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ANDREI TARE OVSEY

Andrei Tarkovskys films\do they conceal the gulf between his
eye for poetic compositions and any really searching study of

people in society.

TARKOVSKY

1959 THERE WILL BE NO TODAY

1940 THE STEAMROLLER AND THE VIOLINS

9462 IVANOV DETSTOV/IVANS CHILDHOOD

1946 ANDREI ROUBLEV.

1972 SOLARIS

1975 THE MIRROR

1979 STALKER

1983 NOSTALGHIA

1985 THE SACRIFICE





Andrei Tarkoveky, fram 1960 direcled eight major film

projects, fully funded, mo minor feat in comparison to film
makers in the west, who generally would only be able to make

a film every Six years ar sa, because of the struggle between

art and the box office.

By the time Tarkoveky began his film career soviet notions

about film had changed .Film makers were not as harshly
censored. State intervention did raise its ugly head on a

number of Takoveakys films but never to their detriment.

Stalins death and the twentieth century Party congress helped
a growing of artistic openness ,which gaw in the saw in the

1950s a significant increase in film production , from five
films in 1952 to forty five in 1934 and sixty six in 1955.
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the first Weiters Conference in » While a mere fiftyi

survived the second , twenty years Later.





Fasternaks novel DOCTOR ZHIVAGO, was until recently banned in

the soviet union, because of its @xplicitness and admiration

for Christianity. When in i962 Tarkovsky proposed his
historic epic ANDRET ROUBLEVY , the spiritual climate was very
different from 1956 when Pasternak first submitted his

manuscript

ANDRET ROUBLEYV, the fifteenth century icon painter ,was in a

Sense a patriotic figure.Tt also happened to be his sex

centenary and exhibitions of his work were being displayed in

Moscow. The authorities let this young director thirty two go

would mainly tbe =

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

the system wasn"t ag monstrous as we in the west perceived.





Andrei Tarkovsky was born on the fourth of April 1932, in
Saurashe jeon on the Volga, the son of Arsency Tarkoveky,a
poet whose work was highly acclaimed, and Maya Ivanovuna

Mi

Lhe taker. uf «a Lake ca Chaukd

Tarkoveky"s @arly year. left an indelible impression on him,
and had a profound effect on his work.

By 1925, when the family to a place outside Moscow, strains
were beginning to show between the relationship of mother and

their bilvgroa, aril the ultimate departure

albwnded @ Shiau) an Moscow, bub was later evacuated to

the war his father volunteered for military service, in the
course wi whiieh hoe lust a lag. The family returned to Moscow

& mother worked im a printing firm as

amd tiie return

to the family.
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Tt was the wish of May Ivanova Vishnyakova, that her son

would work in the artistic field (having attended a school of

masic and later art school). Tarkovsky remarked that his

work as a director would have been inconceivable without this

training. From i951 he studied at the imstitute of criental

languages. these studies were however, broken of on account

of A Sports injury. In 1954 he succesafully applied for a

place at the Moscow Film School (WGIK) where he was to study

under Mikail Romm.

Tarkovsky'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 wham

Tarkovsky also worked on Andrei Rublev and Michalkoav

Konchalovekys own film THE FIRST TEACHER,

arkovekys first feature IVANS CHILDHOOD 1962, was in

contrast, the outcame of an extremely UN COMpramML Sing

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

Abalov, but had been abandoned because of his unsatisfactory

quality of the sequences filmed.Later it was decided to

galvage the film after all, and Tarkovsky was placed in

charge of its completion.

IVANS CHILDHOOD, Tarkovskys most caonventional,his most

4

d

activities of a young bay working for the Russian army ta

bring back information from behind the German lines.





The unambiguous heroic situation, the patriotic conviction
and the sensitivity from the view point of the young boy.The
films very much Tarkovskys child, it bears the unmistakable

hi filmgerprints of his style Wor the go Or1

Venice and established Tarkuvskys international reputation
at a Single stroke.

ipo

although it wagsn*t releaged until 196%,perhaps because of its
length and structure rather than content.

