr
a novice to wabter 1t every day until it wakensd to life. At
the close of the F1ilm we see little man heaving two buckebts
o water the withered tree his father has planted. He lies
down beneath the tree to wait for it to blossom. AL this
moment he recovers his voloe and speaks for the first fime in

the film.

there are

Im the Sacrifice as in other films by Tarko
certain avtobliographical refesrences to be found. It is an
aspect of his work for which he freguently incurred
criticism, and most severely in his native country. The
Mirror and Andrel Rublev were sspecially attacked by the

authoritiss. Andre Rublev was announced an outstanding work

of art by a special Goskino Commlttes and chosen to repre
the Soviet Union at Cannes. The film was removed from the

plane at Moscow and shelved for The Mirror

received simllar breatment. Special scoreenings were to be
arranged in Moscow to cater for ticket demand but were
cancelled on the pretext of their coinciding with the
official celebrations, atter which the film was not released

HSGALN.

The auvtobiographical element in his films ranges from the
direct personal guotations of the Mirror to relatively

elusive parts in obther +ilms.
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MOSTALGHIA contains echi

from his childhood and youth the

Lo his son, and the thematic mat

a retlection of
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places in litthle man

the failth Ale

ope Tarkoy

f oplaced in the futwre.

the wse of differ

Tar b

mtiating colouwr code to

a ftine degr appearancs in Andeed Rublev.

mexsr L Al erandsrs

=t

ction of

This sacrifice, the central

the film is photographed in darkly 1it segusnoess viritually
devoild of colowr. The beginning and snd of the $ilm is

photographad in the pale natwal colows of a northern

SLUTHTE W There is a third Ie of photography, the

and white or sepia sequences of the visions, are

from obher times past or futwe. The different ws

tes delibsrats ambiguiti

LTayvering of images and ddeas.  The v

is largely to do owith the camsra work of

B distinguished by slow zooms in and oubt, ths

Lghia

Sacritios us

parallel tracking and

movemnents are almost imperceptibly slow, and many of the

uncut scenes remarkably long.  The lateral movemsnt of the

o EnEr togebther wilth the cho s aphy of the

VE WO

an sdceptional sense of Im Tarkos

the dominant all powsrful factor of the film image is rhythm

i Une could

sing the cowse of time within bhe framns

b dmagine a cinsmatic work of Tarkovs without a

Time passing through bthe frame.  Tarko






Sculpting in Time:
"Nor can I accept the notion that editing is the main
formative element of film, as the protagonists of montage

cinema following Eisenstein maintained in the twenties, as i+f
a ftilm was made on the editing table’.

Tarkovsky ddeologically edits before he shoobts methodically

working out the time within a shot, he belisves that the

within the frame. During shooting Tarkovsky concentrates on

the couwrse of time in each frame, in order to reproduce it

and record it. ihe sense of space is also enbhanced by the

sparse fuwrnishing of the interiors and cs ocontrol of

lighting. The tone of the Sacrifice is very subdusd

throughout, the night scenes are barely 1it.

The specific wuse of the camera is echoed in the use of sound.
Like in Nostalghia Tarkovsky orchestrates the visual elements
with a host of sownds.  Only at the beginning of the film
over Leonardos plctuwre and at the very end, Tarkovsky uses
Dackground music. The other use of sound is always part of

the action, Alexander plays Japanese flute music on his

e, e plays an organ in Maria®s House all of these

sounds are recorded live. Howsver the use of the soundbrack

is far more compli

teds  The composition of sound neasr and

"y past, present or fubtwre in reality or deream

counterpoints the visuwal sbtream forming & further layver of

MmEaning. and gulls are heard throughouot the F1lm. Thie

rumble of thunder and Jets flvyving overhead are also he






the film
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CONCLUSION.

It dis without doubt that Tarkovsky has added richness to the

world of cinema. His carefully compo

shots, the fluid
camara movements, the non comprising use of art direction and
the well orchestrated use of sound, all of these elemesnts
help to show us a world of one man’s pure assthetic. His
search for the meaning of mans edistence is well documesnbed
in his films, the hope that the futuwre will not be as

materialistic as the past.

These are all very noble concerns, bubt is Tarkovs speaking

to himsel+? The

for asking this guestion is because
there is a lack of smotional response to his films, the
= ;

images are so controlled that the narrative is subdued or

almost irrelevant. In order to fully understand of Tarkovskys
tilms they generally need to be viewed more than once.
However the seductive guality of his images override these

gl L ems .,

Tarkovsky kept alive in the immediate contemporary world the
rotion that Film making is & high poetic calling. He fought
for the position that cinema should engage owr concerns as

profoundly as literature, painting or music.






own privalte agonlies, Im oan

oo

Tarkovekvs films are aboulb h

article in Time Magazine Al o stalte

*Film is a great high art from which I simply use for

contession. It is an art which is my way of life, not some

genre created for somebody else’s entertainment?.

=

Therse is a fatal gap in Tarkovskys work between communicating

cf ddes and an over intellectuslising of form. Howsver one

can not deny the brilliant visionary breadth of Tarkovskys

tilms. It is without guestion that Tarkovsky has added his
umigue vision to the world of film, without his singularly

sersonal vision bthe cinema would have suffered s grealt loss.
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