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Pespolesis Stabar Mator. T the second case a shart first shot fin black
and white) s followed by « pissage from the pisin nareation in colonr,

e In borh instarces it s 21
IF the protagonists vision is fickeriag o the borderlie beween differ
et states of consciousness.

“The anral accompaniment adds & further lovel o thickress o these
sequences, especially the second, which proceeds o the strains of
Antenress lecronic scone and then to Arseni Tarkovsky's po
i OF the e of bis Fther's poems in
pocms

before returning o the docurmentary seque

m Life,
irvor Tarkovsley said: “Those

ot an illuserstions thes an

5 poets born a1 the time
sisede i clling (0 21, This claim sug.
weses s parallel 1 the epiloge vo Andre? Rublér, n which fi <he original
conception; cach con was [0 be sccom
it sounded in the episeule of Robles ize correspanding to e time
during which the icon was conceived" Tn fact, the thivs pocms act
ly red i the film sl dace from che 19605, long fcer the cuencs chey
lhustuate before and durin the war
of postns was finalized only quice e in the Gl production suggets
ehar they wust hase exerced lite fnfucnce on the images hat they
accompang. Much more smportane than autobiographical suthe

e conercte Juxtaposiions of images with words that resanate at
multiple levels of the author’s imaginat: & the rain streams down e~
s the mother picks up a nenwhoak of her hushand's pocins and reads:

sbout which one or anathe:

sanicd by the ssme musical thesme

Moreover, e it that the choice

[+ rvers pulsared i the crystal,
Mounsains smoked, s
And s el the cryscal sphere

I vour pal, and vou slept on o throne,

auivered,

And, Gad alghty, you were mine.
You awoke and tramsfigur
The exeraday hursan lexicon,

Avd specch swelled in my hro
i the word ‘you revealed
‘and nowe meant “Tear.
i on ezrch ws vansfigured, even
Simple ehings: the basin, the jus. When
Layered and rig
Betwen s as 1 on guaid.

e divectly o fhe image iU acenmpani

The poer appeats ta
i swhich the i demaserializes obyects, Carstarming e it
emages, out the cbjects ol contsin she rain, testoriag 07 theie bumar
Larers an almass majestic pover of speech. The pocn insiantiates the
e of the imsginar waich regulses the low of sensory isfornation
and carns it o meningful experienees ‘youl fr nstance. is tevea
o e majestic severvign. The flm 5 2t 3 more distant reanove, ques-
icming, wherher ehis maginry suspension of the sensory flom s cwer
be stabilized arnd suncained as & persoral vr eyt deniey

The indecermimate celarionship becweer: word anid inage is con
e the end of che images
s e a

fred by che secomd pucn, which begins tov
of the crosing of Lake Sivask. The fiest stanza
the soldiess depicred:

orial (o

1ot belicvs presentinsents, b smens
D na scare me. | wvoid neicher skt
Mo poison. There's ro such thing
Everyones immortal. Everythin, 1
e afraid of death ar seseaeen vears old
Orat seventy, There is oy carity and light
Neither oo nor death exists i1 s world
Already we stand on the shore of the s,
Ard L am ane who chooses a e

When i

arh,

ortlity geinly sualks.

Tarkavsky suggested that the pon formed and compieted the mean-
s @ document of truh bcome

g of the documenzary footage, b
“an e of o spicival labour (godeFg) anid of he price of this abor®
(5 135 20 e The focus of the cameea on the men thernselves, and
the viewer's knovvledge that almost none of them would susvive the
“gave these moments sprinted on flm ¢ paticulae malidineasionaliey

tharsis’ G 1315 20

1 depis, engendering ol ngs close 10 shock or
i Homever, the second stanga, shifts the focus at one imvards and
Torwands, e a0 aper futare:

Live i your kame and your bome wil not f

Ve summon forth zny ceaturs;

L shallenger i and build my home in e

This i why your childrer an your

[——
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Akl «

ston betseeen the dacumentary 2nd ferional I
olre. Fo one ching, the dosumerzary s

The sepa

A Letter o Chinese Pricud (1ot

1 Night ocer Chins (vl

s fafrom ab e

Medvedkin i irn hd saken sorme of bis foorage from elewhere. ™ The

Chinese souths (on Damansiey lland buandishing their vt Red Books
and postess of Mao are wholy fn bellgerenely] in possession of heir
o maginary; impenzrable 1o an alien gare. The Scver scldicrs who
observe them are ouesardl calen, ke bennsed, but e carehes ghmers.

of an almose e tereor before such fanaticisra. The confiontatian

Fetaeen the seoic g and the prolisation of images is drainted by o

ich ironically recede o utier analivy and insignificsnce. These

ages — evidently fled from = book = s the only es i Mirrir thar
s defnice aurhorial vicwpaint, When the invige takes full posses-
st of i Auman sub
mefalness and it autheicis. I

s an idol, whereas the sy

ma rption s the viewing, subject preserses the

potential of meaning, The eatharsis of the docu nentary scquences s 1k

the shower 1

s the Moer akes 1 the end of the scen st the printing
plant, which botl washes awsy the sshes of the iy nd resore
its meaningfulincerchange wich the individual pasehe.

<pecific moments i the narrstive, The Suansl sequence follaws o
urobcgraph

Chinese seq

I epinados st aromnd 1935, while the Werld War 1 and

aces come or fre end of the episod of the militare

et se arannd 1943, which s ncrodused b he srosn narracor’s
ccolcction of s s love, Given o placesncat the Chinese sqence
misht be taken 3¢ a eriiquc of Stafinisn Vowerer, i was originally
0 e of the Vicrnam Wa the wars in the Midd
Bt i order Tarkavaky clsimed to show the stk of the Sovic sl
diet from World War 11 through the arom harmb, Vietnaro [ | and

e passibility of new erises’ Tt was the affcial explanation, bt

ccompanied by foota

Tarkonsky also moates the shift o Ching as comsey e o gases:

ves sl Fromm ehe surkor i addition o this composize ‘ase’, the

e framn the ictiana

wmertiay fotipe. Bt ta the sounds

Aamerco aid ther 0
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e i reflected i 1o mirsors and ther, so to speak in the flesh

“The second shot initially appcars (o b compaanded from two (ane of

the painting on the wall and another of the mosher walking towards
the caeral, but then she reaches ant a hand ard tauches the glass of
ct of both shots, i short, i buth to reveal

rality” s i and siowlranconsly ro break the plane that holds the

the painting. The inic

T seguence et he bl ot shorof & hand el n
S (b meoe i i o ot VI S

5 ke from a st of

magaificent panor:

shots i @ real space — is accompanicd by the sound of 4 rin
phone awakening Aleksed. There ensues an unconfortable conversarion
between him

of Elizavera Paviovna, her old ca-vorke:
mormin, I the precoding seqnence ha

o is mother, who s calling, o inform him of the deach
he prinin plan, that very
confased real and imaginary
dimensions in space, this conversation confuses real and imaginary
dimensions of tme shar secm ro converge at the borderline momens of
awakening. Alcksei asks his morhr to provide a date for his memories

of bis fatker's absence and the shed burn
thee ssks the curn
scored by the cam
the Aleks

piacon on the sill, @ bre
Tostons Tromty in ames, and 2 7

e answers (193), and he
e, This clas of real and imiginary s noder
. weaich i asingle tracking shot o smouth o be
of view! surveys 3 windesy with an open book and
h poster for e Knble shevings the Ol
amed phorograrh of

i of Tarkorsky Sacesal morher swho lasthe old woman, e 1355,

o leave bein b xeenely

mather

Aleksei, civions o real sime and uwillin
present memarics, rescrs e bis morhers neses only by Gappareas g
ining the seene
Fan i  diction appasite to that of real i,

These densely lavered oper
tive infarmation aboat the scor

the printing plant. Again, imaginary e seers

g squences comey abundais warras
ihou previding <ny sense of a
thatis to iy, without posing s lear cuestion o which the speccator will
st of the mother in tcmors, i insgination, in photc
etaphs. F these is 3 definable problem, iz wil be for the mother o ener
el e i spce for the son. 0 scrange Erat. when larer lgnat opens
the daor for other, Hoerer,this merely
Gnderscorcs the fact that there is no smple wiy ant Fram imaginary
+juss s the iazying artsy of imaes s unificd
oy by the refractive medinm of the directar's gaze, so ol the point of
the flm is mosc of al che heigatencd sensizvty a

aro cakes way From i. This is the inication

The plot almas wholly consises of  circling

ey do ot recognize

andimei

o attention s she

esercen, and also

iss enigue power and priviege
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of a mulicentied set o the cxample of Vittoro Carpacero, « Verctsn
master whose wark expressed ‘che sensc of a promise of the explnation
of tire inexplicable’s the cenre of Carpaccin's many-fgcd conposi-
tions is cact of his charscrers, Concentrasing accention o any of che
Baures. you begin to understand with wnerring clariy that coerythng
el is wmesly sn covironmen: |sred], an entourage construered as o
pedestal for this “inci Tarkemsiy spoke
of dhe vy dhis sneffable exironment or acosphers “cordensed on-
sereen a5 pasticulas visual excure:

sl character’ (5

Lerssay a man e walking along a white veell covered in shells; the
ape of the sroncs, the characrer of the cracks and o

il of
netent seas that s condensed i their stlenee creates 3 chain of
s assaciarinns, + Sngle partof the chasicter zaton, Another
fewr and the hero
s shonen moving agains the hackgronnd of the dark ble ses and
Mlace, g pyeamidal rees. He changes e
gl of his head, srigaing with the thoughs he has jus had
T wher swonds, s al end lgica|
pth, where words nd actions can immecisrel be judged, bt
along @ poctic path.

A appears when we ke the epposits poin

hythcally a

It may scem
s devond of 4

 which
e uf touch i » ke the hard of 3 pasalyric, “which
can only touch chings from afar, bus never grasp then’ 1 s precisely
hisclusive attaction o the cinenate surface that intensiics e exp.
ence of s sexture. n short, Tarkovsky's cinema was sied not o &
partienlar shipe of the sereen, but 1o the ve
the exserior skin of ohserved reslizy: “Film
the interiar gaze of the person maing e fln

unter intuitve 10 aubuse texture o e cin

concepCof the screen as
cring sarss . ] when
sees am image of
she i, whether 15 5 detsiled series of episodes or only as the sensaion
of 1 testure and ensational atmasphere which st he reproduced on

he sereent’ {57 6. This texture is the product o the sppaasas: lusos
spoke of “communicating the texiure of the image o the real world,
therchy revesling s nier essence by the e, bt wsing the
best availablc aptics and colou capadilities of the il stock’ 5 Bt it i
sk 1 palpable sate of maters Tarkessiy cited the example of Earth
(1930}, dircered by Alcksands Dozhenko and shor by Dasiil Deruzsky
where 2 low shar of 2 harse driven plongh <haws o types o

s of

Toughedness: the dark plonghed earth and the white elouds, uhiz
alko seem plonghed = The sercen, in sum. retvrns the image to taciile

watcriality,

al thickness and apacity of the cinema scrsen might well be
rearded as e contral subiect of Mirmur, sich i e sory 10, of the
immaker’s It bur of his visual imagination. Taekovsky sas frequntly
remped to nelude hizsel? L Elo of
erton ot the press conference in Solaris. While he chose nat to narte
st of s hawd tossing the birds the

e stediors opposition i such el
e perkaps suengchened his o doubts asous whetkes his

s woiee alds s criis

iz el e did il
[

sl showed bis face,

s
sebiectivity could be represcatcd by the wey seren th: in Mir
o ook with s eyes. Seveal discrete levels of memors are imerwoven
swith cincrmatie linpses of History and sigrifeast painrings and phots.
eraphs, <5 If in an aempe o measure the refraceive poswer of the eve
nd the vanterinl resstanes of the image. The
2 all f these fmpressions inco & singi frame is Caderscored at the
e of the st cpisode i the marracie, whi atthe country home
in gnatevo, before the v ¢ departare of the basband. The
vivid eoloue) ends with three fgures starding beface the
burring shed in suagy
standing ar the swell ac the od man rus b

abvlicy of the sereen to

e formation s Uhen wik <+ shot ef the wrother
oards the fire. Taen, in
comparatisely quick successivr, there follon sheas o the lile bay
aslecs in hed fir colour), the edge of the foress blown by a wini i
blsck and whiteh, and again the litle boy fin colone, who ters "aape’,
aveskes and wealks forveards as 3 white <loth flies across the Zrame. Eack
ol these shots maifets the bsence of the husaandifarker as a1 ahbor
cent sacuan thac bu naion st o counera
Theee then felows @ confising sequence aF sitos, 21l i black and white
and all withir: che space of what we will Laen b the spactent of
Aldcse, <he fim's protgoniss. of the husband pouring warer on the
mother's anie over a kg hisin of plaser faliog i orrent of witet;
of the morher walking under the Falling plaster ane reflecsed in a s

of mierors: and of an old warsan s walking out from the osher
side of & painsing. Here, in 3 parely maginary reabm, she shacnce s
epyacec o by prescnce bt y the very gl cation of in:ages n vari-
s refacrion, The lase o skots are cspecially comples. T the frst, the
g cnees. shows the motbr in: aree dist ner frammings, cavsed b

s | %5
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4 Word and Image

ske's cinemaric oecvrs dites ihe

The lase Fne spoken in Andrel
penions of 51 Jos Gospel: “In the heginring w3 the Wl Is this
Tarkossky’s confession fhat he viewed bis ke mors as tellog than
£ Tarkovshy s logoeensis
y ks,

oot Indocd, chene s amle exid
OF his s full-legeh s, three wor
1o were based on reviously pudlished liresary soaress of nis

ers dilate
st lengeh on phlosophical and ethical problens, reciting poems o

adaprarions of

compositinn, and ore of e others i ot 2 poe. is

., borh ansereen and i swice-over, Faen his vss of well-enown

tion seems €0 canfin 4 istrast of the cines

it it can be Letinmared only by being grafted anto

canonical cutaal tradition in the s hoakidh sense, Indeal, these

e movased dheserically by hising chaacters peruse
s ot e word,
o liera:

albums. 16 Tkosers heginaing ac it the boaic?

Tarkonsky's frequen
bl contradicrs s theory of Al as o soxecelgn feld of seprisentarior
begond e ord and e pa It Time' Tarkorky
explicaly drew attention away from verbal discorse: “One can' con
n the words st charaeters e, ||

Only by precisely coondinsting the actior: with the prononnced word
anly from theie difren er
bserearion”, an abmlutely concrete image’ (-7 75; 27 173). 1n 2 1985
nrersien e declared.

e i b the image ] call an “wage

for s & cinenaa arsis: e wore b s she same kind of materi

as words i general are canceshed

as anpthig e, [ AsE
vy seriows proteuncernats by y

thee, despit
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Andrei Tarkovsky

Elements of Cinema

Robert Bird
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the spectator the spiritual essence of what is being depicred,
arsky’s minim.
instance, the decision 1o shous Avwdrei R

lism had important practical morivarions. Fo
v in black and whitc was
dictated in part by dhe lowe resolucion of colaur stack, especially when
i o for widesereen projestion.™ The
use o widescreen projection hecame problematic afrer the mow 1o
coloar in Sofris. After shooting s first colour sequences Tarovsky

1 need 1o shaos black-and-white
iy next pictare will be black and wi
o8 57). As with seulprare in che ci
somehan bocome for us more

i frame is enlarged to

reportedly said: *you can see i’ fak

nd o 2 small seree

a,single-tone representation has
realiscc’y e of the conspictions artifi
cialicy of colourarion. Sl 3 Tarkovsky prgmatically admitted, s
colour s been invented you hay

+ Tarkovsky's solution wa
planed manner beeween black

What Walter Bien
Tarkovsky ok only the discontinuons staccaro of frames, but slsa the

ot aleernation becween tspes and gradatians of coloutation (s well
s between differens specds of projection).” Tarkonsky's st forthright
statement an the mater concered the colour cpilague to Ancres Rorblv:

an tnake v of

comstantly o shife in a meticalously

and white, sepia and colour film,

in called the percussive effcer of flm was for

Unless one s a5 sensitive o caloue hazmony 25 1 painter, one

dos nor natice eolours it eversdy life. For example, for e

cineunatic realivy exists in the cones of black and white. Yet in

R
rtand paincing on the other. This connection beween the

vl colour sequence and the black-nd-whise film was for us
seay o express che interdependence of Rubléw’s art and his

I ather words: un the one hand everyday lie, rarional and

listically presented, 2nd on the orher 4 conentionalired

e summary of his e, i nest scage, is lowical conrinuacion

tet we had to relate life and realicy on e ue hand w

[ 24).

Tarkawsky returncd ta the probien: in mose el in au innerview resorded

Colour on screen is.as a rule, obnoxious and even provosative.
Why After all mo one norices colour in e, |, Aud then e
ot whit we se on colour i every thing becomes colousfull

And we can no longer perceive this imsge as reality withous the
teverywhere

oo, Goloar exists cverywhere i his imat
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s, | views these words snd statrnnns more as undes
racter than as expressing an
sutborial poiat of viow. || art i goncrad - and ciems

especially - is expressed ot by means of words but by means

of feclings whil the suthor invests in his works.

scoring and expressing

gl Tarkimsky coneloded, T view words 5 noise made by mar,
When the word can be defined as ot & spiritual elenest sud niere

s, there is ar abvions aced to get heyond the logic of eicher/or. In

free, the cinema might cscn be defned in rerms of it il precisely
w0 render the image as a word and che word a3 an image, and n this
s o heehen the fragile mcerislivy of mediaton. This cension in

Tarkovsky's disconse on language
scenes where buks

art s graphivally disglayed
o s e o, butot,

e or oihenise

abscured, s Slmic narratives fncinersie teats snd imnsees i order 10

e s ariginal sonld o of et ashess morcover, this world s neser

enirely present on-sereen. Tackinshy waderstands that bis il il also
e the scenes of burnt

wsky's broad

be bt up in the viewec's appropriation, Therefo
bk
iterest in howy images interace with maerial life o creste the speciic
. attach pasticular importance o Tarkersky's
and mechamcally reproduced media, both ori
sl and copy. As is most starkly suggested by Tlari in Safa
is a condition of the criginal’s rju

ol descers 5 are cmbleatic of Ta

density of lied existc

ey the <opy

T
fosted 35 carly as T’ Child

rhovskys i ode coards books and paistic

the freseo of the Mother of God,

isible o che characters s the Gl s sccn oy by the observint cye

af the camera, which 3150 marks ou the crosses formed by the tail of

crashed accopline s 3 sanctifying roin i as the tonb of mearing,

These e the anly traces of human endeasour above grovinds the dess

o of all other human creations allows the descerared earh to be

closnsed of is effluvia and resored

a pristne stace of hosic (and holy
< canh, water, wind snel fire. Yer che visual force of the fresco
sewer is only strenpthened by i dcsolorion. The image

ax & manufacrured aretace, bue as 1 partern cmbedded in

e firse glanee, the prinesd book and langage as sach seem wierls

Je-functiomalized. Language no longer works for comeunication, Lo

wriees i leteer i a seeret code v quatities of sceds and thorrs
fntnd o words, Lungasge is desceraiod 01 the tisspel sign that the
ey has by s the neek of to fallen comrades; 1 Khol n's

isgust, however, G
says Ut Geemans cnot hase any witers becanse he saw a public

v fails to remove che sign or the bodics. Tan

g of baoks in a German cisy, bus ther i the < reumstances of

wa the Rassians do 10 e o many books around ei

altsex recommends so byan for taeir pictures. [he
soiccen ward is gand on'y for  desperare epitph thet reerage Ressiar
sondicrs facing exceution have scrawled on the wall of the benker

The camera is constarly actracted co this graffis, dut it remains
bielpless as the bunker™s prescet inhasisans (o rspoad 10 i 2y
meaingl way:

Ieie otsble thit,aridsn the genera]collapee of inage ¢ [angsige,

i of mechar

amopitone fprmbably £ war rrophy

et mstanees of cfective cormaniation il

reprudsetion, Kagasseh fixes 1o

376 comes v with 2 ceord of the Rassian baseons Fdor shaliapn

Shaliapin’s soice remains mure une! e gramophone is epaired,
fist e £ plased the music s mmeesarely <hu off by Kielin without

explamation,

il the second rim the needle gers swuck in a grooe.
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cammemorarise and ars imbued with 1 poienant b
Fossi
paners that be

The complex. role of Bach's rusic was evicenr in Sofaris, in the
course af which the music itsel s gradually deformed by Ecuard
Avtenres's clecteonic elaborions, The play of £

frale curve of
it confounded i

v ihesource, perhaps, of the wistfules

v and distarion,
s wellas of venesabe ge and farring nexcly, sagrmeats the indrermin.
cies f the nausativ: and visual epresnvation. In an carfie variant of the
final scene, Snaue piays Bach Fom a metallic disk: “sudd
overcome with the smell of the zarch and wois: archly alanes i female
hands covered i the i Kris e over 0 10
newly revealid macerial and organic world ane finds himselt walking
tosiards bis fther's howme. Howerer, he staps when be sces his double
walk along a dusty path amongst £ rees, approach b scay
and g s “desiceased, elderly legs's “Observing this scene chrouglh he
windonw, Keis wondered with horror what he would el i his father
besan 20 speak.s The sercenplay cnds with relatvely grearer clariey than
i che film: the swo Krises remain sepazare, one diseussing philosophy
conciled with the father, However, Kiis's far of
s facr spencing bishiihes the iy of the seenes 25 with Hari g
with Harmler), onee the ghost adkdresses you i
Uhe eifect of sound in Tarkorsky's films i
the image cmorionally or intelcctully ranspares
density and apaciy to the point that it begins o exert an 1
fal esistance. Things and their so
0 cast their semsory existence as a question of daud, desire and fich,
As Delenre has writcen about Godard, Man s it world as i 1n 4
pure opeical and sound siwacion. |. .| Only belit in the warld <t
reconneet man to what he sees and hers, The cinema must flo, not the
world, but belief o this world, aur only link.>
age berseen faith and mr at the ccntre of
the starkest and purese example of Tarkovsky's cinematic
ceuvre and the film o

Al Kris s

with S, che orher 1

s o be 2 mere ghos,

fore not 1o render

bt o tersity s

s e dessyichronized just enongh

v closest 1o being ‘the optinnal incaration
of [his original] idea’. where ‘conception {zamysel] closely matchod
the result'® A majon factor in s exceptional scaus was Tarkorsky's
inereasing solicude, especially followin the defection of Vadinn Tusor
from his reular seaim, The ‘ascetic’ plot of Stalker was o central
1 conscious srategy 10 focus astention almost whally an the
and avoid ‘ensertaiving or surpiso the speccator’s I public forums of

e increasing freqan, Tarkovsiy srcssed more thas ever betors or
i Al to affecs veusers “ermoriorally and sensi-
ously”, wirhont them teyin o aralyse shat is happerning sighe now on
screen’ which “only hinders the perceprion: of e peture” I you il ©
it the filin foamediatcly, Teekovsky said, vou run the risk of letting
sl sand “hereen your fingers”« 1l sat poorls wizh Tarkousky's
srudio, for which sensuia! immediacy suggested o lack of deterniinacy
i) orces the resder and the possible viewer t goess and mdulge in

ot agair e nced

 intespretations, which distraces from following and

the wost dive
correetly understanding the work's meaning

Tndeed. i she temptatiun to inzersrer arises 2t all, Tarkmsky sug:
est, i should be fully sasisfied by the éaraceers” discassion a the end
Stalker,” he wrare, “eseryihing s be spoken i

al dheir journcy:
Je that i capable of wichstanding any

ol buaman love i che ey i
dry shearsing abour the hopclesiess of the world 7 In case viswers
el mssed Cris “point’. Tarkovsky tepeaced it irsessly:

i abos she Faet that foree means vothong in e,
the sense of 3 powsefil
il pursas of the maserial

™
ané that weakicss sometirazs exprsss

Sonl. [P sbout the ey that, in ou
realiatiars of o like, we Jose spirituality; about she fact that
we are morally uaprepared For the wechnnlogical ‘progress’ that
accompanics our Tfe ane which hardly depends o ous vl any

Stather ation to the sersen i an attempt
o restore itk in ehe sorld, 10 a3 part of & grand imaginary projeer,
falit. The hazsh acstheric exture of

bt i iz “prcado-mardane’ mar
st sutes that 1l 55 b omantic
e, shauld one understand Tarkovskys coneluding statement about
e il dhat i che final amalysis it s also dhout ‘the face Ehat, without
Faith in Feiey-rales and mieacles a human beimg is incapable of living
and, fursher e, of being callad hman's Do this not imply that st
2 the Stalker’s mision may turn o o be 1 wild-goose chase, Tarkusky
is sing il Lo incice a sate of fith without hinself heleving?