Originally it ran over three hours,it is in cinema scope,

t

with a concluding sequence in rich colour. So little w

Engen about ANDRET ROUBLEV that Tarkoveky was able to use him

4S & basis for a sketchy celebration af the creative process.
ANDRET ROUBLEY sees much medieval destruction and eventually

Eolya Burlyayev, the boy in IVANS CHILDHOOD, who is

attempting to cast a bell.The boy admits to ANDRET ROUBLEY

that he has never cast a bell before. Ab the close of the

fFodun Dire Gel] worlds, we Suppage that AWDRET ROUBLEYV

rediscavers art and continued to paint icons. The outward

af

events however, provide a canvas for an apocalyptic view of

the world which is prevalent in many Tarkovaky films.





SOLARIS made in 1972 ,i8 on ag a grand scale as ANDREI

ROUBLEY. SOLARIS is a gcience fiction film, which is based on

novel written by Stanislan Lem. It 1s one hundred and sixty

is the least convincing of Tarkavskys films. Like many of his

Beis Elvin ais on a voyage to the planet SOLARIS this voyage
c$an be regardad a2 an inward, spirituel urne,.&lbthough the

metaphysical dimension of the story and the phenomenon it
describes(the materialisation of visions and memories) where

themes that were evidently of great interest to Tarkoveky, he

was unable bo escape entirely rom the trappings of the

sclence fiction genre and penetrate to human psychological
problems.The film is far removed in this respect to Kubrick's

raepregent a kind of Russian counterpart.

THE MIRROR (1974-1975), was a film of quite a different

quality, with strongly autobiographical elements and of an

intimate visionary intensity. Allegediv, there ig mot a

Single invented episode in the film. It is Tarkovekys most

sonal work and was much criticised, particularly in Russiaper

for its subjectivism. But its remarkable portrayal of

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

with the key to the understanding of the allusive technique
of Tarkovekys entire og@uvre.,

a
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IVANS CHILDHOOD

Soviet cinema has tended to favour the film image rather
than the marrative flow. this reinforces the Lack of rounded

characters in goviet film.

Foetic cinema made famous by Dovzehenkoa(Tarkovekys

predecessor) is in opposition to the classical marrative

structure which may be defined of a Serieshie

1

1j

editing that the movement forward of the marration takes

place. The classical narrative may be regarded as a process

whereby problems are solved go that order may be restored to

beginning middle and enc in that orce and iS answered by the

tine the narration is complete, where as Poetic cinema is
marked by an image which comes about partially through

artful campogitions of shots, but more particularly through

shat ta shot relationships governed by a play between on the

ane hand spatial and temporal matching.





The distinguishing mark of Foetic cinema if so called
(creative geography) in which & characters action is marked

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

ko
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of Foetic cinema which Tarkovsky uses in his films is the

flashback and the flashforward.,

The flashback enacts events at a later point in the

Lf

a major part oam IVANS CHLILDHOOD' cure 16

canmunicative, but often in a teasing way, it lets us glimp:
the outcome before we have grasped all the causal chains,
that lead up to it because of the irrevocable foreward

movement af the narrative. Under normal viewing conditions ,a

flashh forward tends to be highly sel? comscious and

ambiguously communicative. Classical marrative has made no

use for at but Poetic cinema with its emphasis on authorial
bach Gs Mormnbege cutting wath

fluid LhL

With the help af camera man Vadim Yusov, composer Vaeachelev
ur Phe
i

2 markec by thewae Gore ae

unambiquously heroic situation ,the patriotic conviction and

the





But Tarkovesky*s eye ig not commonplace and the sentiment is
given & poetic guality, by the way he makes the winter

andscapes foreboding and e@ry, and the magical aura that
hovers over the boy. IVAN is losk on a mission, the film
hurries to Berlin amd the end of the war, with the discovery
of a file that describes IVANS capture and death. The ending

axplaing the films tone of awe for IVANS childhood is

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

zplzorniye aor war orphans. His innocence turned ints
unnatural skill and mability.The child is presented to us

ind trou the h wed and super bls co po

achievement because the heroism stays lyrical and unhindered

by any overtly patriotic conclusions.