2 10 inrocenee; bt ho

alker o

howsky s seseheric principle was Lo seck the masineam effect with the
wm of crcams: The image st be erusiful and opamally smpl,
ssary condstion for comeying to

T
This s nar a

ol i el but is & e
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ameaingfl raras feamescork Just s the print s an mprinted shape,
sotor Tarkovsky the celluloid image i iaprinted tone
Henve

et an exgraving ar 3 flm is noe simply 2 mechanicsly repea
diaced image £aas eqices emplotment it s also s maserial sreefact that
intervenes in marerial existence. The Durer bool is a tutered sar trophy
el when read. Quite dfferent 1s Cre pho
Tran thr Galtsev finds in bombed-out Berls chis
I trace, prescrved in e ondst of the buan eit, s iformed
the entire preceding nacrative. W
Lo ieawed thee DFrer enprasing as 3 visial eescivg, of the rareative e

have us experienced. Yer frestses ez sublimated i this ways the nar-

thais immedizcey dis

b and dossicr

ntry 1o view o phorcgranh justas

vative has culivinared in an image thar enincides with ife ang hecorn:
for the

Kunsky once

Tor s the srory of Rebler's e i cosentially the st

Regarding his vt Sl At Kbl (1960

of a taght o
irmposed coneepe that b up i e atnosphere of lsivg truth o0 arise
el sy’ (5 5120 15)
wages of burnt books ard
eharred cn, which sccurding to Tarkonsky st ‘rise

sof the fn, T
sctuctuce can be [ikened
ehroicle. Many of the mjor characices hace pecaliar e ationships to
buoks. For inscance, Danill is

again from she ashes 5.1 fresh and nevly disco

T, Avmdred Rasbte pronides mernonable

W fron

pscribed s and the writien wond arc obviously

il ot con-painters that i s episod

o the illuminated manuscrips of 3 monastic

e shown with booss but he rarely reads

Uhean. In episerle 1 ¢ The Joster' he nads off w0 slecp in his resding. Tn
episode 2 { Theaphaes che Grecle) b feigns weading the book 1 avoid
king e Andrct. Orhers show haolishness o be a dabious virtie. In

episode 4 ' The Last [adgemens) Forna s se

wich an ope volume of
i Viadinir; the beok con
bt to s misplaced) onfidence st b i sl s bogin working
. Dl nservets the soursz
Serge s caban Arnde by eendling fron the Nesw Testaments (e possag
t ause e painiuly con
actin with boaks s von more neg

s he e 0 begin the frsco

ndeperdently of Andrei. I the same

i St Pl setualy revites Andsi even further b

dicts bsersed el Kill

sive. He cites witeen aushorssics 2 his conversarion wich Theaphanes the
Greek and, o his s s ler ol 1o capy cne the seriprae fifcsen i
s is mace clear n bis final comsersarion with Ancre, s penance s

Kiil Tittle ond. Capying i no the same as underseanding,

et R

Mast emalemaic of che ool in

s Theophanes'
e rom beyond the giave 13 episede § (‘The R, Adfrst e

-
ewer sees anly o wnivour band leading theangh
of the easaing comversation Theophares surpreses s
ay speaking lines fronn the New Tessament, exelaiing 'L rsme
1 liarent fasgoctent” The book s emecessars i he
communicaies without serial mediation, thatgh i fmains dear ro
Thersphines, perlaps as e meskiars chroush which L e
Tuswerer darkly in e workd. Theahancs deals with ms;
andy cismisses At peic” over his
Drsou knens how g oaostases Thave had bumnes he e, Avser-

» charred solume.
o the cours

o, where God

TS

s He nonch, it corossis

i Andre?'s quession about hesven, e sags: It doesns losie a all 3 you
imagine it Howener, <Fer ealling ince question the acesiacy of the

o, Theophanes adkds: Sl i allso beau ulf Theohanes desnoces

the icon o an approximation of e trich char, fa- e ‘espressing”
e o an owtine, A firse Avcrei
entire experieace e warl sl the e, and

a denial
¢ responds by disavoving specch and scarpaimicg. But at his point
i bl becomes a Al aboat the resuenstion of the word and
e throagl A g rive sleres. e mus: rdiscoer O bt
word and image s imprins of i shape, and nos s ranseendenc

rakes i

realicy sl 4 e e emnody chat spiriteal shape in s actions,
which sre o durabl than sords s i,

The rediscocery o the ican as an fmprintiog of heawen conclndes
e ncensi discorse on e in Aured Rublév. The film is full of
s, They are proppecd against walls i 1caphancs” 1nd Kiri s worc
shaps. When Foma imagines che Gricifision seene, ke ssacks it wich
winged angels, eldsanatic wourers and Begel lice londscap.
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insinuates sl o aur epe. Here
hich iy b cither arsistic or and

The task is nos merely o de-familiarize the spectator’s pereeprion of
ol by creaning percussive shocks: A, Tarkovsky suzgests, s cana-
ble of much more subtle variations. Usig acousiic terminloy,
Tarkavsky wix” the colour to “achiev:
the nevessary

haimed that it was necessary 1o

The fiest way is ro “eliminate colou” by mesns of colour, That s,
0 tome dawn the colous i csery way, 10 seek measuzed, subtle
and at the same rime Dalanced speetrs, to clci greys, so thar e
sense of colour is no sttonger or sharper tha ia ous vormal life,
And there is anorber path which Lwould call pryehological: to
saturare the action with emotion s0 that the corresponding
experience of this emotion is bigher, sheper, seranper than the
mere sense of colous, | sce colour cinematogzaphy most of al o5
o lering colous “oceupy the foreground or become shinvy.

Tarkousks noted dhat ¢
coliwful e sunsers

oy phenomen that are always perceived as
i oxker “transicional scates of marure’ * To ake
the spectator see colaur is thus to comey 2
sented ebject, corresparding 10 a change in texture. The eescural

ansition within the wep

nce between colour schemes ‘expresses fhe speciic tate of matter 1 che
film, the moment of is change in e’ As i
dinectly expresses processes coneesled in the etz

e, colous
only togecher
wrth nture, manifesting ', Tarkovsky added, ‘can calour convey e
state of what i depict actuality™, w0 hat the
viewer fecls he is sensing it with his own skin® 1 s the parsdos of
Farkorsky’s art that such arcéul shoeks o ane’s vision induce a new
sensacion of nature,

L i “istory™ and i

As with colour, over time Tarkovsky inercasingly employed s
punciuase and inflst the fmages i unes pecied, co
0 Onwe Sersssor, who wrked 1 sound cngincer on

e
werifce, Tatko:
made it lear that *his focus is ahvays on the picrure, while the soud
comes brer' 4 What seandaid practice of
dubbing in all dizlogn wcion, for Tatkovsky
wis a conscious poctics of de-syichron whieh he sought 1o

Soviet cinema was merely 1

i sound in pose

ndermaine the e mesnings that sccompang the irazge: “One has only
¢ sounds of the word hac s reflured by ehe sereen or Gl
da ot esist for ths presise inage,

o ke 3

this world s/ cidentalsounds th
5 o 1o cormesponc o chis mage, wed drc e
will immeciately fin fll sice” {1 169: 24 2791, The eneme e effect o7
ohis comples sy e inages that rsist e presative
pencrration, mimickir et forr

< celormed

onizition s o
penerabil

sesthetics i i liccle-

The best illuscration of Tackovsky's s
Knowen 1963 radio sroduction of Wl Faulkacr's story “Turnabous”
{130 Faalkrer fike emingivagd was officially endorsed in the v

ke e bis Nobel Prize and palitics: his story *Tnenabous aad becone
el knenwn afcer its st Sovies publication in 1950 its narracive —
e i eckless but coursicous young pilat of 1 torpeda boat —
+ somewhat renimiscent of fu's Chdbood and e final

Andrei Reuble Taskovsiey engaged bt regular conposcr Viacheslay
Ovehinnikis o conpose and conduct the musical incerlude. He was
ted by Aleksand Mishazin, a radio editor with whom he [aicr
omtuthored the sercenpliy 7o Mirror ixmong other texis) The accors
el future disestor Nikica Miklellos,the younier brother of Aodron
Kenehalorsky, Tarkusks s aidec 2 his s by s Fcker's e
o the radic-dramas Glass and Tale abond 5p
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voice, Over the et quarter-centary Tarkovsky would often find himself
at opgerhads with the system that sanght abave allto procect its own
smmaorh functioning, His nest i, the ambitious cpic Andver Rud
icompletcd in 1966, was no only s insiant classics < was also imm
diately received ws @ kind of gospel for the Sovier intelligentsia, 23
imprinting their rather vague spiritual ycarnings cogether with their
sensc ot opprssion, cnnui and possbility. OF course, Andrer Rubler,
ke Tarkovsky's subscauent flms, was rendered doubly naccessible
by its xperimenta narrative tructue and by the restrictions onitsdisri-
bution. However, thesysrer’ ey efforts o present any eshibition of
the film - completed aftcr Khrushches was remved frams povwer and the
Thaw ended), the il was shelvel o over thice years until a copy was
nysteriously eleascd o the W andl shown at Carines —only heiehtened
i culural resomances. Adres Kb bocame the inematie squivalent of
Pasternak’s Doctor Zhivgs, a novel that had inspied its difficalt narra-
tive sructure, As with Pasternak, who wa awarded the Nobel Prize for
Lirersture skter Doctor Zbiusg was banned in the usse, and as with
Alcksandr Solahenitsyn, who efuscd o be saisfied with the limite sue
cess of his officialy recognized Ore Day in e Life of loan Denisovich
{1962, both at home and abroad Tarkavsky's traiail endowed him wich
nparallled cultural thariny. Historical seudy il shov chat, even under
prohibision, Andret Rubléo shaped s o indeed, Soiee
o) Bl of he It g6 alcr s suecess ot Cannes chis infinence vas
extended workhvide. Exchof Tarkonsky s subsecguent Soviet flms ~ Sclaris
{1972, Misvor (1574} and Stfker (1979} - playe s sinlar ol within the
Ussi a5 a bell-wesher of dhe sosial mood and an outer for the inveli
ez inchoare creatise and spirinal yesrnings Each was received i the
Wese 15 a revelarion, canfeming: Tarkovsky'sseatis s the only Rassian
fimmaker sinee Eisensecin who coukd rival Russia’s preat writers anc:com-
posers in the powe of thei upic narracives, at once desply national and
profoundly universal

Tarkovsky departed from she Soviet Union in 1982 in order o shoot
the Flm Nostalghia, 2 joint Sosici-la hac ostensibly
concerned the peculiar heartache expericnced by Russinns whert separ-
ated from cheir ho
 permancnt dofeetion’ in 155, an event that in some sespscis maked
the Sovier systems finl refusal o be rejuvenated from wiihin, by its
brightest talents. It s 3 poignant detail that Tarkovsky’s deah from
cancer st the very end of 1936 caincided with the beginning of Mikhail

s pronduction

jand. Tarkovsky's temporary estrangement became

Corbacher's liberalization of the Saviet Union {percstroidl, which
o quickly lead o the demise of the countey, and to Tarkovsky's
nihusiastic acceptance into the offciel canon of Russian culcare, It che
hanged politcal limace Tarkovsky'sfilms becarme & saple of percstoil
and television; coday they remain seminal componens of the
Hassian evlrursl idertiey:

I many respects Tarkovsky's films have continued to be defined by
heir Cold War polic ally erue of Tarkavsky's finsl
il Sacrifice (1986), which has often been presented as his tessamens o
1 world, a warning of impending disaster scemming from puclear was,

spiealst materialism and moderr: dislocation, perceived messages that
were buttressed by the publication in 1956 of his book Scedptiig in
i These collected essays, written or Gictared aver the course of his
arcer but heavily revised in his European exie, convey an inereasing
hicratie sone that has found a willing audience both in the post-Saviet
i i the West. Given this history, i is o great surprise cha
has been enlisced as a prophet: of Chernobyl. of his own
Jeath, of the collapse of the Soviet Union or of the impending apaca-
Iypse. Homwever, o look in Tarkovsky s s for sybilline predictions is
I to misrake theie nseure. Tarkovsky soughe not zo impose a1 ineer-
precivescheme pon reality, but to imprin or record it together with all
it contingency and posentialicy; Tarkovsky was nor an orator, buc an
server and s fistener.

Itis Tarkovsky's sense of cinemaric pitch, rather thas any diecursive
meaning’ of his films, thac s my main focus in crs book. | progress
hrogh ten elements of his cinematie acschetic, following 4 rovghly
“hronological examination of his Flms. The frs thrce chaptees (ouped
oxerher as Earth’) address the material condiions of Tarkovsky's cine
mtic world: the system i which he wosked, the spaces he consericeed,
nd the screen that he endowen wich such expressive depth. The discus-
sion in this secsion is cenured on Tarkovsky's early s, inclading
Steanmoller and Violis, v’ Childhoed and Andres Rubles. The
thice chapters ('Fire} deal with the discursive aspects of Tarkovsky's
filine: the inceraction of word and in
(Solaris, and of the social imaginary (Mirron). Chapers Seven o Nine
("Water’) focus on the sttucrure of che image tself, which imprints
scnsorial experience and time iusef in the single <o

inemaric scsthecies. Thi sec-
i, addition to Tatkovsky's

landscape

i of the sho,

‘which Tarkorsky placed ¢ the centre of s
tion deal mostly with Stalker and Nos

moducicn | o
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the st sparsely, with e efect of naderscaring s steriul presence
on-screen and making it seesn infabitahle: A chatr mus be seer nar as
an arrefact i a muscu, ue as 2n object on which people s ™ A szui-
lar sericture applied w the actors, who, Tarkovsky stioulated, “will play
peanle

ey wnderstand, subiect to essenially the same forfings e con
al and
S were sympatheric witl this

weonporary man’> This tced for immedisey e in o new

transparent language. Tarkonshy s colleag
comeeprion. Avche very frss Arsistic Councl mecting on A

5 Apeil 1963, the screenplay was praised for its “rich, coloviful,
Juicy” Tangwase withos modernization and v
Tanguage of the fo
This i rue e for the estensive g
» " Thcaphanes the Greek ), when -
accompanies Kin ' sl

hour rervaning 1o Oue

s of Seriprure i episode
extof Exelosiasces fi vice-over
conteraplation of his position, and cisads 4
The Last Judgement], when Ardrei and the yourh Serger both read
scccions o Paul’s Fura Bl o the Corinehians, Al tree texts 2re esd
fallowing the standard Russian teanslacion, completed in 176, 1he cse
of this rexe i he il s rechieally anchronistc, insofar as it postéares
Rubles lifs by almost 505 pears and pre-dares e flm by aliost o cene

pic, insofar as i 1 sull st used for ceclesiastic

purposes i he Russiar: Churh, Lo oaks ard other ccclesiastics, the
Sl cext continues o be curron and mure (amiliar) By vsing chis
ranslation, Tarkvssky brings the fext to the viewer, but alsa a
from it ative habitar. Thisis a defamiligizing Funliscits, which forces

the viewer

alibrate the proper distance to the repesentation znd

sarask e thes the right words?*
Thesecand Seriptural e i episarie 1 1 read aesandom by the yors

S
soor performance of thetext serves ot “ridicale’ e, a5 Solehenitsyr hes
dai

s user the complex gammar and wofani o swords. His

sather, Sergets rsding minforces the
elildish underscanding ard a ol dish lang
anderseanding, and Fangasase, but o ar app
s before the enorarity of the truths s i denpes, Reading (e v les
of churct conduct brings the characters closer o God b

pinethat. i adalhocd, o
s cede o 16 2 Bueney of
ation of the filure af L

dramacizing
2 Rublev realives thar, soul of o,
brass, Reomomiag Seriprure From i vsial
pragaic contest, the child's voice docs nor reed it saneparent, arho
it neveals it fand all Laeguage) s an opaquc medans that both
and e

e disance from truc underst
his words ace merely “sonnd:

s s from oo

Tt insaces of farege spoceh renfore i iden of language 25
avarce a bamricrard an ot i sesivle aspiragon. e 50 mycance.
Tava-Mangol marauders descerd upen Anirar ki Moaastery duriug
Rublev's ordeal of sl ches ey 25 they tease the ha'y foal
(ha chunk of borsemeat and shen eaery b o1, Throughout s s

e, To a R
car perhas same of the eselamasiars e even viguely comprebinsiblc,
ond), i haskka Cput the b mee] o your head ) n
One romldgenlis source on Terkis Langaages has
rervaiely e ehe speech here s 4 dialect of Kipehale, possibly
Negar, which prescrves archaic fatuces of an caslier, mone unified st o
the urkic Lsnguages, Whether L scas st of it ar not, Tarkeeky
e that e 0 tae gereral endency of the
o s e time o place, and whieh inisd

. He v

e rongn beawy uf the Turcic spzec is o aud ar

succeeded i crcariag a g
Flu, sefrains From: proi
 mhaitations

The unmansdaced Turkic speech 2k confirms Tarowsky's stndind

serpretsion of the vares e The holy fool

awsidance of any defirizve
el of he

who is carrise off n Gas secn apperrs co werarn at the s
filin s a T

e, It s ot ko for aceors o play meltiple rofes i Tarkonsks s
Blonss i A Rabic, Teri
princes, while Niko'ai Glazkoy appezs as three distinar diaractets, The
seresplay appears to il in the sip by showing £ holy fool rega n her
looking ehids o, he srcenplay
acs bath the secnc of her abducton by fhe Taracs and b napearance

princess, The flm gives et grourds for conficence in this

o playe orh e sier and yourrzer

sanity afier iving bt £ 2 T

Fim." The myseery of <he hily fool deepens if o

s 10 sy, they cares e off, Lets e e with us
on suaposed 10
i fac: akous the

understands the
nd abandann her o the rocdl” Perhaps ths s
be tndersiood, but it
i the mars ore inves:
the more o uncuners (he consiscent puestit o
Aetic principle. Sparseness

s the eyt discontieuiics within ¢
Jiscont vy 25 21 265
are revealed s indexcs

it that scply eannos be represented o1

of a supersiidaic
becomes geadually
ion o1 the fragrented
ar-Mongals
amfirm o fus the ol
watec speech of the lzaliaa diploneacs i he fell 5 mere:
e, soon drawmed out by che proserbial souncing brase”of Boriska's

he scrsen, whieh becuncs o«

et Far from imposing an inerpice

marrative, the voice-guersand antsanslared speech of the 1

i st be vt fom wnderstanding

Tic
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Bt Foma s 2 minor artist, one who tkes inspiration from books of
canonical medels. Kicil's bankishness dars not completely chscare bis

vision. When b rerurns o the monasters after years of wandsring the
warld {episade 6. “Charin}, he naices the shadonys of penple and beasts
upside=donin on the wall opposice a boarded-up wirdon. He seems t

diseoner for himsclf the s S —

e o represensing lfe in 2
e resl

ies of visual imagination and technolizy: he mercly sess

St Kiril is sl a failed artise, Andi, € e, has 20 such

epiah:
Ouly cce is Andres shown handling 2 icon. 1 depiets S Geore
Kl ehe dragon snd has been singed by a fre in the Geand Prinee’s

place, The Grand Prince glances a1 he ion just afier he sends Seepn

ot o Blied the stoncaons, as i 1 acknowleds the disbolical sitni-

lasity between St Geonse's spintual lsbous and his own scacherous

erime Like Dinr’s Foane Horsemers i lior's Cidbond, the descerated
icon of St George isrevealed a5 a patiern for the <pocalypse, om which
Bmanity's el averlords (e their setions, Howescr, the cid of the
Bl denores a stk oriska szamps
St Gerrges illing o the dragon onto his ismphal ell we s see the
reict of St Gearge when the Burms case s chipped away. The Grand
Prince arrives aid contemplaces the raising of the bell. Borisk='s violent
i and smashing of the caserenws the image ieself, A with th
e in Viadimit,the iage must be incinerated inorder to be imprintesd
s tracin o ctsenal rutk

T epilogue to A

sal of his iconoslastic there

bl would scem to conficm this o

displaying the ieoms with a molile
i auekenricates images by
I, e with paterial contents yet these innises do ot coinide
with life. The cinems is a nareacive in wh suspend
the termporal progression only to be suspended themselves by the forward
ehras of suspense. There can be o inal ward or sl mage

sprinkling them with watce, Narra

b word and imay

g i el Rebiév is s

onsness. The il rrears of & distane biseorical ard eclrural

The mose conspicuous thing sbo

epochy venth-contary Muscovies R, o distant st il G-

paincers in the Ressizn Orchodos Church) and sereral non Russizn

warionalities fone Greek, a cauple of Italizes and the Tatar-Mongol

nordel. Henever, che Bl is dominared by a kind of neversl mocern

Russian falbe i follsy i i avoids foreszn Ian-swords s s

studionly a5 archaic forr, Fous levls of langusge can be idersed in

e filln, Fies,there is i Russian languaze spokin by the characters so

Cachather i the li's cgess. Secorl, there are theee excens v quora

voscemomers. Thind, there are 6o

fioms from: Scripiane, read moscy

ronnsof foreign characiers who speas thei- pun g s, which are

presamably 1ot anderssand by the Russian cheresters and ace nor teans-
lared or

1 subiitied versions). Lasely, as already e, languss

¢ Russian viewr i bovgh thei spicch is some s rrarslized

imes i the form of writen texts
iy spok: of 1

of vhar

L contem parary intereiews Tarusy ors

e 10 avoicseylcing Uhe varrarive according o curtent id

wedicsal Russiz should Toak and Ze ke, Instead. he soughi 10 render
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Wites share 2 abie
“The same 2hle as my
The fusire is happ
And i Ljust raise my v,

Al e s wil i wish yo.

Like s Bt [ have supported

Every day of the prst with my shoulders,

Fhave messured e with 3 survegor's hai

And passed through ic as f chrough the Urals

Arseni Tarkossly lene secins o declare independence fron the Soviet
imaginarys having measured dime a5 one woukd he earch, he ks nor
i 10 harness s clemental pawer (as he did in his carler Ll of
Sphagnn, butsather s throgh
Jine coincides vt shors of 3 Bruey

e orherside. n the i chix
que wimer bandcape, of victory
and atoric nightmare, of the boy Asaf ey casching a bird i his landl
of M

cte. There can, in o

. e po sl inrerprcration of this

s i ot Tarkovsky once suggested that the pocn was incendedd
precisely 10 overload she spectarors censoriom and keep ¢ i

m reflcsing
led 1 the
eonsly eyered e distiver sound:

wonsciousiy on the imaginacy’ A similar Fanceion may be
J’ comersarion, in which T
racks, claiivs thac he himsel? could roe figore ou what they we
med, wanld b

W s o the pocsns i jusesposiion of gabalflows and
individual aces of resistance: 3 crystal containing pulsating river,

net hoisted against
farare. I is non e llusion that one can scop time n it tracks, bus che
hope that one can carch ic in the meshes of experience. It was such
poignan justapositions that ke Tarkossky, i che aftermth of Mz, o
ponder the pature of the image. 1 i o coimeidrce thar both documer
tary sequences are followed by references to Leonardo, which Tarkonsky

Rand caised againet the on-rusk

explained by refernng 1 che pecaliar distance snd superioniry
Leonandis ascs "o Mirsor e needed his portrit [Gineona di Benes] in
onder [ 10 find the measure of the etemal in the inseanrs i Fow

e

50 168; 74 2160, Such an imaze ‘opens before us the possibilcy
of inteecrion v infiity” (57 105, 41 211
Ol Aranson has observed that Tarkossky “pro
with the infinite by dicaring its presence in the pundercnsss of

< che bty 0

|

e memory 4 Tdeed, Tarkovsky bebcved thar ouly £l s sble 10
because

s the trieicn caused wher eae image crcounters lved o
1 ation of Facts in time, urganized in
mporsl ks’ Loy

vy AMirior secks 1

e cnemaric image i the obs

accundance with the forms of ife ard s s
s ot specifically  critque of the Sovict n
el the viewers very sttt de tovesrds images, nor s the storehouse
G the Kot bt s 2 possibiies far crvisivming he nev:

1 Statker marks e momt it which s Soviet iiaginary finally came
a cropper — o anly in the catstophic environmental and human con
e, b 2l s crcque of desire 35 Ui
ally

cesuences of teansor i
wisis for baman ceonary —in s last tvo Blus Tarkovsky 1
deanreed o he themes
i neccad b wsc o the canons of Eutopean st Nostaighn i ltrally
amme full F architeerure, art i music fror the Fuapean past;
Sreriiee a buok of Rusian ivo faed e par of the com
mon Buropean lertage: sl »
and Barse music. Despite Tarkovs!

Torm 2 social imsgirary shat he brough inta qasscon no lss chan in
s Sovier Flims. € lassic aroworks emcrse 1 “uins of the past which
en empeied o aciual mesning and confromt the viewer a5 a sk
ostevetion nd reappropeiacion. In Nostalghis Dowerico plavs
eehoven's Ninil Syrmpiony on a cheas tape recorder with violent aursl
distortion. In Secriiee Alexander sets e nor only ro i hame, bu also
el sgaifces which it contains

nages of the Soviet imaginary, in ey

e Loomarda’s Adoration of
fous reverence, T irzges

o the catice waikerse of

The Gl in which ke confronts this Euvol
Gineerly s The of Traved, which shares wich Aiveor horh an autobia-
shica nd doctmentary cuphasis. THis eonsant plaint -1 ioe

il sites s ot a i

el that he prefers rot @ see
Laly' b

partof 4 g eanersario

- an imagived “authen

the comnizy. The pectliar problen

compound, shapert by cerzaries of huan activicy and wirdful of it
Simpased s as the ccnre of Chiistsndors, Tarovsky s imersention
i the Eursean imagingr, ke b foravs inso that of his natie connry

seeks nos o enneiare an e

v o dissident viespoin, bt sivnpl

1o creste s space with  which vidon ¢ iimages vis-intis

[
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provided final proof that the infamausly highly strung, Tarkonsky had
Tapsed inco ma

Tarkousky's qu

h the narrative of
Stalker, where an obsessive eccentric leads two disage

ble cli

thronigh a possessed wasteland towsrds a foom where wishes come true.
As with Tarkousky,the Sralker's parenrs are bses wih doube concerning
the relity of the hazards thac allegedly surround chem from allsides, Yer

e oblige dishelich, any doub in the Stalker's
on which ther

they o suspend their

would undereut theie fith in his promis
Hhave pinned sheir hopes fin the case of the Wiicer) and their fears fi thar
of the Professon). They reach the Room of Desires with £
but what they actus
threshald

faich prescrved,
indeed whether they cven cross its
remains an open guescion. I secms thar the reward for their
eravails has been the very acquisirion of Fith in the act of ovescoming
arerial resistance, Could the reward for warching Taskoveky's flms

likewise bt gife of trust in che meaningFulness o the act sl
OF course, his s precisely the question ask

da there

ed by Solaris, and it is
ne thae Tarkovsky answered in the negitive. In Solaris the image
PO entering into the specific semporal atmasphere of human mermory;
1 becomes a persan. The Ocean. by contrast, is profoundly tnhuman
i its pursuic of & purely acstheric fi
of thought, one that would view th

reactive and repraductive; kind
et as i wnder a flm of warer
emincntly visible, but inere, hollow, heyond living reach and without
purpose.

e et pomea of s Sois oy T, Ty 1
e e I v s

blew's icons (und wonld do it Jan van Py in Stafken. Bus was this
ot s ot e b o o
e i g o e v, ko sl s

fecr of showi

ack, whesher popular songs, barabaseie orchese
ey choruses, Tarkovsky seemed in danger of hecoming like the Ocean

Solars, deaining realty of is living fuices with his camera's cenly

o Tukonsy hoh,asthescs s he ppsie of st
« T logitmisin b mage, e B e
e dronancs st ope 2 lay of emponl it
e ot and Whisprs 197 Tk
et sl and deph 1y ey that
| s ch ad che rfction o sl by

apropos of Bergn
Bach's music lends

the chara
pace, where the specta

re appears in the scenc a kind of w3
feels the pasibiliy of Flliag the spiritua
breath of an ideal.™ [t s vt just thar the
ry consext and rade palpable
sive they cease to be merely

1 fecling
emptiness nd
images are cstranged from thelr custon
Within the turmin

ane of the nar
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7 Sensorium

Though he fad always paid cose stzention 1o rechnieal magiers, in
Stater Tarkasky was almast obsessise m his parsaic of the hishest prc-
duction values. The

e 50 Talliom, Estonia, was ostersibly cxused by
an carthqaake st the original locasion az Isfaza, Tadhikistan, but some
collaborarors el thas Tarkovsks had already been plogsing the change
o ensure @ richer palette of colours than vas passible in the srid clves

JF Censeal Asia fas suziested also by bis diary eatry for 22 Augost 19761,
, Tarkorsky took cane co adjns: the
o frorm swidescreen 1o stangard 1

Hawerer, after complicing u lanse portion of the location shoot he sud
Uy realized shat his maserial was of insuficient qualicy. Tarkoveky
placed the Plane o the suppliers or pravidiug peor quality ilm-stock,
the original cameraman Georgi Rerberg for
i the techaicians az Mosfle fur decloning i< witk the wiong proce
dure {see e seudio
remained comvineed that Trrkovsky marely invented the peoblem as a

s soon 45 the o was confin

Blm-stocic il change the aspect

cting, to check it

ey ey for 26 Aagust 19771 Agaie, many

prere for correeting hi awr lawed congeption, Nomecheless, after a

brict bur srawiacic suspension i production during the 2urvmn of
talthonngh seversl shavs from
s the fncl e, Wieh e es-distinguishd A

¢ entirs Gl weas re-shot with 2n even mare ausiere sereenplay

vt version are reported to hase been
andr Kniahinsky
s inssalled as cameaman, Tarkovsky took personal charge of the

camera during the second shants he also tools over the duvies of sec
design
shared by sar

 Tarkovsiy's concarn for che wesolurion of the

ane was
fter the s aparoval she studio head Nikolas Sizov
apressed s concern that Sovier rechrology would nat be able o
male mines of suficiencly high qualig! Fa most, howerer, Staiter






cover.jpeg
Andrei Tarkovsky

Elements of Cinema

Robert Bird

reaktion books ‘;?






index-36_1.jpg
and editing fundamencally contradicted the flid sryle Tusox had per-
fcted in Solass. The first sequence after the apening credics suggests
ome like that in Sofaris, invaded by a floating camera before which
even the wind and imavimate objects manifest an alien will. Tt rhe fire
behind the house, ke the bonfire made by gt ousside the narrator’s
aparcment, wras these places ino shrines of a kind, and the final shat
places all the temporalicies and spatialities o the film within the cathe-
ral-like space of the forcst, Tt is a diect step from here 1o the final shot
of Nostalghia, where the lost home emerges from within che ruined
thedral at Galgano, both of which are simulrancusly emerging from
a med by nacure. I is tantamount to a declaration by
Tarkovsky that he has successfully balanced the three spaial configura-
tions of his imagination,

In fact, these shors betray the ubiquitous tempration of romanti-
cism in Tarkovsky's films, underscored by the face that the finale of
Nostalghia dircedly references Caspar David Friedrich's Byper-romantic
Ruon at Eldera (1524). This romanticism is i full display in the finale to
Sacrifice, where fire transforms the desolate home inco a natural shrine
0 itself. However, this romanticism is mitigared by Tarkousky's reluc-

fance to consummate che teansformation of ruined home inro 4 shri

after all, the cnding of Nostalgha is alsa reminiscent of the desolatc

finale to Rosse
that bridge the tmes and spaces alsa contain the seeds of their o
olation — namely, the winds that scarcer the objccts from the table and
shat of a trashilled well, boch of which mark an acknowledgement
of the entopic force of nature and of history. Today the wllage of
Tgnat'evo, where Mirror was flmed, has radically
- spaces have flld wich new construction, incre
inaly in the style of American suburbs, cach house
oo fence. Ttis the epoch of enclosure in the Russian cauntryside, where

ni% Germany Year Zero. The very sequenices of Mirrur

ged from s sate

cirea 1973 The o

arrounded by a ren-
each individual sceks to create a separate zane, perhaps even inspired
by Tarkovsky'sidyll of the country b
not just the ubig
any idealization impossible, Actoss the Mosc
an idle factory thar pres:

me with ts private memorics, It is
b settlement that make
River from Ignat'eva is
s a familiar post-Sovier landscape. I is

fous rubbi

impossible today to believe in Tarkovsky s domestic idyll, but could dhat

have been Tarkovsky's poine?

One wanders whether it was not this very sight chat led Tarkovsky
rom Mirror 1o the post-induserial desolatian of Stafker, shot mainly at
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3 Screen

Tarkorsky frequently defined the authendicity he sough on screen as ‘the

piration is probably impassible and moss cer
s momerous ‘realty” telesision shosws have demonserated,
the more uncritical the attemp to *carch fife unavares! che more it is

Husion of reality”. This

Hiable 10 seem uncanny; forced or rehearsed. Indecd, the real may only
b discernible on filn

nits very refusal to be reprosented. Therefore,

throughout history artists have repeatedly disconered that they are the
most realist when they forcarond the very strictures of obscrving and
recording, that i when they subordinate representation to preseniatio

Bl Baliss once obscrved that the “shsolute evidence of reality”
o ion et for the dirceror, And since such glimpsed scencs cannot be
iy, they pussess something metaphysically unsereling
able power of bis
Perhaps the least realistie moments in Takovsky's flms come
il perforn complex mosements as i on cue. manifesting an alien
willthat i at anee within and ourside

nay b passible only in nasne s heeause only “Plants a

man who is o

acsthetie evens. The fact that
crcatment of animals in Awdref Rublét ~ Kirill’s beating of his
burning cow, che horse that falls and is lanced ~ has always
been the most contraversial clement of the film s+

s how disco

g it ean be ro hae che fetion ruprured by 3 sudden conseionsness of

realty: as Akia Lippit has observed of Eisensrein’s Strike, the aceaality
of the animal slaughter [. .| imposes from outside the diegesis 4 tast
of death, of the real”> A similar reacsion is perhaps clcited by the fre

quent shots of ehildren observing the action from within che frame, for
instance, during the fescer’s dance or in the scenc of the Russian Caltary
At such moments

¢ camera scerns to ask how the scenes laok o thos

Innacent of the artifice, Whas we see could become nature; but the fic
that we see icis wholly unmatural, explained Balisz

Given the inexorable artfice of film it may be instrocrive to lay
ater stress on the first member of Tarkovsky's formula ‘the illusion

G reality. Afterall.in his lectures to studene directors, Tarkovsky clear

Iy stated: I is impossible o photograph realit; you can only create it

imnage (16 45). As T showed in chapter T, far from trying o rops

dsce or even represent mature, Tarkewsky underscoad that the spatality
of Flm — and also the idea of anything happening in that space — is
medinted first and foremost by the screen zone. While for ocher fil

makers this may have led to an obscasion with mea-cinematie pamates
nd shats (from Anconionis Blore-up to Kiedlowski’s Camera i1,
Tarkousky makes his viewcrs question the medim by engaging thein
directly in the composision of the image upon the screen

Vivian S
tioms of the serecn as tarce metaphors: the pictue frame, the swindons and

chack has instructively chassified the prevailing concep-

the mireor, Tarkossky's carly flms explore allthree qualitiesof the srcen.
The action s The Killers is thesrcally framed by a wall of frosced plass
thatincludes s in the private word of the bar while rendering the world
beyond siniseer in s impesetrabilits, In Seeansrodler and Violi the shop

window displays mirrors that provide Sasha with a Kaleidoscopic

o the world beyand. n T s Childbood the boy s individual de

g a deep space
Sometimes at odds with the foreground. Here the sereen begins to b
of Jean Renoir, s Geld of varying depth, held
haracters’ and spectarors” gazes. In the
omversation berween Griszrov wnd Ivan, Tarkovsky wrores “only

 background of war, crea

played ouc agains s

sher by the crossing of

angry

 background - the work of the soldiers sntside the window - sdds
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i the urskits of Tallinn, Estonia, and 4
e river in Moscow: As Tarkewsky's sele b
e dominanc spaces of his world achieved ever purer

pgside the railway tracks that s

expression: the rickery apartme

. which appears in league wich an alien
of the Roam of Desires” o which the chree
e trudge, where their own wishes will reorganize their world. The
srechamber to the Room - whete the protagonises decide to forego this
testof th ied s columned ‘remple’ stand-
It on the Lapping waters (05 274

y attemprs have been made to define what is meant by the
Zone'in Stalker. For Raymand Bellour it is an image in which dream is
indistinguishable from memory® For Zizek it is ‘the
the Real of an absolute Orherness incompatible with the rules and lzws
ifcally, Zidek lists several connorations of
imaginary: a prison camps che sie of
a where lites live foreign territory; or a site

as hames the nature of the Z:
will and the carhedral spa

will - s especially desi

M

sterial presence,

af our universe”? Mare spes
e word “Zone' in the S0
al disaseers the @
of cosmic incursions such as metcorites. Zizek concludes that ‘the very

indecerminacy of what lies heyond the limit is primary’. In facs, che

Jimit itself — ar rather the act of delimitation — s the primary condition

for the ‘presence of the Other', the souree of ‘the void that s
dsire’. In many respects th

i which an evene can oceur, akin to the sercen in the cincma, Tarkavsky
defined the Zone as ot a terrirory, bu a st that resul
withstanding o breaking. Wherher a man survives or ot e
bis sense of individuzl worth, bis abilicy o distinguish what is impor-
cant from what i tansient’® The Zo quintessence of
Tarkovsky's spaces: a locus of experience formed of nquisitive human
‘gazes and an uncanny impersonal gaze that cannoc simply be identificd
with the camers. The Zonc is where one goes 1 see one's innermost

in short,the cinema,

Zone is simply the demareared

desires. It i

quee | 5
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an clement of fife and gives the spectaror material for further thought

2V 127). As Sohchack concludes, insofar as
all shree metaphors relate |

Janly indireetly ta the dynamic aceivicy
is engaged in by both the flm and the spectator’, che
exchange and resersibility of perceprion and cxpression

and ‘the inreasubijective and imcrsubiective found,
communication”. To underseand Tarkovsky it s
his comple sense
world, imag,
Andre

spertie o deeon
d spectarar. "

Bazin anice compared the cinemma screen to “the licele fl

itetcates the space in which spxtators encannies e, Ravis
vividly recalls the river crossing in fe Childhood, "

the fgures and che encmy flaes,

ere the frame is

1 ko suggestive vis-isis the icons in the fnale of Andres Ridbio,
which ahways extend hegond the frame, and of the widescreen vidco
0 Solaris. The screen conjues a world that spires to shape
e vision of the warld beyond the frame

There i, thetcfo
i Rublé, Tarkovsk

- an entice cthics of the screen. When working on
A as asked 0 eact 1o Jerzy Kavalerowicr's
laim that historical s should seck 10 estrange coennporacy spect

cors” “automatism’ by shawing them alien types of movement and ges

ure. Tarkorsky dissgreed emphatically: ‘this discracss the spoctator’s

astention, focusing i on what s secondary”. While Tarkoly implhcily
sreed that the task of flm was to overcome modern disteaction, he saw
e way 0 achieve this notas shoreiag spestators i vision of realicy, buc
by elcit

rom them 4 new kind of vision. As flmmaker and cricie

Sereens the objects ar way's of seeing [ " by estension, ciaema

s wich the most visceral expericrice,

s a ficld swhere intellcet coincid
where somatic engagement in the plot (suspense] concides with intel
lectian fsuspension)

Tt s here more than angwhere else that Tarkousky shossed hinsl

1 student af Robert Bresson, who allcgedly cxplained his pacrics with

ik about the surface of the

reference to Leanardo da Vinci's dictun
wark. Abaxe all think sbout the surf

In his lectures Tarkovsky

i his picrures [Reesson] curns into 3 demiurge, the creator of 4
world which almost turns into realicy because there is nothing in

 to reveal artificialiy, intetional

ity or the vialation of 1 kind of

anicy In him every thing is erased ncarly o che poins of inexpres
sivity, This is expressmty taken ta such a degree of precision and

corism that it eases to b expressive (18 47

OF the diffculcics that arise from this approach the most conspicu-

ons s perhaps. Tarkovsieys regection of peychology in bis charactert

tioms, which s sesuls scem wooden, prsiee or simply bland. Spectators

carely idenify wirh Tarkowsky s characiers cnough o sympathise wich

e, Tndeed, Tarkovsky s actors testify with remarkable wnavimity that

s dircction of them was usually limited to cexternal positioning and

Jiscussngg with chem swhat they should he

tecling or thinking, Tarkovsky®s reasans e llanvined by bis comments






index-41_1.jpg
running into the church, a< b
the river. These shors des.

pusscers becomse visible and audible or

ibe a clasic chase, o be sure, bu

Tiarly visual pursuit. After Efim ascends the tower and takes High, we sce

is not only ane of new physical move

xen than that of animals or the river below, bat also of new sisian.