Tarkoveky states an ULULE i iid i ahi

"CINEMA IS THE MOST TRUTHFUL

AND POETIC OF ART FORMS.FPOETRY

IS AN AWARENESS OF THE WORLD AND

A PARTICULAR WAY OF RELATING TO REALITY*

The poetry of cinema for Tarkaveky has become a philosophy to

of human lite Hesbo is gh poetsip

Wag THEM Pea uy

Tarkoveky film has to be an exact factual account and a true

camnunicational feeling.





With STALKER CL9?79) he returned to the world of science

fiction. The film is based on the novel ROADSIDE FICNIC, by

the brothers Arkadi and Boris Strugatski and again takes the

form of a journey this time into a forbidden zane. Here

Own, describing & guest through a lands af industrialfa

ruin. Here too he develops the techniques articulated in

earlier tilms Summa iced ain "A Weel ib ai

mn

NOSTALGHIACI9S2), made in Italy ,it describes the home

sickness for Russia of a misicologist who has come to Italy
Nee? fetCo re@cegrch a

Nhe can return to Russia. cantinues Tarkovekys search far

teuth, far the rools of life and belief in modern society and

is filled with visual icons, shifts in time, person and place
thiak ql

Nastalghia was dedicated ta his mother. The Sacrifice (1964)

shot when he was marred by llmess, is dedicated ta

Tarkoveky's son and i8 protestation of faith and hope for

the future. Andrei Tarkaveaky died of lung cancer in Faris on

the might of SB/29th December T9864.





executed and paced.

IVANS CHILDHOOD fits into the war genre , but it meither

celebrates victory ,nor in the manner of glorifies in

sorrowful defeat. The content of the film is war but the

Gap Vial uGhiad of APES Ldba ad in

IVANS CHILDHOOD are placed in a very close relationship to one

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

As the film opens the boy has returned by ri crossing from
a

-4

information . While coming through the rain and mild soaked

rore@st IVAN Looks like an animal through the waterg

When he reaches 6 destination, Ne gains a strange and

irretutable sense of authority, his movements are more like
those of a prince than those of a young boy. The film traces
the

during these deliberations a paternal bond but somewhat

Le alread,
the captain and lieutenant @ight years his junior. The captain
has never married IVAN represents, the son he never had. He

{

IVAN te





The lieutenant quietiv urges, that he feels in his heart that

he is a bit of a lout. Secondly that such an adoptian can

aniy held the child back after the war. IVAN is a saldier
and the skills of a soldier would then be made redundant. The

working out af these positions and why we are forced ta be

Slightly vaguo about them,is om mabbeer

across the film of hints and guises we pick them up fram the

stories progress rather than having them explained. The inner

drama and relationships are governed by delicacy.

The female characters appear in the film in three guises
First IVANS mother (Irena, Tarkov & Wife)? whom we S66 in a

flash back that opens the film. IVAN runs to tell her of the

cuckea gong which we here an the sound track, In IVAN'S

dreams through gut the film the mother figure is
Laci

for normality, #0 thahb he mey Spend time with his mather and

Ly I1b

his mother looking down the tunnel at the moon beam shinning
Wi bine uur oi Ehe wabler. Ll des Llu Ql 2 SF

rit

avid) may

Seconds later he is again at the bottam of the well,

ig

separated from hia mother. In a premonitican of his death by

guillotine the bucket falls on him.





Breaking the vision or turning it into a nightmare, his

fita7

water, this suggests that she toa will fall victim to the

Germans.

The second female character is played by a little girl ,she
also plays & major role in IVAN'S dreams , these scenes are

particularly visionary. IVAN is travelling down a country road

on the back of a lorry load of apples with the young girl
(Vera Miturichd. Behind them the sky flashes into negative,
Pah gives his playmehko a choice af cpplers, the

she bites into, also we see the girl fall three times, each

time more sombre and grave. With the camera on ground level
we see the cart pull away as hundreds of apples fall to the

groaund. Horses appear from the side of the frame and begin
ke " '

represented thraugh poetry.

Tarkovsky states in his book SCULPTING IN TIME

I REMEMBER SEEING THE WET GRASS
Pk
Wed wa tli dsmidid DTN A
ALL THIS MATERIAL FOUND ITS WAY INTO THE FILM
STRAIGHT FROPR LIFE ,MOT THROUGH THE MEDIUM OF
CONTIGUOUS VISUAL ARTS .LOOK ING FOR SIMFLE OF

he dG PL iid iid
TIE PANOP TROND aS @GAITNEST
THE BACK GEL THE FALL OF THE GIRL FASSING IN
FRONT OF THE CAMERA .WE WANTED TO CArPTURE IN
THAT SCENE THE CHILDS FC QDOING OF DMR TNENT

Pd Wit
OM THE BEACH IN ORDER TO LINK IT WITH

iveddo Lead vitkeatl

JUNI

WATIF





The i'

1

menaries are those of childhood. Mema y has to be worked on

before it can become the artistic bases of a reconstructed

not lose the particular emotionaldoest
aL 1

J

Wek Lo aipre@sa IVAN nda.idual persooualail,

and the revelatian of his interior world .IVAH may be absent

fram the spectators view ,bub what he thinks about builds a

defined picture af him. This Subsequently became the starting
point of THE MIRROR.
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NOSTHALGHIA
THE CINEMA IS QUITE SIMPLY
BECOMING A MEANS OF EXPRESSION JUST
AS ALL THE ARTS HAVE BEN BEFORE IT ,
QAND IN PARTICULAR PAINTING AND THE NOVEL.

PA Pia pb A PUL |

BWALUGOUL (0 BOULUD THEA UR oe RANG
OF PRESERVING THE IMAGES OF AN ERA IT 1S

Ne 4 LANLUGGE , Gy LANbUEOL
IN WHICH AND BY WHICH AN ARTISTI MEAN A FORM

TRANSLATE HIS OBSESSIONS EXACTLY
it

2222 MAY BE COR
i Wadd

ALE ZANDER RUC
Le4e

The poetic is rooted in the idea of creativity and the film
thee Abd Or own mdavidusal Geb. y co iilms
are an @xpressian of his individual personality, they can be

traced in a stylistic consistency over all nis films. This

and styles. The directors personality andderilvinda tl mi

themselves through film despite
cangtraints from the industry and Soviet uthorities.
Tarkoveky never returned ta the Soviet 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

prGs

Make his next Italy.mn





Mus gescribes Lie a a ele OT

musicologist who comes to Italy to research the life and

a

figure (like ANDRET ROQUBLEV) who eventually decides to return
t

Cuetson. HOS ALG aa Conlanues Tair ye gearch for tie
raots af Life in modern society and is filled with those

allegories and visual shifts im time, person and place.
Going back to the point which was made earlier about

T

his
im

films, NOSTALGHIA although made in Itlay, has a definite
Yarkoveky gtamp and feeling. Tarskoveky explains this mast

@loquently in Sculpting in Time.