Tusovs camera insistently rerminds us that it is capable of creating and
recording 3 wide variety of motions: the vertigo of Efim's ight s prodisced
by swooping shots from Efim's point of view (taker from a crane and a
helicapter], bur also alernasing shots wher
sround a static Efm. His flight comes ta a sudden halt in  frecze-fram
afser which the air of his balloon s eleased inco the river. Docs he fy far,
s suggested by he crane shors, or just a few yards, as is suggesced by che
seare shots that heser uchangedly ovee the ssme river hend ard village?
d represent an angelic He is saved, o1

he camer seerss 0 lurch

Docs the horse rolling

nche g
the face of 4 nature 3s indifferent o5 the came
dreams of lying and of toral vision both eun 1 o
iliy of che earth, which is contrasted to the graceful fluidicy of

Hhight, the river and the horse, The pralogue declares thar the story will
concern the challenge of arcaining transcendent vision on the carth with
mpossible fan
It is important o nore that here, a5

inst the solidity and

fes of fluency or weightlessness,

her scenes, the drama of

such mare pronounced int
encided The Lassion acconding to Andrei, Here, as Efm’s co
s araund to face the cam
anely see and

ariginaledit o the fim fram: 1966,

at the end of the firs shor, we inmedi

e crowd hasing Eim. The implication s thssthe frse

man has heard the commorion and s loaking in our direction t ienify
its source. Horveter, this apparent connection is actully impassible

because the crawd s oo distant to be audible, nor docs i cvenuall arrive
on the scene from this direction. Wha,then, dogs he look ar? We cannor

aiwellfor long an this mystery, beesu

o within shars and in the soundr,

the jutapasition of shats, b k
Forinscance, as Efin pushes off from the church, an unseea woran secms
o whisper 0 Lord!, bus this d

spicousness of the discontinuities n the original version warns the

fewer ot 1o rush 1o conclusions, but rather to focus on containing che
full amsplitide of multivalent reality with 1 single feld of vision

The first episode, “The Jester', extends this meditation on i
sion in a number of ways. First there is the Tarkovskian rain, which
alls n sheers in fron of the camers while the three monks jog along 11

% | canh

the background, bithed in sunlight. There sre similar screens of rainat

the end of this episade and throughous the film, most notably in the
recurring images of the monks uader an oak tree and i che Gl shot

four horses on s spit of land (which also stand in sunlighe, barting
way flics with their tailsl. This insistens cain exasperated cven so

patient a viewer a5 Alcksandr Salzhenisyn, who exclaimed: What
raint Antediluvian, unbcliceably heay rain, time to bang. togecher

Noah's ark! i is beaten down by this rain, and those silent horses ar¢
washed up, and the Rubley frescoes are washed avway, and nothing
Femains . 1 s too canspicuous to be dismissed as amateurishiess
or oversight; Tarkowsky was well aware of the kisschy implicatons of
wsing “ein-rain’ from fire-hoses (0 54 Evideatl the rain here is not
really a sign that i is cainings instead, such screens of warer (nvar

ably pumped ot of those very same fire-hoses) effectively aestheticize

the world by holding it at the distance of visibilicy, comerting it fron

actuality ta potentiahiy A siovlar effece i ackieved when we reaize that

we have been satching the monks through a windaw that matches the

prof
embarks on a circuit of che hur. This excremely long tae begins with

i chen flaccens the three-

a shift berween thrce planes of depth,

dimensional space inta a flac, cylindrical panorama. The rwi-dime
sionality of the screen 1 this borh 2 limitation and a condition of the
versarilicy of the flwic narratie. Just as the narcative import of his
episode (F any such redcrion be possible) is the monke’ and the jester’s
abservation of cach other, o ifs point i to engige the specator in an

The epilagie of Andrei Rublic sets the camera in direct wlatian o
the work of the icon-painter, as if tesin to see i it can measure up, It
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on Michelngelo Anconioni and Tonino Guerea's L Awentura.
Tarkovsky remarked that the wnprepossessing plo of the Rl (the s
heroes unsuccessfully seck a young woman sho has disappeared wichout
atrace’) was “frec of any symbolic or allegarical wformation. The
authors simply follow the people’s behaviour with unusual precision
and atention. A tiring and fruscraring search. Without superfluous
(“momentous™) words and fareed (“expressive” actions. [n our com-
mon parlance we might speak of such a film as flat’, just as we do of
medieval e that ressted linear perspective, dramatic posing and allogor
fcal pursles. However, as in the icon, the refusal of surface expressivity
s merely the cansequenee of a different kind of reatian herween image
and viewer. Just as the tension of L Asventins {and, in a different sense,
Bioww-up) swas bsed wholly on “observations', s did Tarkovsky's flms
resist any separation of the image from the actual act of looking - and
of being seen

The implacability of Tarkowsky's sercen could be as frastrating for
the actors as for the spectator. Tarkovsky liked 1o cite 2 masim he
arribuced 1o René Clir, that the direeror does not work with acrars, he
st pays them (2 41). At times Tarkovsky followed Robert Bresson's
example of using non.professianals, such as the poer Nikolai Glazko
a5 the flying peasant Efim in Amred Rublée. In some cases Tarkonsky
explained his casting of nor-actors in terms of typage’: his producer
Tamara Ogorodnikora played Cheise’s mother in Andref Rubléo (snd
small roles in the nexs owo ) on the strengrh of her “Russian’ fea
s ishe is surikingly reminiscent of the poct Anna Akhmaoval, while
real foreign jonrnalists fled out the audience at Berton's debriefing in
Solaris. Pecfersing o culivate 4 stable of his onn actors, who appearcal
in film after flm, Tarkovsky avoided using actors with excablished per-
sonas. with the notable exceptions of Donatas Banionis {in Sodaris),
who by 1970 was o major Soviet star, Olegs lankossky fin Nostaighis)
and Erland Joscphson, one of Bereman's favourite actors (in Nostalgbia
and Sacrifice]. The ideal actar creates ‘the sense of a real man whar i not
showing, the speccator that he s daing something o bearing an ide
we sy, bu is completely and impossibly convincing, genuinely uniquc,
Unique and nor expressive. He s i his right place, and this i the high-
est deree of expressivicy for an acror in the cinema’ (vk 413, Howerer,
the peculiar inexpressivity of Tarkovsky's chaacters was far from heing,
some kind of innate or pristine aushenticiny it required from actors no
Tess skilland cffore (and patience) than Seanislavsky’s Method. Banionis

has spoken candudly about the wesion that arase from Tarkovsky's
refusal to provide prychological motisation for his imstructions: ' was
supposed 1o turn just 50, 10 continue moving for sa many seconds, and
o also i dhe course of 4 certain number af seconds ot a second
more or less. Banonis felt he was not acting buc ‘posing's but on the
sereen it came differently: *The camtinual meed o count prevented me

from concenteating during the shoor, buc in the frame vou
whether | am thinking ahont something or just counting one-two-thece

That was the director's conception: 1 concepion of genius. Indeed,
1 needed the actor 1o dissolve in the [fims] conception’, Tarkovsky
once sad (1 361 Like Hari in Sokars, actors’ minds are blank sares, o
e construced in the act of viewin o the basis of their elatve pos
tions in physical dve space. As with Hari, our crotional
tcachment with the eharacters s ikely to be limited 1o fruscration ar
thei impassivicy and the shame that arises from seeing others — and
eing seen oursclves - i the fraily of a human "dentiy’.

Like the figures in an icon, Taekovsky's charceers may scem
unil one realizs the intensiny of the gascs that cross che plane in all
ditcctions and from all sources. I sense,this was Tarkovsky's scaring
ot in Andrer Reebi, shich sought o' e behind some of R
most famous icons ta captare the kind of ife-cxperience that could have
aiven rise to thern. I the pracess of resolving the relationship between
con and flm, image and nareati, Taskky not only descloped tech
niques for his subsequent il e als formalared his ideas i his single
mostimpartant essay Imprinved Tine? (Zapechadlinnos vrenia, 19671,

e esdiion of Russan aestheic

which placed his cinema poctics o
thought.

In Andyet Rublit the deana of vision begin i the prologue abouc the
flying peasant Efim. The il opens with a shor of men ashing the bal-
loon over a fire; the shar closes with one of the men tarning his gaze
tawards the camera. Such shots frequently recur in Tarkovsicy's ilms, for
inscance with Hars in Solaris it could he that the camera waris to avoid
the direct gaze of the characters, but fespecially in Hari's casel it seerns
more as if the eharacters bandoned by the camera. The next
<hot (in the 196y version) shows Efim hurrying across a riser and cnds
wich him also looking, into the camera, The third sho begins with che
first man turning his gaze away from the camera, back to his work, The
fourch shot shows Efim maoring his boat hebind the other men and

[
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audience, a part of the theater building which provides the graphic
frame of reference for the very being of characters n spaces as well
as for the form in which they are presented o view.

Only by acknowledging and ucilizing its conventional linitations can the
inema maximize s impact upon the spectator: Orice the pictare is visu-
ally relsted 1 che sereen and che subject o the pictare is sen as prescied

mistakably from ehe sercen, 1 direct physical contactis escablished with
the spectator, which is the candition of all theatrical intimacy.”” Bakshy
encouraged the innovative use of the screen, including variable din
sions, split screens, surround scrcens and the simuliancous projection
on adjacen screens, always with the goal of heightening the specta-
cor's consciousness of the immateriality of the representation and the
materiality of the very mode of presensacion. Remarkably similar
thoughts were expressed at the same time by Ser
in his distinerive English) in Hollywood in 19se, Eisensecin advocated the
squate screen, which allowed the vertical axis of composition 1o daminate
over the lateral

Eisensrein. Speaking

she screen, a a faichful mirrar, not nly of conlcsscmarianal
and sagic, but equally of contlcs peychologics! and optically
spatial, st b an appropriare bardegzoand for the ski
of both these oprcal-by-view, but profoundly psychalogical
meaning, spasal tendencies o the pars of the spectarar.®

“The advocaey of variable spatiality was ane mears of exploiting the can-
ventions of cinemaric presentation to suggest something heyond visual
representation.

In his own experimentation with screen shapes and conventians
Tarkovsky was implicily engaging with this teadition of Russian stage
and cinema acsthetics. Tarkonslys first flins show him to be a devout
proponent of widescreen cinema, 4 format that for some s linked to the
tritstcradicions of nasrasve cinema, in which the emphasis is wholy on
ehe action or the landscapes, not on formal composition. Opponcs of

screen cinema cite Eiscnstein's predilection for a squar screen, in
which vertical and horszonal ascs bear equal weight, and in general 10
the experiments o the 19:z0s. For Tarkovsky (and Vadim lusay) the wide-
screet was a refurn 0 just such experimentarion with the shape of the
cinemaric image. Solars was nor anly shot in widescreen. buc i also

5o | sarth

features widescreen monitors ar Kelvin's home (doubling as o video
phone) and on the spacecrafc. The subrle aliernation between colour
and black and white projection underscores the. infentionalicy of
Tarkovsky's visual cxperiment. At one poine the chaaccers (in calour]
watch a film (in black and white) of the space authorities watching
Berton's flm fin colour). The authorities® response o this il is also
indicative: “You fimed eloudst Why did you film only clouds?* they
exclaim. This says less abouc Berton as & camersman chan about therm o
viewers. Afeer al, in the dlasing sequences Kris sees very much the same
clouds owcr the planet Solaris, juse before he discvers a simulacrum o
his home on the planet’s surface.

After Solaris Tarkovsky resorted to aspect ratios coser fo the sian-
dard 3. When television sets are feaured in Mirror and Sacrifice the;
have regular-size screens, appearing o seeve more as farniture than a5
meta-cinemaric topoi, though in Sacriice the impending atomic apaca-
Iypse is rather conspicuously conveyed over a dying television broad-
cast. Like Bakshy, Tarkovsky replaces any notion chat he is representing
ality by an intense seudy of the modes in which realty may be pre-
sented. Speaking of his production of FLanet, Tarkovsky dircctly addres-
sed the problems of mediasion: in no case should one dest
wall o speak dircerly to the audience. Somerhing collapscs here, I'm ot
sure what® (4 297). However, his very next film, Stafker, fearues just
such a collapse of the fouedh wall, when the Scaker’s wife addsesses her
monologue dircetly 1o the camera. Instead of secking to conceal the
scrcen or pass it over as ‘realny’, Tarkovsky is constantly playing with
s meciarion - not 1o overcome the separation between actor and audic
ence, or between fction and realiy, but to transform their interrelation,
As Deleuze has writtcn, the sereen is “the cercbral membrane where
immediare and direct confromations take place beween the past and
che future || independent of any fixed poine’>

“The same obscssion with sesthetie mediation also lay at the bas
of the Russian modernists” incerest in the icon. There are iwo scencs in
Andrei Rublé that explicirly dramarize he distinetion between iconic
and sereen pre “Theophanes. the Greck')
Theophanes' and Andreisdispute s shot n a single o take of almost
three minuces, which commences with Foma erouching o the rier bank.
The camera rses together with Foma, but then dlls on Andrei and
Theophanes, whose figures exccune a complex ballec wlk he camera
loats around them. As Andrci cxpounds a paradoical understanding of

¢ the foueth

ation. In episode 2

sceen | 81
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s nteresting tha Tarkossky wholly entrusted the photographing of
the icons 1o Tuson, who in this regard appears as a mascer alongside
Rublew (Indeed, Tarkovsky is more like Boriska than Andrei, more o
maker than an obscrver,) lusor has pointed out thar the widesercen lens
precluded the vertically orientated icon being placed within the frame,
but encouraged the camera to move over the icon's surface, dwelling on
specific derails and textures. As Tarkovsky said at the time,

105 impossible o show Andrei Rubléy's magnifcent icons in sich
a short time, so we tried to create an impression of the tatalty of
his work by showing selessed decails and guiding the viewer past
a sequence of deailed fragments towards the highest of Rublés's
creations, 1o the full shot of his famous Traniry. We wanted to
brinis the viewsr 10 this work chrough a kind of dramacurgy of
<olour, asking him to move from particular fragments tovards
the whole, creating an impressionistic flaw [171 24|

While The Old Testament Triniy is indeed shown i ull it is lnked
by broad hands of empry space, which underscore its subordination to
the space of the einematic screen. Another telling detail i that, while
Tasow was able 10 shoot the accual icons in the Tretyakov Gallery and
i the Cathedral of the Annunciation (which was handily fld with
scaffoldin st the time), he substicated 3 copy for the Saviour ivon
which is sprinkled wich water. Apparendly i was less important thar
the camera view the ‘original” image than that it view the image theough
water, augmenting the play o distances that separate the viewer from
the reality” represented on-screen. Both che motion of the
its distanciation via a watery ilm contribute to the shif in copl
from the represenied obiect o the very mode of its presen
Recalling Pasternak's image, the cinematic story is the atmosphere or
the plasma that surrounds the icans. The far scrcen is revealed to be
opetin every direction as an enabling condition of vision.

At first glance the suggestion of a relationship between the cine
screen and the icon scems at best unlikel, even unproductive, The sener-
ation of the icon is based on the presence of the represered saine in his
or her physical image, whereas the screen s simply 2 blank wall tha
allows a transient dance of light. The traditional emphasis on presence
in Russian acsthetics complicated the early reception of the cinema. In

e of the earlest known respanses to the new art farm, n 1896 Maxim
Gorky characterised the ‘moning photagraphs’ 4s ‘ot life bt the shadow
of life [. .| nos movement but the soundless shadew of movemen.
Gorky likened the ‘madncss” of the cincma fo Symbolism, the dominant
acsthetic mosement of the age, but the Symbalists themselves were far
fram enamoured with the new medium of art, After all thei ideal was
an artwork that granted form to the elemental flows of being, so that the
image might ‘strea’ onto the passive Henri Rergson, the.
Symbolises saw the cinema less as a condinvous flow chan as a discontin-
o fickering of ligh that signalled the failure of the image. As Andei
Belyi wrore, ‘Rhythm without image is chaos, the roar of primeval cle-
mens in the soul of man.

However, there were in Russian modernist acstherics important
fesources for 3 mare posiive theor
thar facilitates communication between visible and mvisible realms. The
Symbolist Viacheslav Ivanoy was well known for his ideal of breaking
down the barrier berween stage and audience (the word he used - ranspa
~could mean either the foorlghts or the raised stage). Ivanov considered
the barrier ‘the enchanted border burween actor and speccarar’ which
sulldivides che sheatre ... o two alien worlds: that which only acts
and that which anly perceives’ At the same time, Tanoy warned
against merely demalishing the barticr, insiseing on “an aeschetic resalu
tion to the problem’ s

Inshort, the madernist dream of destroying the separation between
stage and audience fostered a constant meditarion abour the nature of
the separation and s bridging within the acsthetic cvenr. Vsevolad
Meyerhald in particular explared the possibility of a two-dimensional
theatre that did not conceal, buc explicily called spectaror attention to
the necessity of mediation. Theatee chearist Alexander Bakshy suggested
that Meyerholds use of space shifted the emphasis from ‘represcnia-
fion'to ‘presentation’. When he eurned to the cinema, Bakshy was natur-
ally draws o the sereen not as a imitation, but as a crucial mediun
of meaning:

iom of the scrcen 45 2 membrane

Today the screen || is merely a neutral surface for carrving
images, and only helps to emphasize the gap which divides

betusect the two, and to make ehis link perform is linison serice
the visual images must be hitched to the sc
the screen must become a physical realiry in th

en. In other words

s of the
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the Russian people and the Crucifivion, the eamera cormes ro rest on the
back of his head and then curs 0.3 shot of a white closh in flawing v
as the camera zooms out, this cloch is revealed c0 be the
new scene cansis assion play, s in winery Russia, accompnicd

. and fearuring winged angels. lusov has
explained in general erms cha the nvisibil

shot of a

by & drum and choral 1

of the angels was ensurecd
by the close caonlination of dark and light clemenss in the frame, the
caeful selection of film and the use of optics that heighiened the per-
spective on sercen = The voiceoner of Andre’sthealogical angument corn-
cines thiaughout his scquence, but the intensity of the fmges
diffcult o follaw The scene ends with a cut-back to Foma's face, as he
cronuches at the water’s ede and dips his paincbrushes in the stream, sct-
i white specks flowing away. The similariy betueen the first shot of
the Crucifixion scene and the firsc one to follow it allows one to read
both shots as epresentations of che same event seen by Ko first in his

imagination and then in realiv: In other words, Foma's fantasy of the
Crucifxion sequence s formed by an event that actually follows it i
carthly temporalis, that of the veashing of the brushes. The smseripion
on the cross, which corresponds nor to the Gospel sccount bat ta the
comenmional wording on cons of the Crucifxion, suggeses tht che
sy s caused by inine an con: what e ses n 3 momnary
Hlash of wspisation, the il can depict only a5. &
arthly fimes moreover, he Fantssy docs not scand
attached o s subject’s act of vision.