WU ING ALL bigky 2 MOOL @ FLL dilal wag
PROFOUNDLY RUSSIAN IN EVERY WAY, MORALLY, POLITICALLY
EMOTIONALLY, IT 1S ABOUT A RUSSIAN WHO HAS BEEN POSTED
IU UN @N EaTEUbLY VLSliy LRPRUSSLUNG
THE COUNTRY. BUT I WASN?T AIMING AT YET ANOTHER SCREEN
ACCOUNT OF THE BEAUTIES OF ITALY WHICH AMAZED THE
TOURISTS AND ARE SENT ALL OVER THE WORLD IN THE FORM
MASS PRODUCTION FOSTCARDS MY SUBJECT IS A RUSSIAN WHO IS
UIALLY LEE Gi ED By Li
UPOM HIM AND AT THE SAME ABOUT HIS TRAGIC INABILITYTIRE
Pu GH PU bilii,
APH dy UP bia Nee LAD itdiddbi IMG

li

WHICH HAS BOUND HIM FROM HIS VERY BIRTH, I MYSELF WENT

My BNQUULTL WITH &

CULTURE AND THR GLGLHNUMG
THEM HAD SET UP AN IRRITATION BARELY

- Le
CEPTIBLE BU

a mo wa OM
yi Body +

1 be apd ataedad i FE: Wikked die

CURTAILED OUR EXPERIENCE ON EARTH MUST BE LIKE @ WARNING
SIGN OF THE LIMITATIONS WHICH FREDETERMINE YOUR LIFE
IMPOSED NOT BY GUTWARD CIRCUMSTANCES ON US, BUT BY YOUR
OWN INNER TABOO.

E





(em roca)
ro SAY THAT WHEN I SAW ALL THE MATERTAL SHOT FOR

Wie Ul
I HAVE,
Tite ee PG i Wa AE OP
UNRELTEVED GLOOM. THE MATER TAL WAS COMPLETELY

IMPRINTED IN TH Ts
PO ALA LEVEE Alle)
PHENOMENON
MY OWN
LEY LI

PENG

i i

i Did a

1
WAS NOT SOMETHING I HAD SET OUT

(METOMATIC AND UNIGUE ABOUT THE
"WAS THE FACT THAT II :

TOFS
it

concentrate the action within the classical unities.
Tarkoveky's NOSTALGHIA is free of anything irrelevant or

incidental that would stand in the way of his principal
objective which would be perceived as a selfish act of male

importance. This is S@¢en in the figure of BDominico a recluse
who is ultimately a mad man, but the film invites us to look
at him in an almost romantic light. DBominico had kept his
wite and children imprisoned for several years in a paint
peeling and water consumed atmosphere, Are these the actions
of a man searching far truth or a man consumed with jealousy
of the outside world. When the family are rescued by the4

4 4

ewqucnce Mie vine along the church

gleps asking
bo Pals Gli EM Go Gil Wolk.

Dominico wishes to speak out to the world, he wants to warn a

growing materialistic public about the danger and ultimate
end oof the world by a muclear war. He decides to travel to
Kome where his final act will take place. He sets fire to

iL

hau

Aurelius,





Dominico's death is a FCG,

niswJiaGalaonisl who higroeced of

inadequacy.

real world ar outwardaf thena survivar
world or in an immer world is a victor ain

peagple are often seen in & childiike way

hysicality of adulthood, their osition
¥ ¥

WP

Tarkoveky delivers a monologue in detence

RAGMAT TUALLfn
tokde Lo vel du

THERE HAVE
Ll

LIFE F
ble GL

CONVICTION AND WHO TA
FOR OTHERS, The friendship that de

Gorchakoy and Dominico is based aon & need

suggests thah artist
structure af ardinary

mirror}, the ultimate sacrifice and death

anguifed in tlames. When Gorchakoy hears

Rome he decides to return to the baths of

he first met Dominica.

a repentance far
bog

ja oy

DWW

world,

his
with the

ot

tsiders

mankind? ¢1

feelings of

Weal man whim

but in a mad

own life. Such

outward

atten

er

the weak man,

pd
I N

LVES A RESPONS IBILITY
Velops

to protect Dominica
between

im the

of Dominico

that Dominica is ain

wherBagno Vignoni

1pp

Wy

NEVER BEEN AMY HEIHDE

UPON THE EE

Wel L

sete are also cul

n gLi





Gorchakoyv''s sacrifice begins here, he must carry a burning
candle across the open air baths of Bagno Vignoni without the

Borchakay standing drunk in a clear stream beside him a

candle cansumes a page of the poem that is being recited in

the voice over.