Similar ambiguiry maris the scene where Andrei imagines the
Blinding of the masons. I episode 3, The Last Judgmenc, he s hown
nervausly biting his fingernails, his creativity evidently blocka by his
unwillingnes 0 paint an admonizory icon of the List J

camera cuts 10 Andrei in 2

bmens. The

deer moment, playing with the young

princess in o palace of brlliant white stone, flled with the sirhorne

poplar Muff that blankers Russia every spring. The scenc, white on
whi ly a the
invisible relicfs that his henchman Stepan recommends painting with

s almost binding,

i the Grand Prince squings ag

brighter colours. Fed up, the stonemasons leave for Zvenigorod t enter
the cmploy of the prince’s younger brother, Stepan then leads forth thi

prince’s guard and they blind the stonemasons in getesome fashian, The

scene ends with whire paine spilled into the flowing water. The next shot
k paine over an

ulate white wall, The paint smear is nat set s fresea, b it docs

is like a negative image of this: 2 hand smearing d

express Andret's destre 1o form s taw horeor into a visual represenca
tion, and to interrupe the flouw of spilled blood and paint with an image.
Curioushy, when the holy fool Tooks ar it in anguish the smear has a dif

pair of
gestive: after Andret leaves,

e, suggesing dhat i speaks in disti

eyes, The last shot of the episade i also sog

e remining characters arrange themselses inside the church in o

canks (reminiscent perhaps of the sanks of saisi in the iconastasis), and
e the holy fool exits theough the daors inco the light and the rain, s
into the space of Rublev's ican of the Old Testament Trinity. The
deaths of Ffim and Foma are shot so us to make
immediarely palpable to the viewer; by contrast, Rublév never once

interferes with the transparency of the eamera lens
The flatness of the screen explams the Hatness of Andrei Ru
character in the flm. Just as Sndrei's strengeh s his abiliey to enter the

ide of any of he “character of Ands

s

snis is an agg

Marh, Stes

ach separate character’ ' Tarkovsky linked his use
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6 Imaginary

The years of Safaris and Aissor were fllad with wtcalized prosposals
and sercenplays, most of them co-suthored with Fidriki Gorenshisin
or Aleksandr Misharin: ‘House with a Gable', ‘Bréghe Wind, Sazdos
faka Leprosy” and ‘Renunciation’l,*he ot and “Hoflonan niaose. T
addicion o ese welatiely advaneed projects, Tackovsky constarly
compiled lscs of idexs o which he hoped to work, the sheer mumoce
which makes & mockery of his stacement, mede afier
pletion of Stalker, it “Whererer Ly
it o neer refected a conception. ™

Afer the success af Mirror, hawerer, Tarkorsky
i o focsed and pussing: projects, bt the projeces
shemselves were invariably more focussd in cerms of the clasical unites
of sime. place and action:

v conceived of  flm  have made

Tused t find

imeresting o wrilize
assing possibiliis of corbin

fally 3 possibic the all
i a single succession bal

= chranicle and ofhe: temporhlewcs, ¢
vt that plrce the chareters Bcfore unexpected tests and
tiors, New | dor’e want there o be any ti hezween i
e vt time anet s flos 1o st and be cuident st
while the montage sutie: would mean the continarion of setion
and nothing more, o that ic no longe: introduced a temporal sif
and ceased to perfon i the fanston of sclecton
orpnization of twe & 2ol

s and he canusion of
au

the sha,

d the dramtic

Akadit and Bors Suussitsky s wory Roadside Pienie” proided he et
opporiuity o thissafer zeading i, Taskovsky roted the possibilit for

batanced and pursly ideal
e, absolutc {65 3751 Befors Takonky

ity of s e work,

arkd aetion but
— hs s trarscendean 20

could achieve e almost classics| simplicity

Dinsever, e b o ezt to s orn his vers praciics of cinema,
o the yeass leading
oceasions af e nsed for « divetar co s2erifce the nital conestiun of

bis il i the course of prodaction:

i o Mirmor, Larkovsky socisc on mimerois

I e Tl amalysis @ sl dinecro often ereaes 3 magnifcen
beausitel conicpriom and i prepared o follow it exclsivery but
them suddeny destrays i, ot ni wanis 10 approaca lfe in the
atiem o 1o rise abose the dea of are o7 anoiher indisidual epid.
- Bl with one’s . concepron is gy capiole of
Tending the o whaleriess and emerionslity, wishout which here

What ctermal cbsticle thar che
sers s of the sork’ the innate esistanee of raterial desiga. There
o bt exmple of this than the vy chat Tuakorsley s masteeprere

i srose ot of a suspect, seeniely self-iedeleeat nbsessan

© the aurhor’s eonception is lss

This will be a pcture deficared 6 the most beawtifal sime in 2
s . W st 10 make & lm boat what childond means
for 3 ma, About duc long ng for childhosd and the ot
bt i Do lost ehat exis: i cach of . Aud it will also be
Flen about o Mather, Abous her diffiele i, her foys, her losscs

Al

and misfortunes, ber prodestiaation

s o thar Tarnsky desclaped for exeeating this rather
Cxpnsive conception cnsured thas e wceral fself woulé be dlowed
cehio and scrvn e, Alehough the arigieal dle for
Uhe projess was *Corfession’ isgoved . and althougls 1t
pesk’s 1 tesals was an lmoss seieatifc analysis of

prived the aniars conscivasiess.

airswich the

dertarazion 1

che g rha <01

O sl e was st o Leomardo da Vonei, At st Tarkovsiy
et o interded a vse Leora a2 bt
panying footage of the descruetion of tre lacal

Jo instrucz.ans o p

hueah i Tnvevets i 1938, Later chis episode vas omicied. ard i its
end shere appearsd severdl quesariens o i purely visual 2, most

R
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“The particular ability of cinema o address the

inary is
rologue on carth e

in Tarkousky's treaument of photogsaphs, In the

are shown the black snd white phorograp
on the
eraphof

of Kelvin's morher in s ranme
ideboard. Then, when Kelvin is burning his archive, & phoro-

i s the ezss alongside a parcally busnt phorogeaph of
an waknows womars i 3 bonnes standing at a window. [t appears that
Kelvin takes the phtos af his mather and of Hati to
sh fails 10 recognize it unel o
Hersell lovking at it i the miror,although she laer recognizes Kelvin's
wother in the family

When Hari finds her e im

i e shows. Scl photogeaphs are alo wsed by
the arher crew memhers: Gibarian left a book with phocegraphs of
Armenian churches, while Snaut is examining photographs of his infant

suest

the end of Tackovsky's Solaris Kelvir's
graphs and sisions all merze into 3 continuons Fantasy that terpes hio
with its Auidicy. His carchly hame, the spacecraft and the aben plance
Salaris merge into oncs sinulicra of Hari mulsiply and fll his visu

ations promise co serde into symbols, thar i, con-

s, photo-

. These eeprese
cepraal representarions that will yield some determinate meaning, Yet
Kelvin s Frucrared by the smmaterialics of i all and resiss tarrying in
the realis of representation. The proble is revealed to be nor chat f
accessing one’s pase b of getring back from the past and the cntire
imaginary realm inta the present and into slF-possession

55 | e

T bt

e i s sense, the veey problem thac any o
when the Fights o up, Tarkovsky hoped thar the specta

e expetiences

Baving been immersed in the previously ueknoa and fantastic
atmosphere af Solais and having retvened co eaeth, would aquire
the abilicy ©0 i in the Familinr way, that he beeome
rershingly o, that he fes! £ salvific

It is ot the viewer’s owa nostalgia, bt that of Kelvin for the planct to
s, unlike the viewer wha walks confidearly out of
pre by

the daos, Nonerheles, the vigwer's consciousness has been dis
the sersory pleniad ofthe i, which resists the mere flow of time i
any ethicsl or metsphysieal
rogramme can be ascribed to Tarkovsky it s dhas of urivating a parient

a semblince of presence. I sugecses o

ariention and appreciation of the snrepeatadle and unrepreseacsble

tissues of e within each present momenc.
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warration’, by consrast, Mirror s fsclt ‘the process of the maruration of
the il and s con pton, meaning 12t it wor contain a fim as such
o5 7521 T this Tt Tarkeovsy's entiance o the frame (a5 bed e
paticnt behind a sereer ar the end uf the film) s merely an scknonleds
ment of the Gagre evibodiment of the imaginary a0 of the siolnee
with which e consurmes not only i
s o This sequence, which origsrally showed Tarkovshy  face, was
among the o contrn

e subject’s conception, but lsa

il in the fibn: 13 Lev Armshiacn commented,
iy Byncal work becomes aniversal Ucawse it s individuals bar thers is
i meed 1o anpend a photopaph * Alcksandr Alov argued that cone
ing the director's face gives me lic., the specrarar] the possibilisy of

cormelarig, veryhing thak happens with nyslf, with cay v sphers of
hen, b o ke w0 potic cinema: the specraror’s
appropeation of the worl i
it 53 fce potercial thaccan e
¢ enicing, envisonig, enplor
< for wcccss i this

expericnces’ This,

fages he auchors conception, 1 casing.
dopted by the viewirsg sub
wand even embediment. Ore of e
dependence of the
cwed

ctin anac:

tile prosss is

work o shiared esicon of images, a social | maginaey which s

inthe crueible of tae acsthetic cerr

After declaring
Tackovst

0 July 1985 i inention o zermain in the Wess,

received @ provocative lrter from his facker, prompriv bin
o insist | was and rewain a Soviet artst.’ When challenged on the
accessibility of bis s he would frequenly respond, a5
g mterview, ' consider myself  part o the eaple  lve io my o
country and contemplate the same processes and problems as iy sor-
remporarics; | love, hate and worty in the same w
comsider that express th
o that ot

; and therefore |

a5 of the people.™ Similar in many ways

emporarics Vasii Shukshin and Viadinir Vysorky;

srkorsky s innovative work was closely coordinated with key merif in

£heSovictinigirars, ven 35 ts original trearment of ehese mocif s

suspicions of alien desiens and wesvings. Some of these suspicians
appeal to the broader canons of Earcpesn art,
s nothing explicily sedios i hat; unable to pu 1 finper
itebis resorted 10
e complaings abont the sz zonaliry of the Spaunsh cpisode or the
n-Sovied” sound of Bach on the soundreack
On e other hand, vl rkovsly's work so msaningful for
axict viewers vas s 2biliy <o reinvest images of common expericree

o

werefed by Tarko

o overtideologieal ffences i Mismr, hoscile i

with 2 sincerizy that had alwass deen lacking in che public 5
Tarkonshy s co screeanyetter Aleksady Midharn vl el Tarkoesk
st dheie da e i i o che plot, buc o mase a work wkers
ehe miccophone i ot a ths s but somewhere i the throa, so f11: one
hears che gasping, so chas there i 1122 While Misharin’s image more
widly call o Visisky v Trrksesks, o s
when palic discourse Gincluding are) s thorougily discre:
resnonded by reinseribir imagenary inte 1 individal boc:
whithier s v ar s Facalty o dision. The sery corpares ity of
Earkorsky's vsion explains the shatering clece his death had for Sosier
Feople, whose homzges frequenry Begi with 2 recollecrion of their
learring of his deah evor shortwss sadio or from Frends 16 s there-
fore mislesding o chasi pracicioner of aitcir cinema
alongside his Wessern counterparcs; the avehoria. principle hac a fun
damerzally

iffarer st in Soviet ser. Insicac of s he iovaginary

s = reoresearionsl angnage in which eac could express a thoughy

explored

distinees besween pusic inmages and ine7abl;

 fron explocing ose discances, prefer-

v oper: them ap a3 space of possibiity: Ais v s oss sewerfal

eam empoveing,
There shond e morhing surpris g n e Fact hat Tarkensky pros
fessal 0 b 1 Soviet artist, mor indeed thas e folt ubiged t do so

a lorzer o ais facher, the poer Arsenii Tarkovsks, who in bis day xd

contributed to the formaion of the Soviet i nars, st of all with

s poncering sorks for radio, A Tiie of St ard Glass
(1512}, The Sovierenthsizsi fo crarsforming

e Ratiess s productivit s the cen e of A T uf Spiagmin,

10 Acighe

which told of che elfores of peat-barvessers to rid
o the warers
haped to increase the area of aradle land, cuicken tae fmw of rivers,
iprove e anliy s wir in dhe harzain valasble feel from dhe pear
The Soviet imasinary projecic
eratian of power networks. sach 1 the elecrrica
and s 1 the oy o e systers of sacerways that ensred

e landseape of

wastefel b by sepa

 the earth, Sovier engineers

€ Cesire o manage narre as  profi-
fic taat hrough light

the effcien movemen: of goods and pecole. By transiersing licerary
Frodaeson o the rc waves, Arsenti Taskovsky's vork contibaed 0
theanalagros rask af hasnessing artiss” creative pover in % nations e

communcitions retors. Arall levels these e

proseets cefid rezlny
Tor one fing, shey were roared in the modernist inagingtion, reflected
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notably che large book v Leanardo and the fragment from Leonsedo’s
Ginewra i Bencs in the episeds of the father’s arrival o from war.
The porerait is echoed thrasghonr the flm
scene of che bik-ridden Author in the finale — by
athe edge o the frame. T chis s

o the prologue to the
e presence of foliage

range manmer', Tarkovsky comm

ehat had beon manulithic was realized in 1 complerely
1t iy The iden of the interaction between the present and
the past was fragmented and became a compnent of scf
scenes of the picture. 1t could 1ot be the basis f

e catine flm,
which is what | thaughe it weuld become. Evidently ir was
insufficicnt and therefore it entered o @ kind of smotional
I would

) musical snomation for the entire flm, which spe
of ehings that arc much clarer, mon: conerece and canceprual
relating o ideas [ug 30-31).

I ettt one sces that Ginevr

Benc played a crusial ale in
Solaris 15 wel,for instance in the design of Hari’ dress, By isolating and

analysing the cons Mirror
aises more disely ane of the central questions of Sofaris, vamely hawe

it deuenrs of the dircetor's imagina)

one discriminates bervcen the ariginal experience and s representations
i mcmory or incaginarion. In Miror it is 1ot the prosagonist
viewer who s farced o work out which
Margarita Terckbova is her teal persona and which a copy ithoush the
protagoniss Aleksel quickly paints ouc thas be always remerbers his
mother in <he guise o his ex-wife). Pven Tarkovsky's collesgues at
Mosflm — and countlcss viewers since — hase wondered, in the words of
Maten Kb, "Who is who?'t &feer the flim began screening Terkovsky
admitied that ‘sometimes c
trashal (g 427!, The il chus underscones the insepa
fromm the imagination that resains and idencifis then.
The bounds of the dircetor's conception extend far bevond rhe.
aphical screenplay and shooting script, hesond even the speific
sories and asociations on which Tarkovscy hased Mirror:
ception ncludes also the implicis and perbaps unconseious seaffolding
. indeed which supports naeracivity isclf,
ot

two characters played by

fusio

ises, bue i s 10 big deal (et0 e
abiliy of inges

“hae supports 2ny nareatiy
and which

i to s, when expsrience outstrips the subjeer’s aucp 10
capture it Tarkousky contrasted his presence within the frame o thae
i or Berguman in Wild Stiaieberries, which ‘fail by incrodn-
hor asa regular characeer [which makes i flm 4 plos-based

el isell oy sehen iccollspses under s o el

ing the A

niegioaer’] 1
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here [ wo's bave 1o worry abou ais daily
s ang wose, about
dren's futares where he will be able 1o

so dec inside himsell with

e previously devosed 1o external frecdom,

role plaved in his s by s
rhansky said 2 propros of Sa

the continous flow of fine, not 1 uphold i1 e
wonists are unied by 3 sivgle

fon — for orercoming. precisely fo settle into the fuldl

No knowelodge of fite ¢3n be won without 4 colossal cxpenditure

7

less continizy, bue
d scams that farm the fabric of indi

il expericneet The cask of “ovcrcoming 5 communicaced t the

of spirital poswer. There may be grave osses on ths path, bz

i ish sill b the achicvements, In order to
sevive e 2 onders

o the T of [, i order o becerme were noe b
conscions of whatis hest i onescl and one's comiranment, what
beaury and inne eeuch of oue existe
{and ot our mere subsistence [Bytonte]). in order o o
o oncself and one's duty o others

canems was insuffcienly integrated with |

sl all y procsgonises

st s through a eense sphere of meditation, searching and

16 ahe ideal of the Sovict snsgingey was

desires are harnessed fe

maximum effiiency, Tarkorsky sought 1 dramztice the way hese same

cesatcn throagh (he esistance of the il 1 easy sssimilation.

Tarkonskes s sowerfal engagemenss with fz Sovict imaginzry

explicin, Rejectng, the Soviesespek eritcism chat hix
Tarkowsky explaned

Excase e, bt this s nomserne For man v within cvears, within
b e s v ehoughts ave 1 face of the reality exise-
gt ] To judge cinematic art by is liaks 70 a particn/ar

therme | Farkewsky eames o

he working elas and the

eulure
Saiet
conlt

elligentsia] is hopeless i terms of achicuing o qualicy

Vs for example, while she pretmiseof Lenn’s povel —che planet Solzris

presonisa secthi low of el slime that must b conrrolled zl chan

H dhaanels the Hows of the Sovie imginary st 1 he il velled for ban

fit = was closely Keyed e che Soviet imagiacs,
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in sl science-ferion s as the Balsherik philosopher Aleksands
Bogdanov’s Red Sty 19o7) ant Fugineer Merni {191, They almstely
conteibuted o the mindser that olssed the population inro  nersrt
of gt forced lsbour camps and to the spolig of the enitonment,
Indecd, the youngr Taskorslo's Sadier - with is ruined posieidusi-ial
Landscape and post
sequel 0 his Faser's sy radic pley Teis his shared imaginary; o than
heir blcod kinship, that made Arseni?s pocm.
s

discussion of

elements i Mirror,

erand Nostalghis, and which make
he son's ok

Frior co becoming a Flmmaker Tarkossk's hiogeaphy
pasern sypical of che Sovietimaginare After leaving Moscow's Orieral
st where he studied Arabie, be embarked un a geclagical cxpec -
tiortand jousney of selfdiscevery to the Fas Esst, This kind of ackentare
was 1 commonplace in Sovie s it formed the basis for Mikhail
Kalatorow's and Sergei Uriscvsky's classic 2 Unsent Letter (15, o1
whieh 300 me and a il are srarcd o 4 distan iver wih fral
uences, and s inmated in
(1362)
been less intereste

losed

ongei Daelia® 1 Strol aronnd Mosee

Shot by Vacien Tusos. Yet ev

here Tarkausky appears o s
snacy than in
analysing its e in constituting personal experience Tarkovsks are
cammenced shat the problen with The U
schematie nasearive and dharaccers, but

in pardcipating in the sacial

cont Letser was vou s

it it did ot follow o rhe end the patl thac they marked out
thernselves. They should have un

nchingly st
i1, ot vy g abiar
shether 10 resolve the scory iakages that weee given in the screen
plag. | . The characrers are not so much ereated as destroned
O rather they are incompletely destroyed 20 18,

- with the cuera

the ctual 1

s of these people n the 1

s carly as 196 Tarkensiy recorded hisinterest in exploring e man
Lmermary,semark:
15 of auihenticits achieved i cach laser: ‘there 1+

fold layers of persanal experienc

on the distirct
rcac diference
e in whicl vou vere bosn end whiely
st have nocscer: o many years, nd you direet conremplition of this
home aftcr o Toms incerval 67 e (1 20; 2v r23). While not denying
s compliciy in the Sovietsmaginary, Tarkosky saw il 252 acans of
analysing its encomer with lived rinc

e evident dhron shont Tazkol

Morifs of
ey wark, clding bis eas
Toadey and i Chiidios
arditis creagiity in S

i Soxiet imaginary
et of the wa in Thers Wil Be

nis comcern 16 elace physical laboar and

mwrolier ad Viofin, bis auraczion w polar
sploration in e co-wrizten screenplay “Aacaretis: Distant Ly
evenr his interest i Homingsay and Faulkner, teo Amcricen authors
s siarks 6 sévengare and éiscovens wers assivilazed by the Sovt

s, Alberco Moravia dismissed s Ghlfhood for ey reversing
and Tarkunsky laser acknowledged e jusice of

Stalinis. <l

NMoravia's eririqse:

if fore the boy wont i palishied bors (12 [Moravia] s i mind
The Sor of the Regiment, w1 adapiacion of [Volentin] Katarn),

eareied a sabres i Cossack it served with a cavalry derachroco,
hear i ollnys that 1w a3 6 s, destite, Grossing SKarips,
et 1 thers fae boy rewsamed alive, then b he dies. e

Same scheme, iy b ic s cevloped ditferanly

Tarkorsky's frequent refemences b aviation follow the dominant partera
b e proluue to Andeel Risbiév,

of e Soviet innginary, begnnins
based on the legerd of the pre-raoders: aviator Kriakurnyi, contingivs
with the of ballowra a0 Sovies spave prancets i the opeing
epde of Sofarss, and exTeinacig in Tackovsly's and Gorenshrcin's
171 adaptation of Aldandr Beliaers Faarasy s, which Tarkovsly
put aside v swork on Miror, I ehis sereenply Feliaey's scory abowr 3
bog who takes fight hecomes o slzation o e of wxistng,
a ream e with reality When the pro-

i an imaginary st whare : -
g 2 sound consrp mamed Ak el of fanes
o sl gt v Gndun. This i he ewerith sy beng
il in o o e 0473 Th e of A ndsdinly

ivigonof Soves atian e ool by oorage of Wild

Mirror
e 1 e s atonic explasian, showing bow creans vestle alorgide
sightnares whenerer 1 saci imaginay sess the real e of human
experience

Thie, while Tarkovsky i peserece 1 offiial ideulogy, his com-

cats s seress the dividual’s experience of . Prescaring his
he predicted hac she conflict

idiasyneratic cancept of comimiis
Tevsreen sechical progress and naveral oy would fas: il the
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Abbreviations

a Andre Tarkoveky e, . Johw Gianio Gacksns, ws, 30060

o Andr Tarkonshi, Collected Sereenplays, ceans. il Posell sl
Natsha Synessios London, 5051

o Aot akously: & Pot i the Cieons, dis Donsella Baglivo (15541

i Iustam Lighe: Trkousy Foluis, . Giossas Chriamont
ey A. Tarkossky, Forewond by Torine Guerra {Landon, 30

W A, Sandler,ed. Mird ity Andieia Trkorsbione: Razosysbionna,
s, paspeaminai, i€ (Moseons 1951)

s Anre Tarkowskil, Der Speiel” Nowelle, Avbeiscasebiicher und

Materiaen s Lo e Flons, . Kare Baudisch and Ure
Spegler (arln, 1031

i Zevkal li Japanese ) | Toksn, 3000]

Mosilin Atchiv of Mosl Studias (Mscins)

o Ol Sorkoma, § fasknuskis o Tarkocstons, :nd cdn (Moo,
zcosi

o O Tarkorsfons: Vospommaniia v ks i, . M. &
Tarkowsiair (Muscins 2005)

o Marius Tarkovskaia, C1skoldd serkala. 2nd s iMoscons, 30961

wcakm Rosssski sosudirstsennyi arkhiy kivo-loudokumenios (Moscon

RGaG1 Rosseski gosbisteinny ankbiy Leerscury § skaservn (Moo

o A Turkonshy, Selptig in Tone, e, Kier Homeer Bsie
[Ausiin, T, 19561

o T of Trsvel (Teompo v}, di. Anéesi Tackousky (15t 1985

w Al Taskansi, Uroi cechictrye Uchebnoe posabie (Mossor
19w}

B A Takovskis, Zapecbutlesioe vremsa . Asdres Tarkos
Arkivy, Dokents. Vososiiarss, ol. 7D Volkosa Massons,
so03)

Introduction:
Elements of Cinema

11 his memoir Safe Conduct the pocr Buris Pasternak wells hanw h
aerificcd s areer in music bocause, uplike his mentor Aleksande Scriabin
I ached perfest pitch. Some 5o pears later the youne Andre: Tarkorsky,
Himself an avid devoree of Pasternale’s poctrs, ikewise assed p msic,
cuentually setcing on the cineme as his seticr, He was never abis ta
cxplain exacely what had drawes i o the cinems, Noretheles, i was
Here char Taskossky discavered his ovn form of perfect piteh, manifested
15 a1 uncering aesthe and acute responsivencss to cultueal
mpulses, which made cach of his seven feazane s resonate as 4 mior
culural event i the vssx and throughout che viorld

Tarkovsky's renown began with foan’s Childhosd (1yse3, an
Grphaned project that vias encruseed o the novice director as i L
resore. Tarkovsky shoe ta film in the fuid manner typical of the Sovice
New Wave during the Thaw period that followed Nikita Khrashehev's
<ondemnasion o Joseph Stalin in 1956, In the Wess, Tarkovsky's debut
foined such films as Mikhail Kalatazov's The Granes Are Hing (1957)
and Grigorit Chukhrais The Ballad of  Soldier (195} i providing
unsuspeced glimpses of the Sovict people's suffering cring World War
1w and their porential ejuvenarion, represcated coually by the flms*
young prosagonists and bold, slf-confident acsthetic maanes, Both ar
ome and abroad. s Chldiiood caprursd she spirt of the mormezr,
nd at the tender age of 30, Tarkovsky Found kimsel? lauded ac premicre
Eusopean festivals, discussed by leading Luropean insellecruals and
pushed o the forefrons of Sovier sulture.

Unlike his closest peers, hoseser, Taskossky refused to allow this
acclaim o drown ous the more subtle promptings of his indicidual arvistic
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Tarkonsky's Solars ook a eather more pessimisic view: the ol way Lo
controlthe o s o el o fcwze i, e v
he cracks. A sk concern basres Stk

ey seeps hack 1 shrouzh
- where natural flos <o
i stroctures with which Buraans have sought 1o conrol ther, The

that she hosele alien will against which humans strugsle i the
very sousce of life. Livel time srises from the frieton berseets huma
desie and dhe secpage of impersonal natare. At the end of Sculpiing e
Time Tarkossky remarks thar cven such a rich civlization as ancient
China nonetheless succurabed when it ‘collided with the mszerial world
that sursounded [ jus: 35 “an individ
=g v 348 Seil, Tarkowsky concludes

s with sacicry” {57

s ot tha we five in an
warld, bt that we creste 1 ourselves. And thenfore we cur
selves depend on s falings, while we could depend on s seeengths
Mirror, in tay reading, conceras the possbility of this very change

v —r—
of ik e aring e A g, omeshed 0
cal srudy: i '

At one poine [Meksande] Misharin and | wrore the screenply

cx know what this il would be
abour, how it auld be arganized in the sercenply and what role

White, White Day”. 1 i noe

v

Ty of

would be necupied there by
stongline, mon: precisely the storyline of the mather. Al enew

e image. pot exen s mage but the

s e e baving thesame dream ot the dlace whiw | vas
of the house. It was as f L was crfering, or o
o i, There s some

o this feclin b some material

born. L drea

precisely o crier e but i

strange shife [, 1 thon
e drcam. Th

that one canar just be persented by

g in 5, someching very imporeant. And | thausht.
1 sometbiv 141 tead. that | wanhd be able to foe myself

From wy feclings beczuse it s quize

nostalgic. Something seas pulling e back into che st leavini
nathing aead. | et me werite o st Fowerer
Sl eracuall began o ke form 2 @ Al Moreover a stange
thing b
Lt s peyehutherapy tarned out o be worse thar the cise
When | st these Feeliv |fel that ©had

Exersthing was camplcased. These feelings disappeared, bt

appened. 1 indesd was freed from shese impressions,

s, lost yscl

Jenougn, 7o be hunest, Thad
e Kind, znd even in the

worhing farmed n heis pla
supposed someding ¢
ceseenpla it was writcen that ane shoulda't w10 old places,
whatever it might be: one’s hon
people ane has met, And o
cally it rmed vt 10 b quite ace
ot ot the sease and isea of the Al s noc a all 0 frec onesell
o memaries 25 28-5].

e plice one was born, or the

St was theusghe up ehcor
. The main thivg: fecurned

Farkosky dhus indicates s disagreement wirh Proust and Freud, beth
of whorn fallesedly} encouraped the idea that elling a stors helps to rid
aneself of the past. Tarkov at, i the prosess of secking
somerhing personal, he found someching objecsive and demonstrable =

ot a repressed mermors bt elariy of vision.

The ides of reareseating ane's world by isclating irs principle of
presentaian obliged Tarkossky 1o luok beyond his personal imsaginary
o find irs imterseetion with that cone point he spoke
of Flming dre ehearsal of s neliary parade on the eveof the amsversary
of the Octwher Revolution: “This episode will take plac

v harhwsre, crods of people. and b

Jit will e

e it single oS This secic, romi-

passisle] t comest ereryl
e of 0l f Am

Fiscent of the May Day aarade in Khutsier’s The
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s amuch more active ol mexploring ard explodin

e camera p
e spacs af the house. Tor
ening the Glucs thesticali, Wich she exception o

¢ thing, the camers is condlicit in heighe
e wghirare and
Maria® g, it Biits itsel? o the hovse and is isumediate cairnns.
o aher il docs Tarkausiy aned sceres with - sation-
for nstance in e thuts of the child’ crib or of Alexarders
sofs. Especially in scencs with Orma - when L presents Alexancer with
the map, or when he imolores Alexander o sliep with Maris - the char
in order 1
2. At times it s a i Tarkonsky s et on

weiers exeene an elaborste danc o e action framed

bore and towards the can
remocinis o of is grvarest e that of the mabile carncen. Yer e

aesthetic rennciations culmiare ia one of

rhovsky's risacsr, s
ndulgent lomg sakes. Jus s this o ke ediems the e, 5o Sacifice
ol redecrs he image 752 site of piadiation

he fate of the image in the il
of Otto, the el e outsicer i the bouse fwven Muria. ar leeland:

is o closely linked 10 the figare

who fives separately. s pact of the household). Qaly Ot expands
lesander swarld begond the walls of the bouse, delering the cungeate
cam from his vl eagues and presenticg Eim witk an cight-
ey map of Europc. In this respect be (C1fls bis vocation 15
pastman by excreising the power of medizrion. H
(and later Maria)
Jouse. As G K. Chesterton shawed in i scory “The nsisble Moy
e landseape of

modernisy: Lt s, periaps, this inconspicnonsress thatallows st o dis-

also pravices the

bieyele thar Alexand

1ses o escape che confags o

(19mal, the ubiquitous pasemzn melzs urseen ineo

wer and insestigace the supen el nceurrences he eolleets. But Ot

s ks an aceor of sorcs, s he shows hen he takes 1 theatrical umble
ol i bicyele and f
s sometbing Chaplinsque about his moweaents, s i Ofto were e

ans slaps? S the ke oy, At s che

an rurming Alexander’s inward drama into a s

O and Alexander’s relationship s contirually haelld throgl
b Alexader s oddly b o their appeal. While Otto
map s an original, Alexander secens o reject the very
sinal image, Mars; iz has
i camman with reality Alexander says aat e quit acting
 to depict chasacters, When Otro
stion, Alexander explzins dhat it is ey
a copy under gliss, therefore devoid of teviurs. Yot Ot is 50 semsiciv
that

idea of an N T—

bl seing Leomeds A

recoils i horror at the Leona <o capy [seating a nesference ‘or

Picro della Francescs, whose Madasna del Pacta festuncd in Nostalghia.
Ot also helps the child ercave the scale medel of the house, whish
rightons Alexanden as i dhe plysical seeduplication of Lis house has
wndermined it sancity Finally, Ot tells the story of the phoro-
graphic postraic of & waman, taken i1 1385, which when developes
ircluded her son as be laoked in an wndeveloned photogeapl taken just

betore s death in 1940, This story suggesss a concep o7 the ingi-

nary asa parallel realey in which iwages feven andeseloped, posertial

anes] bleed inta each ocher, vl g “abjvern’ space anc time, 15
for Alesamder (1 prafissa of sestheriest) images could zspire only to
e e reprodustions af other images (ind no, tor i
s or of human feelings!, For Octo they are mare seal than she things

The tension between Oteo and Alexander reflecrs o broader cension

in the flm besween Oy fich in the irvagmary and Alexander’s scarch

for a move palpanle and fial redenption, 1o o jost tha Ot sympa-
e with the ide uf

Al etwrn, I response 0 Orto’s Nistschean

Aleander rejects any possibilics of cre

ing an inelleccual
“mdel”of che unierse, which he says would be msaioun t becon ng.

“he demiurge of & separite creation, Ot answers by geaphesing

Seriprure: Faith has been geanted sou. sl i will b i propan
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was hauled befare a fring squad in a muddy Geld, b before
taking, his position b taok off s coat, folded ot tidily
Tarkoviky ressoned that the victim
tically. out of habit, because his thaughts were far aviay

dhad e gir’s thoughts?
ally and most poignarey. the il who tuens smvling sowsrds
the camera and gracuall,

on the brink of death’ (s

i under the gaze of the machine, sdoprs
A expresion of uiter horear, Thes: shots

carctully edized, bu
Taskovsky insisced it i insard ension bespoke theiz surhenrici:
In the original edit there was anorher shor of 1 <hild bidding his
ather Farewell, which stuck ot conspicuonnsly whereve
it s origon and s That it was one of thiy

-y momen: shar the child was flowin

e comeraman il asked hi g sepent what he had use
dune: 1o bid farewell onee rore, o embrace and kiss (s fasher] once

J. As.a resul, his shor “had becn invaded
dexil] cauld no recanile hirmsell o the
1 of sincerits’ n 7
social imaginary and individu:

n adeition o their res

I meimocy, these shote possess a kind of
et fnetion i the il

Tarkaesky spoke repeacedly of the footage of the crossiag of the
Lake Sivash, & macshy egion of the Crimea that ha
£ biaods ehring in the Russiar Civil W

Ll never seen anykivg of the kinds as a rale ane deals with
skirs or shon
" or wit: ‘sowy” foota

nsincer . gy shots

of lterally concerved

wartinn e which o senses o5
ch plming, and 0 frle genine truth. And | sae no poss

il of aiting this salad wich a single semporal fecling, And

nddenty 1 fiad an anprecedented case of aewsseel foowge: <
episade, an emire and unified everss, extendd o time and shor
Cannsualle) ina sivgle plzce ané relling of one of the most

dramatic evenss of the 1543 offensive. .| Teouldn'e believe

Earsich s enorimous quancicy of Bl had beea spen on the

extended obsersation of 2 s

Tocarion 1 130 20 2451

e s aucharities protested vigorous)y azzinst his sombre fooage,
forcing Tarkovshy ta complement i wizh shors of riumphant Soviet
forces iberating Prague s taking B in. Here oo, shongh. Tarkowsk s

ached; the shot of Hitler' corpsc is followed by one

of the cameraman shaoting, 1. I boch sequerces Tackovsky docs not

o el represen che War & ivestigate h says i which i s becn

prescid and has consequerly shaped bis vision, widhout necessarly

havin becn undersiood

“The inal documentary scquence confzms the gerers! pattern and
sugsina ink o other ssues 1 she Bl Many of the shotsare taken from
casil idenifiable souces. namely Alecsands Mecvedkin' doenersares
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hat vernains ar the end of tac £l —as 0 all of Trrkovkys ievre — con
cenns the pasibliey thar warer may onee szin serve o susrain o1 i
carch, Bt excrything Binges on the fragile brearh of the Lzl b alane
under the iminense, blank sky. The narratse of Alexander calls @ mind
Tarkovsky's observation [quamg Pushking ther che hresth of plrgue’
persades Luis Bafuel’s N
Tarkunsiy e descripeion: of how Back's music opens  knd of vacuu, a2

s 57 73, 77 17 However, it alsa recalls

ey sprce, whete the spsciator fecls she possibility of (lling the saivi-

fual v and el the Dreath of an ideal”* Juse s the comuny
the horse by flame frees the son 10 fashion his own fuccre, i a phiee be
will teclains from e il cetsches e
spectator from its own specific cor gt and recaras bim 0 the world

rencwed and emponvesed.

e, s the consuaption of o

At the centre of Sacrifice s & family of the theatres borh Ad
Alesander are former actars, and nesw Alexander s  wel -regarded the
save critic and tescher of aestherics. When Alexander awalers afier the
night of apocalypsc it is bis editor that he calls o check on the exiseence
s i he

anly substancive link to the world owside, I theie birthday silutzriors
Alessnder’s collesgies call im Richard and Privce Myshkin, apparently
in menory of I
Dostaevsicy s palpable throughy
Shakespearean tragedy is especially strong, In e st of
il diatribe Alexander exclrins fin gl Wordk, words, words. Like

crally) wese bis

of the world, e for Tieratne more ger

1 toles.
but the wadereurrent o
is philosopl-

pcints
" ot

1 der conrinely fecls con:
. Harwever, s
he ily conscience o a Claudius
i the e of The Mowscrnat thar the accusztory zeal of 1larlers be
ores fagain in English) trom Macbeth. Which of yon hase derne this:
The Losds (1. i 29). ¢ s curious thar, while the question is pos
Macheth upon the appesrance of -he ghost of Hinces, the st v words
are actuslly the seage
cxnmor see the

in Tackousky's interpretasion, Alesa

pelled towards anact i he s e cac

o the el hose ber

irecrion et i, the next spekers, Sines the

host the lords aswee: " What, my gocd lord 71 1¢ s as ¢
hope of receiving a
sespense (o bis usaepation of power. Tt s dlear that Aleancer's puill
s far i the recesses of the past, pe
the house and the establishment of is househokd. Adelide imics thar
Alexander brought her Fzom Londar: ta this desolste spic of Land on falsc
precences, since she dic not ki e wenld elivquish bis hearrical sar-
o Pertiaps following e i’ 1o Macherh) eais srazdom was o arthe
Comt ol s sl We e nor zold, bue seill ehe eeenporal deptk of
the fomily drarns is acaieved less by the layering of imsges fas 'n Mirror
or Nostalghia) than in
is auzmented by meta-tacatrical ather than mera-

Alexarder is conjuring up his e lords”, in o

e eharcrers” verbal and piwsical gestares. and it

isual references.

Tarkovsky cansistenrly artcsced to his desie: o obscrve she three
smicies. chascrerizing, the sl of Sacrifce as wore “drsimasic’ shan ir
i previons Bl i i, as i athe respects, s cosest <o Statker, The

nd Marind on the
orer women on che other. The leaders of

main characters form swo sets: Alesarder ané Oteo
one hand, Victor snd the thrc
the tve grouns are both contemplaring @ serfce: Alexander wil

d
e liaisons and social positien and cigrate o usteslia. The oo mer
ace sepeatedly brosight o par I sicaations; <frer the snnowncement
e e, Mexandes s shown pling Octe with brznd:
whill Vicror adminis: ive to Adeliide and Marta, All of the
pssessions and fmages i the hovse are implicazed in the
reltianshins; evers Alexander's baok of ccns, < cay of ightin the gloony

from Vicror and thus e by his betragal, Toe

sty his household, while Victor i relnugiel: i nemeras roman-

o in

in bone of contention i the by, who silently r
s upon ki, Crugially, chough,
consention on the ground floor of
en he land autside. His gose i

sards his hapless

Iders as th
the boy
the o

wake possible cly

eners the nan space
ring only in his bed and
s yes wnble o hold the family ogecher

e

R——
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enty), s finked 10 the B of i and with peopie who are bronght
toether and separate] by this hurn of life
Flant is sor e
aneedore of the e,

The episode a the prineing.

. was based on 4 widespread
hich featares also i Vasili G
pare = chapicr <0), where a sivgle sransposed lerter rurns
Stalin's name e« prufanity

i results i 4 sever-yeas inprisonmene
forthe gty proofreader, Ore can easly believe thar hese coneidences
s spontancously s pounes of intersection herseen Tarkasky's
individual fmagination and the social 1
cancerning the war footage e faund for

wirary. As Tatkovsky wrote

When before me on the sereen there appcared, as i vt of o

Beiig. people who were rormented by unbesrable, phuman
Iy
0 me shat there was ro way this episare could not become the
centre, the very exsence, the nerve snd beart of our i
abich had begun merely
2 24

wour, a horeible and irgic are, it immecdiately becare clea

 intimae yrical memory 131 1305

The incersections betweersthe pessonal imagir
vividly explored in the documentary sequences of Airmr, which o
bullfihzs and the Sparish Civil War, Sovicr aviation in the ke <305,
Soviet forces fighting in World War w1 and celebracing victory, atomic

ons, and the Cultural Revolution n Clina and ensuing Sina-
Russian conflict. 1he thrse periods coverod by

il that of seciery are

docmerntary footsge
sbiographical nararion
1955 6. 15435 and 196 At the simplest evelthe documercary footay
mersh provides backround for the aurohiogsrashical narcative: s che
Spanish foota: mighi well be secr 2 7 kind of lasiback 1o explain the
preserce in Moseo of the Spasish famils, which Fnds ieself rugged i1
e conl

de vl the chronological foci of the aus

e dircetions of nostalgia and assimslation, Ieconld be raken
s 2 enctt acknowledgement of e limited ability of fictiona| cinerma to
represent the war; Soviet war s (The Fate of 1 Mo,
e Cranes Are Hying) tended o focus on the home fronc
aftermarh, bt when fighting was shova: — i Ak
Tl of Besli (1549) 0 Mikhail Roms Eoersdy tusciom {1965) and
Taronsky’s owes e 's Chidood - docuncn, frquently
wed. a5 1 1o authenticae the fictional nareagive, 1o Mirrar, though,
accompanicd by Barogue music and Arserii Tarkevskss pocms, the

fox sat of Rarctions. Tt is
& mare camplex set of

documentary fotage perfurn
s msportat o carsider the precise origin of she fontage and the rea
sons o its inclsion in Miror i

Uhe Spanish footage 18 mosrl mined fram Roman Karer's

s fsome of the maerial for which appears in different form in Fsfir
Shalvs Sp, gl Kaermen becane sty faous for his courage
Iy el o vally che entice progressive vorld i suppor:

e hine served all of humariry in

e Sosier imaggmary, Karmen and his e
e clemenis.Ieis Ekly that Tarkovsky

e with e h :
L S —

il War, waiei scemed 1o

s
HUML'J 1 idealistic passage in their history, 4 cerurn to the puse ideals
ey with the o

e
m 4
e e e b
ot mparis ot
ot mimaginale horros of acrial hombing in &
ol o de

e Formal qualitics of Karmer's
o the

af course,

sach « e, The shos of che small g1 rubbing e e
Teninisaent of are of Tarkovsky's fsourite ancedores: in Warld War
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L (ef Ronans 12: 3, 8). Tndeed, Orto provides the only hints of the

+of 244 wncanay scories, S4e

superstural i the i, wirh s eollee
sudden s of consciousness whish he attrutes 10 e ch of a allen
angel, and she idea tha .
ensures thas bis views are not dentifed with Tarkonsky's o s . 1o
a siifican degree Oo oils the very coneeprion taat Tarkuwsky was
imensibly parsuing in the il shat of a toral renunciarior, Insrezd, Ot
s that G leasng flaes €0 fot just consance all Alexander’s
accumilare cconstituion of an itizginary
I arehivcerune anel semarure may b i, b e eTest of Saz
s produced by the purely einemaric farensiry of vedappig vsars 2l
crossed geaes in which the spoctaror i also enmeshed.

aria is 5 witch, Hos sather soister chaeac

s, but s sl for i

Saceifice holds trve ro Tarkonsky's sriparci
e and shiine. The fragile membrane af the house s bre
clements, just s the house in Sobares is invaded by e eain, and that in
Mirvor is buffeed by fioe and wind. ¥hen busnt, the space will erazin
halloryed ground, 3 shrine o the time tha: bas possad throug .10 fact,
the house has perhaps already ceased co be a horae, s is denwoscratal
by the schism bersween upstairs and downstais. The simall gane of trees
a kind of shrie € is in this grove Alexander
ol of his Bouse and ercounters Maria, his
pucative saviane The very walls o7 the house, though intended o pre-
vt it from the elements, are wosen 5 i fron lgh

s 0 some degree a bartle to define and consiicure the b wiarics of the

hase as thase of vision iself.
Tt s ot just that Alexander s repeatedly seeal into and ot of
Victar has brazenly vio-

peetics of space: nature,
by the

s his frr cision,

s the drsina

thehose in order o carcy o his plar, o t
ieh his adultery. [t is the very elements thaz
comstanly inade the habitation, as warked by the ‘n-Hlowing en-taing
arsh lighs shas drastically changes the colour seheme indoors.
el the windows they s cast i high
gy Hlack-avd-white shoco-

e its Ballowd spaces

and e
Whenever the protagonists appro
simmlar o ar old 1 sereen o
15 the very movement 1o the perimeter
s out, depends less on its abysical walls than

i 17 is where

grapl
vieality, The home,
sral location in the ceonany of the hurian g

e of i

peaple rezard cach orher Ganid themselses) i the o
Tellingly, Alesarder's resolve 1o destroy che physic:] e
with s ceasing to see and be scen by others.

ice cainondis

The folds i spce emerse already ar the beginting of the il when
Mexander seitles i the seaal. grove of tes ad Toves s in philo-
sophical raminations, ostensibly addressed 1 his e son, wha has
wandered off frame. The wackivg of 1 carnees tarorizh the trses sus
sests an alien presence, as does the mysterious sound of a ferzle voice,
uhich scems carsied on the wind e rstles in the grass. Al
become e by
simiscerspaace o the grove, and ealls oue S b Henweser, when e oy
s ap bekind him, Alesandes throvss him o the ground, givings him
nscblicd. Alexander hiraself fals ra he gronad aid we are show §
black and whice) a desslaze asphalied cou i, strewn ik debrie aed
crossed by astream of warer. The sound of ruening water on the sound
erack suppores the objectivity of the vision, but she continuirig sctaias of
the e e his insearity, enicing Alexsid
poualypeic styscape inco @ single locacion. Ax the cam,

onscivns of his son's absence, appeas fri

e Fermale vou

snd the post-

pans dossi, it encouncers a sheet of glass, staived with pn or wit

blood, which refleczs a ity skyline upside domn. The nexe shor Gagain i,
coloun) shows Alexander feafing thravgh ar albim of Russian icons.
The sequence is quite remiscent of enisode 4 i Adrci Rabioy, wher

Andre?s vision of che blnling of th
block by the wall wich ashes, sher which he is ablc o i va
and dspict the Last Judzment. As i Asdvet Rubliv, fesgvenccd spa
can b sivched up only by 2 continuons grze that crosscs all he siven
spaces and onders of realiy:
In Lacanian terms, one might speak of @ erisis in she imaginarg
being resalked by 4 restoration of the symbolics however, Tarkarsky
semzins with the concete image thae rediates this divide, T

spaces and gascs cross most intensely in the plate glass of 1he windows
inting that hargs in Alexander's ro. 4 Mria

leaves the grove whcre Alexander has discovered tre modl house, the
Japanese bamboo e usher in o new sequeace, waich
begins with the boy awakenug in i crit and hearkening to 2 k
s door and the voices of Alexander and Otzo, The converseriar co
s a5 we see o tre reflcred in che

nd of the Leonano

Jass over the Leonardo, which

cuts o asho o7 Orms and Alesander canzemplating e paincing. Otto

secils in harror at it and recedes 1o the back of the s, bibird

s daw, where e s exst in harsh ight. The whass secomes sisible
hecause i fainey reflects Alexander and is steamed us by Oteo’ br