Io AM A CANDLE BURNT OUT AT A FE
GATHER MY WAX UF AT DAWN
AND THIS PAGE WILL TELL YOU THE SECRET

PW OG
HOW TO DISTRIBUTE AND FINAL THIRD
Wi AN
THEN SHEL T -D BY SOME CH =

TO BLAZE WORD LIKE WITH FOSTHL WS LIGHT
When Gorchakoy crosses the pool strewn with bicycle parts and

Lae

Pil 4
ANCE ROO

ooing he collapses into the pool the victim of his weak heart.

Lev & LoL

the T. L

ise that she is portrayed outwardly as stylish and

independent. They enter an imagined Tuscan chapel where we

Se@ a famous painting by Fierro Della Francesca (The Madonna

De FParto)d. They happen toa arrive when a sacred ceremony has

burning candles. At a given moment a large flack of

Here Evgenia looks puzzled at this display of faith. She is
aC 1 3!approached by the 4 an who asks her is she praying for

a child or to be spared a child, she answers

"T?m just looking'.

J





Because of the visual splendour of this scene her answer

seems Gland. She is the ridiculed by the sacristan who

suggests that women are meant to have children and raise them

unselfishly. She is again humiliated when Dominica asks her

Cis fre @y, Duk bevausce of her cat, choen snd clothe: ihe is

unable to kneel properly and stumbles. There is a certain
sneering quality in the fact that working women from cities
have lost their faith in Christianity. One major criticism of

Tarkovekys work is the lack of female involvement in the

script. Tarkovekys films deal with male oecipal problems,
the louralion of women as mother figure, while the father

figure may disappear, destroy, be rendered silent, dominates

the conclusion of arkovskys films. Tarkovsky does not offer
central point of identification for women. The male world is
oppasecd tao the female world, the male is the so called doer

a

Gorchakoy gays to Evgenia at the chapel
"I?m sick of these beautiful sights
I want nothing more just for myself'.

For Tarkovsky these lines suggest living morally according to

the terms of Christian tradition.







@







THE SACRIFICE

In 1986 The Sacrifice was given its first showing at Cannes.

The catastrophe at the centre of arkovskys film is the

outbreak of the Third World War. In the Spring of 1986 the

disaster of Chernobyle burst upon us casting its warning

shadow over the World. In the final days of that year

Tarkovsky died. Tarkovsky states his reasons for making the

Sacrifice weres

*T Wanted to show that man can restore his links by renewing
his covenant with the source of his soul'.
The cause of the catastrophe that lies at the heart of the

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

lives with himsel? and mature. The disaster that threalens
the World is more a symptom of man's malice rather than the

reat oof the problem. Alexanders (the protagonist af the

Film? Sacrifice is a the act of aA man Seeking & way out of

this situation, a man who sees an opportunity of becoming an

instrument of human redemption.

Alexander has gane to live with His wife and daughter in a

house by the sea. It ais there where their son little man is
born. His wife's lite is evidently marred by regrets, maybe

because of the isolation they are asked to love with. With

thee threat of a muclear convulsion Alexander makes a gesture
of faith on behalf of mankind, he sugges that he will give
up everything in order that peace may be restored.
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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, I 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, I shall give up everything that binds my
life, if you will only let everything be as it was yesterday,
so that I may be spared this deadly suffocating bestial
state of fear'.