True to s mole, Orta makes palpable the sery spice of media
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e of atmosphere aver space, story or image
Clearly associstes Tarkonsky with the rubric of postic c
Wt continues o enjoy wide eurrency despite i

i 1 10 see poctic cinena as a distinct geare, which displays a

“tablesecture and performs a specifc soctal fanction i.c. that of elite

Conema). Howerer, heorisis of paecic cinema have frequently defiee it
rsof the term in
the carly 1920, French cricics Louis Delluc and Jean Epscein, regarded
postic or ‘pure” cinema as chat which capuured the flos of life, as if
the bobbins of flm partook of an erernally continuous flow of inagee.
Cinema was the closest material approximation ta Plato’s concept of
fime as a ‘moving image of erernity”. Practically, pure cinema could
mean any numher of things. In Epstein's 1928 flm The Fall of the Hoise
of Usher the poctic quality can be attributed 1o everything fram the
supernataral narcatie o the incarporacion o poctry (from Pocs story).
s curious, though, that Epstein — like Tarkovsky after
a parsicalar fascination with the nacur:
e sees heresuch pecaliarly “Tarkonskian estures
ing into 2 room, a3 if admitting an alien prescnc
filling with fire Yet if these shats reflct a strthing belief in che poser
of cinema to channel fundamental forces of humar realicy and therchy
eransform the humars world, they also measire this mystical aspiration
against the represenrational limits of the mediam. The tension betwe
the intimation of meraphysical presence and consciansness of its
mechanical representation s what Delluc and Epsicin termed photogerie
= she peculiar power of the world on.
Early Russian i theorists responded wrmly 1 the concept of
“poetic cinema’. I addition 1o defining t i tcrms of medivin specificit,
howerer, the Russians demonstzated a marked tendency 1o fink pocic
cinema 2 particular treatment of narrative. Theidea of a qualicacively
iffernt kind of einema plot appeared s catly as 191 private eter
of the soung Boris Pasternak, who remarked: ‘cinema perseres he core
o the drama hecause i is called upon 1 express what s eruc n i, it sur-
rounding, plasma. Lt it photograph ot tales, bue the amosphercs of
tales. This statement was echoed in 1928 by eriric Viktor Shklossky,
who commented that the flmmakees Grigori Koinesey and Leonid
Trauberg (nown as the Factory of the Excentrc Actor, or xs) i
air around their subjeec’" Not cantent with such hrcesily metaphorical
deseriptions, Baris Eikhenbaum suggested chat the wnique province of

35 the very essence of the cinematic medium. The coi

s of water, i
the curtains blow-
ara picture frame

inema was a distinet nareative temposality, ‘as if, afeer reading a
el v have dreamie’ I the best works of carly Sovie cinema, such
i+ Padovkin’s Morber (15261 and Doszhenka's carl s Arsenat (19291
1 art (1930),eritc Adrian Piotravsky saw the ise of
e and 3 lyrical” cinema. dominated by the close-up and Jong
(k" Perhaps more imporsanc than any particular technique, however,
i+ thi v chat these flms shifted the centre of the fl's meaningulncss
101 the story 1o the viewer's creative reconstruction of it. Alexander
Hiskshy saw poesi cinema as rjesting the mode! of represcnsation and
ling instead the modes in which we preser the world to ach othee.
In general’, Shilovsky agreed, ‘the poins s not the structure of the mon
e, but he meshod o ehe artise’s artiuds towards nasure, i she type of
srtention which he teaches the viewer. "+

The concep of narrative thus reconciles che oo major conceptial-
iations of poic cinema — as a diserce genre (among many) and as the
purest manifestation of ehe cinematic medivm — by focusing arention on
Cinerna’s use of temporal form 1o culivate modes of stending to the
world. The idea of postis cinema owed much to Hen Bergson’s hiloso
phy of time, hough Bergsan himself rejctcd cinema because of it inher-
ent need to consert the seamless flow of lied ime into a sequence of
frozen instanes. This distinction ~ berween che ilusion of continuicy and
the sctual discontinuiey of the cincrna apparatus— has replayed eslf over
and over in the history of cinema acsthetics. A new beginning has besn
marked by the work of Gilles Deleuze, whoy by rejecting the simplistic
bipolariy of coninuiy/discontinuity and realtyrepresentation, capures
the complex interaction of image and word as a constiraent clement of
time esel. Defeuze’s analysis of the time image is of parcicalar impor
tane for understanding Tackovsky, who consiscenrly defined the b
clemen of his cinema as cime. However, | believe that the resolution of
this dilemna — and the peculiar temporality of Tarkovsky's works —can
be formulated most precisely in the broader
narrative. The sinematic apparacus merely incernalizes he Fundamental
tension wichin all aescheric work, that berween continuous proression
(suspense] and the isolated image (suspersion) that inteerupes and uli-
‘mately ends the narcative fow. If cinema is thus bound continually ta
contemplate s paradoxical nature, as at once contimuity and disconti
nuiny, simuleaneous presence and 1 layering of memory, then poctic
ma is that which addresses this dilemma i che mast directand ele

chetic Framesark of
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and in Alexander’s dreams, leading bim ot of Lis own s, thiongh
e flaoded plain 10 fwhat we farer leacn 1o be) Maria's louse. The
drcam ends vt the sound of
culminaion of the dran or the conmencement of waking real
en Otto appears
e phiss danr el Alesander o slecp.

Ta

contusion of dream and conscivnssiess i exacetbated
nd,in
with Mati.

Thisis the soment shen the psschologicr| drars takes u naked s
Saperaararal rurs, and when the & cain i loak wery rnch ik
wisons. Alexander's shird and last drear begis (i black and whig

while e s Masia e locked i passionse embrace, levitatis abos her
bed. The Swedish folk sty
{in harsh contrast) switches

i« overlaid with haboa Hee, 2 the intage

o the cromd in the ciry covrriard, the
crbaps, s

corando’s

stained ghs pane ard Alex
This s followed by 3 shot of Maria in the gaise of Adcla
Aduratos of thv Mag, shown in changing light,
.l chases hickens Farough the Fouse: e shot

wlers som, wi ios sl o,

shor o the valed Mar
racks sicht, folowiny

Adelaide, who toves alorg the corridor o the

toom where Alesander seeps o the sofn bercarh the Leonardo, e
anvakens, exclainss Mama', s anlshurs off he Japaicse music, whieh
Tingers, hawever, for a Feerisz second, Encourapd, Alesander cals e
office of s editor ta confiem fazt the workd i sl stand ngs the persat

ence of matcrial realiy is confirmed when Mexander kracks his ki
et 3 limp ehat e for th
b tempred similacly to clasi
foregoing sequence as Alexander's dicann, Howeser,there re 2

der of the i, The viewsr

of spatial folds that prevent it fror b dismissed so casily. As it corss
apatt che space i suspended as the point of stersection of huan gscs,
site of pors

ne rerarrss ta the image of Orto and Alexander speaking througs
e lass door. It i sy enough to dismiss what O says about the
mysterious photogann, orthe
fea 0f Maria beiig 2 witch, just as one can explain away dhe ocher-
rldly wisitor in Mirvar o the mareria isacion of Hesaan’s mirior
seflection in loffmanniana’ fes 3341, What remain iexplicable m all
thvee wors is e marerial srace left bebind by the supernarare]
s very condensatian an the media

nated by Walter Benjamin in the very medivm of hotogezphy

ot a5 v bur s i

il tercor of Leonardo’s carves

surface. Thisis the uneanniness

Ne marter Fow artful the photgrapher, ro marre
pased his subje w iresiseibe v
fihel vy spark o contingeney, of the
s, with whieh realiry has fs0 to speak) seared the subject, ta

chully

e biolder fe's

find 1 inonspienaus spot where in the immed 5 of that

longfargortcr mone

the future rests so clacuents that we,
Toaking back, sy sediscover it

T Oto's story the woman's photogesph is sesred with the loee utuce of
il

Tiness. The sery detcrinacy of chese moments imprirss the in
fension wiih which merory ard contingsncy constantly aflic visal,
il Quite apare from Otro’s caims concer g the sapernararal, the
photoszaohic mediun: is revealed 2o be ey anl roubing in e
realism, 50 100 €he pawer af Lutkonsiy's Fls, preposte
ception and contived in heir images, s tha they render palpable the
very testue o mediacion, making eorporcality ineffable and Frotasy
wnistakably marerivl, proscnring poteeialit as face. It is here. an the
sereen, hat the elements of einema restare the bisic derments of e

hersar, while the son's ey o, 1 singed by the mother's furu

I his baok L'Ataosphive: o
e sciciscand popaar i

18881, Frurch s
Camille Faaminzrion inchuded a woodeue
stxteenth-ceraey German stele depicting che Prolenaic arver
arth surtovnde by a sphere consisting of ai, i a
The carch appees o the wayarer s s fragile comstrues, susper ded it
always in danger of disin

ylazer pesrs it che suter sphere
i (Flaamarion ey ha
ic of the modern conciion th
esunfaced thronghont the
suggested tha it conld be a s anan Shoro
{1998), whee i Carrey's character bumps up against the border of the
selesision ser o shich e has lived his life. In bis aosel 0
Andre

the flows of the three o
Seckinga v
This woodeur, of taknowa o

v basic grounc, the 1

w tashioned
atu It has besy

¢ bimsclf, has prove 5o cmblen

rec of the ending of T

Pl emplotted the fmage o disty that elsts a smal

The picture depicted 2 dreant whes the earth was considred Fa
and the sky cose by some vz s had oo upan the
carth, panched 5 hole with his head in the heavery dorc which

pRa—
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material (f invisble) atniosphere that sussais vision and (he entire i
v gasees most unmstakezbly o
s, fanctiania as boch windorw

af the imaginary.If the e the e

ssaver the painting may bring Mlexander i O1c0 togsther
@ sonele space, bar i is powerless to nnite e fancly < by and
larse has ceasad paying ascention. After

painting Alexander walks o the exbinee and saus off ke [apancs:
fnusic, at which point he voice of the head of government bee
audivle From the television sctin <he mors downsairs. The res
of the characters are arranged i a cirle before e Fickering set, bathed
the cerie Light that emanstes from ie. As Alexander aporoaches. the
a bepins 5 s from Otto back pass all of he other charserers.
The relephane stars ring
Ihough only Alesarder sccms ta notice wen e
Static disparsreness is disrupredd arly when Otto appraaches frsc
Adelaide and th arvsh him ot ed w6 Vietos: ‘e
st sou can do something’, Adelaide crics fin Friglis'y. She chen call
Jobiggin, Vietor wies che

g his refccron in e

dis cut Their

for fiele man, he boy it whom the cpis

amgh the characters sill refuss o look ar cach orber, Perfipy

oy he it bow s s is capable of holding the world togtbers bt |

aivs. The camera manifests loid contmity arly e
ciscontinuities wichn the donmestic spac

The soundirack is gruities thar underming any

confdence one might achieve conecrin: <he narmative, For ¢ flecting

second the statc fom the tcsision secms to sesoive itelf into the

widerscore the farci

sound of the b fuce, Other unesplained sounds - ar simes elose
0 i ol times lie @ coin solling acrass the foor — dis-upe the
fabric of the even, Maria's mysterionsness can be attibued in part to

ner musical mati, the Swedish folk singing that sppers i the grove
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bell. The critmah of “The Bell sstores bork the image and the ward

o thert samererin fanctions, Almost sl waons S msjor charsiers
o the film, Borisks speais with effect whn he invokes the nare of his
father 0 e Ancrerka whipsed, Andrerka s led e when he demsncs
more slicr from the Grand i, he gers . Waen Boriska conéesses to
Andre, he eliivs she monlcsfrs words for sisteen years. It 1s soid o
Anaroli Solonitsyr, the actor who played Andrus, efra
ing for an entire monrh prior m shoaring the fnal
Tarkossky said, o find the right intomarion for a man who speaks afeer

Rablev s abie 70 spealk once again, nos bet
ighr wards, bt rother becanse he s relearnt the o
elildren and has reconeiled hirmself to i inevitale bus nodle faibuee

Ardre's words are ot sel-suffcient;they cosey the monl's atention -
resume painting and w encoursge Borska’s bel-fourding. These vords
e bath the “beginning’ of the decd and mercly 1 ‘noise’ that humsns

[ ————

s and e i,

e story of Sulonitsys vow of skence sceans dubiosas o e Cact Uhet,
following Sovier practice, dislogue was recorded 3t the and of the shoot
and dubbea e che s perfags Tarkonsk: el that speakingafte = on,
cxs ot only o bu also the gesturs of speaking. In his
Sky appears to have placed cven lss imprrtance an
he et ous of bis way to engage 1 actors,
Doratas Tanionis and Juri Jarver, who spoke Ressian vith strorg Balic
accenss. The actors who provide chei veices, Viadimir Zamansky and
Vit Tatosor, were ot ever fisted i the credirs,
s of Russi
Kot i ead the lings i bis narive Cseonian: it wss anyviny necessiry zo
duly s voice and e corld be e T

voice and gz In Solaris,

recwer, Jarser's

s s o s Taskonsioy s regretred that b had nor
Wl thercfore wore disivet, rich-
thetext of the role i Eszon
d ot o his olsersations in Nostalghia b sill had
Exland Joscphson mouth bis lnes i Iealin.| I s puzcling that the only
chasacier wich  plausibly Sorier name, the Avticaian Gibaian, s the anly
et speak Russian it s accen - and be o s only in recordines,
In Marron flm, one might expect a grester ephasis
o specels howerer,the il 15

erincolour,
266). (Tiue e

aconfessiona
o concermed with e materss
sec the ull comneidence of word and pesture, word and action, seore s

=55 24178 The prologae, which shanws the sturterer cured,

of real experience, in which ‘only rarcly and for bricf can you

ourse. The bay's

{5 acipher of the Bl s upgle 10 master s o i
sos-fannd feency is at o esninmed and suspended ia o fach

bidchleis . 5,1 br ot which
Accompanies the opening crsdas The fuid masicality of specek: is
Confirmed in the firse-persen rrespeive soies-oser, which is read by
Tnnoisenti Smoictunensky. Haviag taken fight, laneuse 01 o wirgs
ippe i the halting comersation: betsveen the mather and the epical
acrar, Taus languiaze wivers berween, puteness anal coquence, which

anderscor
The perfarm
the wanifold at Kaman experience. When

T srarus s an opague medinen.
o Linguage eschens sisnple commanication for
moter warde: eough
e of memary: the vuice of Atserii Taskonsi b s
oread 4 “Fach instant of our mertings | W <ol
o ke o thenphany', As the i
lase. he mother Luoks out the windex. As te v s that ‘specch
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s sccand the movement i creacd by the aarsowing of the spesiuie s
perded epon it
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resistant o the exervise of will This is the redemprive action that
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ity n he fnal analyss, Sacrifice is ok  lament for 4 lot past, but

sy





index-105_1.jpg





index-107_1.jpg
courageos enconmter with the wery foree of time as it s revealed in the

-+ changing coxaures of sisinle hings
st e recognied that Alesands’s sicrfice
solution of s f

et esaparates it a sordd hsehold

cotzed as & fail-
iy and his own

e, resulring only in che fnal d

confnement. As the apocslypric

dena, <l dha
meant when he spoke o the dominance of atmasphere in s fle
Cormainly Sacriice marks « fanthes siep in the dirsesion of a pared=deswn
acstheric. Concived as fulflling the <lass cal waitics of place, tne znd
actian, Sacrifice provides the azacly voutinous wcord of a raumatic
experiences the only gaps in fme are Alled witi decams and visions that
complicae the plot witkous erarcing s meseiles adrce. The lncatian,
Tarkavsky said gne e inpuession of compleie emptiness” (477 162).
Contriburing o the serics ity of the Bl tonalics ax a sing
dieetic music (an excerpt fran Back's Piscion According (5 50
rheaw) nd 3 single major reference o visual art - Leonardo's
Adaratiors of the Magi, the seoia rones of which macch the Flis
surtined palce. Yec this aseeticion: was
wally precise anipulari
demsgnehsonizaions and spasial folds e
Feality and ecsrms s 0 (hc suhhorn resistance of i

i it se of sounds in
Dot works the air carries she neise of scagg 1 and distzne fos-horas both
place the nartative and, ¢ sae s tie,  dissolse it within <
the mering s
allof the s
s o the hovse wors eprodiaes by the sound engineer Owe Sveassonn
s o counry cortage, who recorded oy walking
i a1 ald hose wih various pairs of shais, awidiag the use of siocs
sounds like the footsteps in Nostalghia. In addsion w0 Bech, t1e soual
track featurcd music of the Japansse bambon fre avd Swedish herd

that was sccoded i the 1935 Fom distanc locations ower he e

phione;the ysteriousness of the wiees is mzgaified by its mulole ayers
of mediation. The imsporcance of the sounderack 1o Sacr
that s altimate suicet of representacon is the tavisible straosphen fazt
ot sustains and appresses the deisens of the liuse, an armassph

apones. Terhans shis is whar Tazsunsky

sicce of

o e mediuen, which by mesns of corples
tive gensp on

s our imagira

acifice hearkers direly back ro Tiemab

il social world. Sho witkin @ bird sancrvary durivg,

o, Takonsiy was insister o e audbles this

il wrs recrsated 1 e s nchronzl. The

hcharagr’s

e fed

sarsy ses wind chat securs the Landseape, conrses thiough open

windowss and carries the force of war:

trosphre s, by defisrion, & sagoe and lisive conceot, o
hat hich permeates the cinemarie rareive while ransiing inisble
scecen. Vet Tarkovsky spoke.of 1 s if it was conitically verifable,
ing for instance it Dasshenko was ‘the fest practisione: ot
whom the pronlem of aunspheee was psrriclrly important’ {arr ),
Asmosphene s ot sepresci anyeking, nor i i sl
s appuonchable only s the maod of
o o presentaton. Vadins lusey bl
NzacEng wiEn the envitoamen
Tarkorsky gave ore of his
of staik

ctueinent of the im

arist definions

aumosphers apropos

[

docs ne surprise and does ot entertain the spctacor
A shifts of acsion ané the alor. This, iy vicr,

will help the speceztor to see mare fully the g abily and poctic

£ cinema — o peer invo the preudonardane flow

ot necessary t crea‘e atmosphcn: on purpose. Je appear

It
insel?

ot of the sk whick the athor resolres, If the sask
commensuaic 1o this, of covrse. Amosp
af he abiliy (o concenszace on whsrs most i port

o elsted comments Taskousky vadersconed that it s neccssary <o el
sste any vague or unspoken elements, everyhing ot s vsually caled the
“pociic atmosshere” [which] people usually g dilizently nd inversion-
ally 10 caeate o scrven 4 In Staiker, Takossky continied: “Lam trying o
Focus on the vsin thing, and ther, 1 suppose, will arise an atiosice
that is more active and emotionally more infections than it has been
this farin my s Persps to an exen preates deg,
Tarkosky's focas on the image thar inesis fo “nfects'S the waseria
wodld with an atmosphere

n Sacwc the elements of civena seen cspecially atranad to those
of nature. The carth 0t ks been appropriaced
tinual theeats he shrine thas Alexander erects outaf drifiwood testifc
10 the absence of e as to s potenciahie The house contaies an
e world of signifers — o Leoiendst paincing e the ol map thas
O0 gives Alexander, from the Japanese wisic 1 e farcareniag 1 res
~ allof which st compltely consurnie in ifce. The
Tong toke sevts s borrowe irs majesic indificzence from tic sca, whieh
hacughout s been abserving the drama 25 it develops, The question

rdhwelling is e con-
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works in older media where the suspension of narrative flow makes the
spectasor (or reader] the centre of composition. To my mind, the key dis
tinction between Tarkovsky and Gordon is ot so much the medium iself
.l vs digital video), but that Tarkovsky retains the pretence of
narcative continuity within the bounds o an autonomons work, whereas
Gordon presupposes the viewer's familiarity with Hitcheock's classie
of suspemse. Howeer, the underlying relationship between suspense
nd suspension in the tio arcists (and, more braadly, in poeti
o contenporary video art) differs only i degree, not in kind
Tarkovsky's testment of the image is esemplifed by the characier
of Foma, the unsucecssful apprentice icon-painter in Andret Rublée. As
Fhave argued in my book on Andrei Ribée, Foma isa poor ican-painee
ot only for his indolence and empty ambition, bt even more for bis
tendency to imagine. “You're endlessly making things up. Andreiscolds.
TFweattribute the scenes of ying and the Russian Calvary to his imagin-
ation, s sce that Andrei’s comment touches an the heart of bis own
ilemina as icon-painter — and of Tarkovsky's s the author of the il
o can one convers the world inio an inag without reducing it o
one's own fantasies Unlike Foma, Andrei is receptises e observes and
analyses before secting brush o sucface. Thos
perse  piaus o passive encerprise, it docs inolse deraching one's vision
from one’s own mental images, verifying the image with . [n this
s distine parallel bepween Tarkovskys s and Mark Wallinger's
remarkable ssiallation Via Dolorosa (5521, a video projection of
excerpts from Franco Zeffirell's flm Jesus of Nazareah {1977} with &
large central porion: of the sereen blacked out, Unlike Malevich's Bk
Square. which it actly referencs, Via Dedorasa retains the promise of
represcatation even as it denies ehe viewer casy visual gratificacion,
therchy dramatizing the role of narragive (whether inherent or external
othe work) in fillng in the npty spaces inche represcncation. This s ust
ome more suggstive cxample of how Tarkovsky's flms contine ta func-
iom creatiely within the word of modern ars and can continuc t0 make
crucial coneributians to contemporary aestheri theory

) tepresentarion is not

The farcgoing provides a preview of some of my speculative claims, bt
first and foremmost this book is incended o serve as an hiveorical and it
pretive guide to the seven major lms and numerous other proj

of
Andrei Tarkousky: The following chaprers deal with each major work

in roughly chronolorgical order, beginning with his student warks and

e

Ulinaring swith bis saging of Mussorgsky's apera foris Godamoy and
s il il Sacifce, As fae s posible Lhae tied o take cach flm om it
st terms, happily ignoring, for mstane, the old canard that Tackovsky
ornchony disfavoured his third-born fearue flm Sofaris. At various times,
was viiously critical of fean's Childbood and Andsei Rube, but they
1 0 e il o e, Unfortunately, by sdopring a moralizing and ofen
limportant tone, i his princed texts (especially the lare compilation
Scdpting in Timel, Tatkonsks wnivcingly contriboted o the cendancy of
incerpresing his s s woolly mystical f35ks. Tatkorsky's reflctions on
Hiseraf sound suspiciously like  negarion of che legacy that
s been urther ngrained by his closest disciple in Russia, Aleksande
Sokuros. Certainly Tarkovsky's ssays and interviews orer the vears are
insalabie supplemencs to his films. His insistence on time as che central
Catcgory in bis s seens to me both correct and productive, Howerer
iy inclimaion throughors has been nos o read Tarkovsky's ilms throvgh
hisstatements, but o read his stacements through his s,
The organisation of the book also reflects my wnderlying aaumnent
(hat the meaning and significance of Tarkovskys ilms are accessibic only
thranigh their direct apprehension as are works. 1 take as my guides the
four eadisionsl lemments of macer, each of which is approached through
distnr clements of cinema that condiioned Tarkovsky's work, from
‘system’ and ‘imaginary” o ‘sereen’, ‘image’,‘story’, and ‘shor'. Alongthe
way 1 shall consider and clarify Taskovsky’s thought i the broader
context of film hears especially in che fnal chapter on ‘atmosphere’, a
profaundly problemaric concept bur an almost nescapable term of refer
ence in discussions of poctic cinema.
1 begin with the first primal elemen, carth. In che final cpisoc of
Andrei Rublév, Boriska discaress the right clay when he slides down a
muddy slope in torrential ain, This clay forms the mould i which the
bellis forged as a ching of beauty and a clarion of hope. Following the
nalogy; it might secm that earch is the elemen in Tarkovsky's lm that
i most suseeprible 1o being a holder for smbolic meanings, After al,
carth surraunds and supports the home, which ane abandons only for
shameful reasons (Stalker, Nostalghia, Sactiice. 1o which one rerurns
barefoot 50 as 10 sense cach siep of approximation (Mirror. Earh is
the nation, Russia, and ~ ac least in Sofaris — che planec. These are all
cerogeade concepes, perhaps, but not only in the sense that they appeal
o an adicr time. They also have come 1o obscure what they represent
and must be reneswed ina fresh experience of earch sl
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captures the way that the surface of Tarkovskys screen uses suble vari,
lour o puzslc our vision and clici from us

assertive posture of viewing.