QOlbw de jo Lary ZUQQUS ind

who is thought to posses gtrange powers. After nis visit,
the World is saved. Tt de through Maria that Alexander finds

1

womanhood and Virgin Mary all rolled into one. im this scene

him ta leave, atkAlexander asks her ta save him, but

this he pulls cut & pistel and pre his templeta

thiga Lugella
imo am act of levitation above the bed with a clock ticking
loudly in the background. The nmeéxt morning the threat of War

gL

senda everyone away then proceeds to burn down the house and

eventually taken away im an ambulance. Im our modern1

world Alexanders readin OF arito Mm

anachraniem, The age of sacrifice has long gone, and yet
faced with the destruction af the world he is prepared toa

abandon everything. Hig actions are not merely performed

the fact that what he has just given up was mot just his lite
or house. He 1s aware of this, but mot afraid that his
actions might be regarded as those of a mad mam.





His actions verge on what society regards as madness, his
sacrifice drags those closest to him inta personal tragedy.
Alexanders deed if mot just a self sacrifice, it has

ling OF urterang aboub This lide
and the idea of belief are motifs of Tarkovskys, the casting
of the bell in Amdrei Rubley and the journey into the zone in

Stalker may be see ae a quest for belief.

Leonardas Magical, unfinished painting the Adoratian aft the

Magi - Lael, be forms tre bachgiegund ur Law pernany

credits and in a sense the whole film. One sees the head af

one af the Fings, who i8 proffering a cup, and the hand of

tne infant Jesgue reaching cub to touch it. After the credits

tne Virgin and the foot of a tree held by the hands af

ANQels, Tt cantinues to rise virtually up the trunk of the

tree past the wild, rearing forms of horses in the distance.
hh

it is a depiction of a pres ation of ame gi celebiLLg

birthday, and it a8 for this reason that Al@xanders (main

character) guests are gathered about him on this day. Otta

the local postman remarks that a gift must represent

samething oF a& Sacrifice.





In the figure of Chriget surrounded by the Maji the picture
canveys an image of naked innocence in the midst of worldly
wealth. Furthermore it is through the sacrifice of Christ
thal tho world reshouned, which precisely, le@.vande
ambition in the film. It would be taking the parallel toa

far and underestimating Tarkovskys cwun breadth of vision ta
see a direct translation of the contents of the adoration

painting. Tarkuvgsky paid homage to Renaissance Fainting in

particular to Leonardo (as indeed he did to icon painting) in

other films. But the Sacrifice is of a kindred spirit toa the

painting and Leonardos which contains mot merely a similar
weVikial alabement bo Lnat of Lhe film, bub also motiia Lal
could be S@en ats wpecirically Tarlowve:

of the white horse to the left of the tree is one of the

directors most common fingerprints, amd the portrayal 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 reappears on a number of

occassions in the film. A print of it hangs in the house,

Le

the glass reflecting Alexander in an overlaid double image.

The tree in the painting also finds its counterpart in the

film. In the opening scene after the credits we see

Alexander planting a tall dried up tree.





He tells his son mand the legend of the ola orthodox

mank who had planted a dead tree on a mountain and instructed
a novice to water it every day until it wakened to lite. At

the clusee of the film we see little man heaving two buckets

to water the withered tree his father has planted. He iies
down Len@ath Lhe Lree Lo wait for it to blossom. At this
famed he recovers. vuice and upeals for lhe fireb Lime in

the film.

Im the Sacrifice as other filme by Tarkovsky there are

werlain autobiographical references to be found. It is an

aspect of his work for which he frequently incurred

criticism, and most severely in his native country. The

Mirror and Andrei Rublev were @specially attacked by the

uthorities. Andree Rublev was announced an outstanding work

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

plane at Moscow and shelved for six years. The Mirror

received similar treatment. Special screenings were to be

arranged im Moscow ta cater for ticket demand but were

cancelled on the pretext of their coinciding with the

official celebrations, after which the film was not released

a

t

gaine

The autobiographical element in his films ranges from the

direct personal quulations of the Mirror to relatively
@lusive parts in other films.





NOSTALGHIA contains echoes from his childhood and youth the

Sacratice is dedicated to his son, and the thematic material,
the faith Alexander places in little man is a reflection of

hope arkovaky himself placed in the future.

Tarkuyoky developed the use of differentiating colour code to

A fine dugrec aflber ile iirsk ppesaanee in

This is seen in Alexanders Sacrifice, the central section of

the film is photographed in darkly Lit sequences virtually
devoid of colour. The beginning and end of the film is

photographed in the pale natural colours of a northern

summer. There is algo a third level of photography, the

black and white or SEpla sequences of the visions, are scenes

from other times past or future. The different use of colour

code creates deliberate ambiguities that reflect a multi

layering of images and ideas. The visual quality ar the film
is largely to do with the camera work of Sven Nykvist.

zooms im ana guh, the

Sacrifice uses parallel tracking and pans. Here camera

movements are almost imperceptibly slow, and many of the

uncut scenes remarkably long. The lateral movement of the

di al ql distinguished by weLlL

camera, together with the choreography of the figures

the dominant all powerful factor of the film image is rhythm

ExXGIMeESing the course of time within the frame. One could

imagine a cinematic work of arkoavskys without a sense oft

time passing through the frame. Tarkovsky states in





Sculpting in Times

*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 if
a film was made on the editing table'.

Tarkovsky ideologically edits before he shoots methodically
=

cinema image comes mtoo being during shooting and exists
within the frame. DBuring shooting Tarkovsky concentrates on

the course of time in each frame, in order to reproduce it
and record it. The sense of space is also enhanced by the

sparse furnishing Of Che anteriores and Caresciui contro. ot

lighting. The tone of the Sacrifice is very subdued

throughout, the night scenes are barely lit.

The specific use of the camera is echoed in the use of sound,

Like in Nostalghia Tarkoveky orchestrates the visual elements

with a host of sounds. Only at the beginning of the film
Over Leonardo. picture and at the very, end, Terlovely uses

background music. The other use of sound is always part of

the action, Alexander plays dapanese flute music on his

sterea, he plays an organ in Maria's House all of these

sounds are recorded live. However the use of the soundtrack

ig tar more complicated. The campositian of sound near ane

far, past, present or future in reality or dream

counterpoints the visual stream forming a further layer of

meaning. Sea and gulls are heard throughout the film. The

rumble of thunder and Jets flying overhead are also heard.





At the close of the film the great fire is accompanied by the

shattering of glass, explosions within the Nouse, the

loo ying and the ti I1g1a
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CONCLUSION.

Tt is without doubt that Tarkovsky has added richness to the

world of cinema. His carefully composed shots, the fluid
camera movements, the non comprising use of art direction amd

the well orchestrated use of sound, all of these elements

help to show us a world of one man's pure aesthetic. His
search for the meaning of mans existence is well documented

in his films, the hope that the future will not be as

materialistic as the past.

These are all very noble concerns, but is Tarkovsky speaking
to himself? The reason for asking this question is because

there is a lack of emotional response to his films, the

images are so0 controlled that the narrative is subdued or

almost irrelevant. In order to fully understand of Tarkovskys
films they generally need to be viewed more than once.

However the seductive quality of his images override these

problems.

Tarkovsky kept alive in the immediate contemporary world the

notion that film making is a high poetic calling. He fought
for the position that cinema should engage our concerns as

profoundly as lLiteralure, painting or music.





Tarkovskys films are about his own private agonies. In an

article in Time Magazine Tarkovsky states:
"Film is a great high art from which I simply use for
confession. It is an art which is my way of life, not some

genre created for somebody else's entertainment'.

There is a fatal gap in Tarkovskys work between communicating

of idea and an over intellectualising of form. However one

can mot deny the brilliant visionary breadth of Tarkovskys
films. Tt is without question that Tarkovsky has added his

unique vision toa the world of film, without his singularly
personal vision the cinema would have suffered a great loss.
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