Given che interest of so many artists in Tarkovsky's work, it is

Tarkovsky film 0 suffer 2 Hollywood remake, at the hands of Steven
Soderbergh in 200z Tarkovsky purists were underseandably bems
even Seanistaw Lem, o novel and Tarkovsley's
nemesis, allegedly acknowledged Tarkovsky's pre-cminence. Yer, while
the value of Tarkevsky's flis seems inscparable from their unrepeatable

nic chat Sofaris, a flm about unsuceessful copies, has been the anly

he author of the origin

virtuosic performance, even Solaris-2 responds creatively enough 1o be
thought-provoking. In fact, the very ide of remaking Solaris reminds us
that Tarkovsky's ‘original is alo a kind of copy of Lem's novel, which
it is concerned preciscly with the seatus of clones vis-i-vis their

" as Kris dubs her), Solaris 2 isa deriv

human protorype. Like ‘Ha
tive product thac horeanws its incelligence from an ‘ofiginal’ and i sub

fect to the imperfectians of the distracted copyiss just as Hari-»5 dress

spes details of the original design withaut understanding their funcrior

alty, such as the Taces with no ends, so do cchoes of Tarkovsky's fim
surface randomly in Soderherhs remake {but without formal acknnw
mens n the credics). Like Kris with Hari,the sympath

0 guard Soderbergl’ flm agains: the shame of being exposed as an empiy

flow of netrinos. Suspended between the crossed gazes of the Ocean and
of Kais, Hari-2 i positioned as 3 human subject and begins to respond

accordi qualiy of the g

s similasly, 4 flm depends on

bring it ingo living time and stabilize

he very leas, Faclieats “contact” between the icwing subject and the
sent original. That s o say, Sederbergh's eemake uwirtingly makes

1+ experience the uncanny sensc of recognition and loss that les at the

heart of Tarkovsky's inimitable s, Morcover, Soderbergh renders a

aluable service by reminding us that, as a truc artist of the cinems,
Farkovsky ' films are closer 1 the studios of Hellywood than to those o
¢ Dutch OId Masters,

0 of film history can anly be enriched by inte

i that our understanding of both Tarkovsky

me analysis
Indeed, Tarkossky's s provide valuable marerial for our under

anding of art in its contemporary statc, i

pes of aesthetic encounters have proliferated. In Douglss Gordon's

video installation 24-Hour Psycho 1993), for example, Hitcheoclc's

sic flm is projected at a slows rate of rwo instead of the normal 24
rames per secand. According to new-media theorise Mark Hansen,
the suspension of Hircheack's narrative strips the work of represenca
J such that wharever it is that ean be said to cor
d theough the

fewer's carporeal, affective experierce, as a quasi-autonomous e

al “content” |
tituce the content of the work can be generared only i

, by withholding o ion and rerder-

tion'.” Hansen argues th
ine the spectator’s body as the compositional centre, recent video a

redefines the very narurc of the insage, which ‘now demarcates the very

process throu form o in forus informa
0" While Hansen insises that this is a distinet quality of the e
digital medin, Tarkavsky's flms demonserate its applicabilicy also co

b which the budy | ] gise
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Earch is far more than a vessel for nostalgia. Earth dominates
Tarkovsky's There Will Be No Leave Today (1358, in which a score of
umexploded bambs is discovered beneath a town that has only recently
been recomstructed after World War . The very earch that has hosced
and preserved the scarred town has besome icsscerec enem: Avare thaz
deconation might atten the town, effestively reprising the effects of the
war,a group of young saldicrs exeavate the hombs with lovirg areention,
cradling them like newborns as they carry hem oatof the pi and then
isport them by truck 1 4 desolate glly. Tarkovsky himself played
the soldicr who lights the fus, scaring the carth with eraters and fling
che air wich smoke and dust. Earth is a vulnerable ground conscantly
covered, battered and burne by the ocher clements. The trae maicer of
Tarkovsky's films, carth is 1 necessary counterpoint to the caraserophic
events ~ loods, storms, conflagrations ~ that eally inverest him. Earch
for me, denoncs the spatial condicians for Tarkovsky's depictions of
s interioriy. Earth i the system within which Tarkovsky worked,
che locanions where his films unfolded, and the screen on which chey are
projected.

Fireis more braadly the element of thought for Tarkovsky: who was
at hearta committed iconoclast and bibliomachist, Tarkovsky's flms
present 1 cominuum of inages than render the world visible while, at the
Very same time, absenring es materialrealty beneath the representacion.
By s own admission, Tarkavsky intended for bis careflly cratred

s 10 b s the v o activie ever-new meanings and senses
s 801 The desigms we see are mercly the medium reseting tothe invisible
presence of a i thatis not ~and cannor be ~ represented. At the end of
A Rubién it is whenr the: conll stop glowing that the icans appear.
Thus fec comprises the words,stories and imaginary that do ot so much
Sy presence s outine a porgnant possibilic.

Wateris the o it rellects and refrace light
around the obicets it covers, temoving them from cveryday use while
imensifying our visual contact it them. Tarkovsky's ascination with
the diaphanans clement of warer was in evidence as carly 15 Seeamroiler
o Viohi, where be repcatedly sudics the effec of people and things
s throsgh s ki waree onto dey pvenent, 3 8
ainting in water on the carch, Over time, the ubiqu
Tarkosky's s acerucd baptisaval connotatians, a5 witocs 1
that swin in the submerged world af Staiker. However, 5 in the orher
cases, warer is frse and foremost 2 mediim of representacion: ndezd, i

piversal clement of

Ep—

5 the sery basis of acscherics, as a medivn that transions the world
0 i These ehapters thus examine centeal eatures in Tarkovsky
sesthesic presentasion of miacerial snd deological reality: the scsori
ime and the shr.

Which leaves the clement of air, to which Tatkovsky dedicazed his
final film, Sacrifice. As wind, aie is an unconcrollable flow lie fie an
destructive of human dvwelings and human order. tn Stalker
e most palpible trace of the alicn presence. Yot wind is 1lso what is
missed most in the spacceraft orbicing the planct Soluriss the cosmo-
ch paper srips ro the vents ta simulare the rusdle of leaves i
1 brecee. i amas yet indefinable way — is the coneept of einc.
ic acmosphere, as that which both makes the il hurnan and apens
it ap to the endless and inhaspitable flaws of nature. Atmosphere is the
of Tarkorsky's creative world that bridges bis artisic and thee-

ilar

e
retical regiscers of discauese I is my ultimate task 10 define and account
for this elusive element that animates the image without exer hecon
visible,

A note on rechnical marces. have ken the liberty of translaing the tiles
of Tarkonsky's flms and other works as they strike my car i the Russian,
This na only involves the choice of (s Ghildbood over the nonsen-
1 b decply ingrained My Name i fran, and of Time of Tnavel
st of the incorecet Travel i Time, butshso the clision af the definire
aricl from the s Steammofler amd Vialin, Mirror s Sacrifice. When
ot drawing dircer comparisans, |have used the ticle A Rieblie e
both extant versions of the fla, despice my preference for the 1966
version that acually bears the rite The Rassion Acconding io Andrei.
While | have consulted a5 much of the cocumentary and secondary lit
crature as possible, includin spablished archival loldngs, D hase tried
throvghout to avoid duplicsting material that is otherwise aalable i
English. ] cie existing translarions when available, alchangh for the sike
of accuracy and consisi
Tarkovsky's texts. n light of the vast mumber of differcnt editions my
references to Tarkevsky's diaries provide only the dare of the relevant
notation.

e 1have provided my own transiations of
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pretive essays by Slavoj Zizek and Fredic Jameson, who have witten
gl of the way Tarkowsky's “camera tracks the moments in which
the clements speak', which allows it o probe ‘the truth of mosses’
e, the clemental characeer of Tarkersky's cineana
implics 1 lack of sophistication and 3 saive belif in the objectivity of
the cinemaric iy

For Jamesan,

“The decpes contradicton in Tarkevsky i [, ] that offered by «
salocization of narure without human techriology achieved by the
highest technolags of the phorogaphic apparstus self, No lsis-

acknowledges this second hidden presence, thus thecatening 10
cansformn Tarkenskian narire-mysicism into the sheerest ideolog*

Conld it be cha Tarkowsky's desite was o chase the genic of spiriualiy
back inca the barte of modernity by using the mose modern of e arts,
and that,purporting o caprue the objeetive How of time, his tradcanark
lomgtakes merely showcase the vicwosity o the flmaker?

The problem with Jameson's charge is not sa ruch that it ignores
dhe conspicuously metacinemaic passages n Tarkovsky's Mirror where
the prolague begins with s Tv st and erds with the shadow of  boom
mictophane, and where the doctmentary sequences foreground the e
of the cameraman. Nor s the problem that Jamcsa gaores he self-
referential ‘a1 morogeaun throughout Stafker and the episode where
he Scalker's wife direetly addresses the camers. The prablem is that
Tarkansky entire cinemarie project was aimed presisely at exploring
the cinematic apparatus and investgating s impact upon bumas expri-

s much semsory as ntllcctual and spiritual. Tarkensky's “nystic
can only be assessed through his rechnigue: his cinema of the
clements requives consideration of the elements of his cinena. Vadim
Hasonthe comeraman for Tarkovsky's e e Slms. has remarked that,
in madernity generally and in inema in partcular, scientific and te
nical progress has for the firse e conched upon the sphere of the
spirial actvity of humanity”. Tarkovsky was acurely conscions of
his precdents,belicing that i cinema ‘there is nothing more ta nvert
and ccumulae: the carth has already been disded from che vaters
“This ot only means hat echnology has spiricasl sigifcanee, but aso
dhat henecorth siritual mateers must be seen i the gt of technology

s heliese i possible horh to take serionsly the spiicual claims made
11 of Tarkossky’s flms and 10 analyse these il an
e it anything less would be o do them a grase inju
The pomer of Tarkansky' ilms lis not in thir capture of the mys-
oAl presence of nature or Russia or what have you, but n the way they
ke e elements of cinema into conditions of the new, achicsed in the
pectator through the sercen's mediation. As carly as 196z, Tarkovsky
11l st his intention to base his work on the problem of the relation-
11 between spectator and arcisc’: thereby mplying that he swould nor
Jtempt 1o poreray the ‘carch’ and the *narion” as esentialized landscape
o human mass bat precisely as a fla screen that failitates encounters,
e, early on he viesved this reaionship i echer didactic
Upon the einema industry to take up ‘the devclopment of spectators
litic taste” in order o create
1 and fulfil “the aesthetic tasks set hefore the art of cinema by the
Communist Party” More typically, howcver, Tarkovsky gave a purcly
scstheic acsountof che problem: “Cinena must not explain but act upon
he spectator’s feelings, so Kened emtian might give an
impulse 1o thought.” Savoj. Zirek has writren that “Tackosskys ci
it esture undermines his own explicit ideolagical projeet’ bt |
e that Tarkonsky s ovly real projest was precisely the crestion of this
cinematic rexeure. As flmmaker Alcksei German bas said, Tarkorsky
wasnoca ‘great thinker’ but a ‘preat practitioner’ Nor was Tarkovsky o
oliccal ar philosophical flmiaker. He made it overt commment on
he Sovir system; his loudest may well have been the poscer of Stalin
which i fleetingly elimpsed in Mirrwr as che camera pans obliquely
hrough a printig plane. e, heearth was for him the sctof sparial
e

s callng,

o e most adsanced cinerna in the

¢ the

1nd social consirainesthat condition temparal cxistnce and 1 ¢
an film. His il are a crucible of idealugy and of the encire s
s which incinerate upon re-envering the ime of human lfe and the
ndeterminate spaceof the hunan bods: Largue that Tarkansky e st
stght of the fact chat he shosed the world n
when disworted ve media, as if through 1 flm of wa
fourth natueal clemean, i is most closel linked o the inebie
e of human b in tine, but this, Largoe, is precisely 2 sastaining
 remains beyond dinec represenrarion.

Late in life Tarkossky describid himself as “a poet rather tha a
cinematographer', yee i the same breath ejected the *so-called “poctic
crything is deiberately made incomprehensisle” sr

i

as it s, but as it appears
x. The

oteaducton | <
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et mom, By setching any siable shore 1 s ar furare, Tarkovsley his cantiviy, the childen are almos: idenical to those who <ppeat in
achiecs an effcs o our ratiors of Gesire and fullnens e orly Goreaskov's o mermry of his home. The Ge:uan Shepherd dug tha
be cescribed as subversive isits Gorchakoy at night could be from: bis ey or fra bis i
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radical relis
e key o irs
et bution wou'd change the ecemarny of desire, only remneiarion.
This mosf is coufirmec 1 the begjning of Nostaisiia. which con-
tains some of the most msasynisic s in Tarkewslor s ceuvee. Go
Hambosarsly elegan: i arcepr
i 16 e chusch where Piero dels Fra

oo of desive. The upshot of this eatiee sitaation —ard

b exucsted

{Rto (Our
Taady of Childbied is displased. In the church Eageria cncomnters a sini-
o pointedly contrases aee spaarance e that of
o it The e fis n g
ualicy of madem Laly

wesca’s Madorna

e Temale partcipans i myscerious frt

e i the (i of opposing the lberated
he more tradisonal wars of Gorchake
stands i for Tarkovsky (afce all. he ks the sides Torkonek's pos
s sumed (13

Russsicn horae, Sirce Gonehs ko

e “Pone is o put sworcn back n their place

B Gorchakor, of course, is ot only sleats he neser even eaters the
ek of Ttaly's bl stes, [t s nos thar
ar the Madoma o= she simple supplicant

s beco

Fureh, wosming tha: he s
Gorchakos pref

womes than an Eugenias he

ook

cems allcl witl 1)

On this point, it is true, Gor
actisan, who ells Eugoni that easeal onlookers like berselt prevent the
foual from being effective for the believing sepplicans. Whea Eagenia
ek what the rirual s supposed o achiexe she s 10/ Aryhing vou ke’
A Stal
w char e i,
Remmeia

b it s

e, Faith brings ies own sewand; but this dnes aor nicesserily

ke ratal, resices selfequitig it
on ight el

s monasticiae, buz also becanse i+ abdicanes necive

e as = remmagride notiar, vt only

responsibility; afierall, we can renonnce only what we are ofzned by ot
crs, I this case,the spectator can resis the urge 10 interpret i1 ol o
allow ehe film o place b or her 1 thecorfluenes of specife anactions.
desives and promises. &

eoner, by renouncing ore’s indvidual iateepre.

e prergaiive one i place in 3 commen space that zan hoeerse the sice
of commnity: However, al of this can oscur arly if a7 exclasive privi
Tege af vision is accorded to the filmmaler, sho shows s soething o
believe in
Gorchakons dilenma is differcat: in s wefusal 1 ook he besuures
mprisoned in bis memaries and fantzsies. I the second seene of
Nostalghia Lugenia
e imposibil
Kor's head, bu

d Gorchakos it n 2 dusky hotel [nbb discussi
s o the b

er b rurns 2o look

of translating poctay; e amera se

Gond

o the ameras e see s ahmse of Gorchaker's wile at i couney

i swseing e b, and £ sy Ly vl sing hee

dogeconen che horel ballwery: At the end of the sceni, again <o £ sourd

of flow er, Goreh, ce mote approaches ¢ camera and the
mage switches Back to that of bis Russian honte, even as Eugenia’s con
versasion with the hosel proprietar continiss on the soundrack. The
wearer suggests 2 welling-up of desie, as do Fugenia’s flowng ba e ard
garmenrs and the flud camera, which alloss the teasion betwen the
v ehrcters o acerie it Gstraction. Just s he ejects s possie
ity f fitrary transbaion ard the very fenee of the transbaa, e

sists the meed ro reanstarm his memorics iaes fill-bloaded pardiipa-
in the presenr
Upin his room, Gerchakor opens the windosy to sllowe in the sound
of rain, which diss paces with the onser of slecp nd she arival of 2
apparently Corehakor's fichfal com panior

e of this Lo, daly shor, the camera tacks i o Gorchakow's heads is

W home. At e

confheting destes for Eugen: and for home sl thensclves e o

sy af Fagerri's recarciviation wich b wifie, and ehen of his preg

e e ifer
ablimates hisdesireivco irzges of pemory
and untasy, is intimared less by the o

an his bed. The

s themselves than by suble

o in lighting, sound and colou Thus Goschakor sy avert his
aze in Favonr of comorting Funtzsics, bt Tarkousky never docs, nor
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Cpportnty arose only ia 573, Canks 1o Mack Zakharor, dirceror of
the Levkom Theatre (short for the Theae of the Lenn League of
Commuis: Youtl. Zalkharov craed Tarkoaky (0 stage 2 lesser-kncmn
Pl b Tarkevsky found e to ingerest Wi in: ke dass cal Russian
et et saged
o luri Licimon at the Taganka Theatee swira Viadimie Vysonsky i e
main roles bus s pruduction ey orly hase stened Takousky s competr
ive spirit, (Curioushy, Tackovsky's production of Bos

o closely preceded by Livsimos, who worked with Claudia Akbado «

Famier, Tarkansiy's st choice, had anly recerl

Scala] From the very beginning be cist Solonitsyn as |
Terekhos s
of the toupel, and he engzzed Eduard Artemres 1o conpose the nusic,
peved hat e san the ply s an exeension af te world he

by rmulaing o
omplenal work b

e they were nos mersber

ude fihich was dicheult si

ol o which s

i already created an Flm, A in s, Tatkarsky be

conceprion, whichs would gradhaly be shaped ioto a
e resiscance of e wedam and of e

Larkovsky's conception was et Hamler, 1 sophiscicated and scr-

e, somewha wwicngly aceepts the goi't of warder aites i

iitation of e ghosis 1o poind i ot that [ faher] was killed
ool e kiled a1 | the tirne. Bt Harlet ¢

ditferent kid of it (us 21, Viewirg: The Mowsedra, the pliy wibi
the play. Hamlet suddenly bocomzs corseions of i moral dobascmer
loses the very will ta . I order t heighror
setrap. Tarkoviky decided £ heve it perforr

trade, 5o thar the sudicee

after swhich i cor

iy i s ke s plared Gl i andl 6
would sec it with Halets eyes” (27 Gerrmde by contrase, orly
il cones o st Cladis of the desal, 139 i the end chaoses

b Al deveaprment of cac

haracier’s o mouncain of corpse,

es o stend o hard vl
or asking for forsivensss

ides’ i

of the other characzers. ‘as if forgving the

Cormpaed ta s s, Taekovsky demonsteaced a different method
o the

of working witl bis actors, ‘revealing, 2l the cards to thers
D “complere frcdon” 15 5o
vl e

he aceor con b 1o Fancti

very heginning’ and then sccordin
0 Torckona, Torkovsiy
state in the acor, <o

posculare e, elcit
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of Domenico, Gorchalkos bimself scems wnsures the anly material proof
i entire interchange sith Domenico is the candle he discovers ia his
poockes {2 deail ken from ‘Tloffmznnian o 340, Gorchakoy akes

oo il Domenicas mission of convestg the
bach, and — in the secre of the miszor i the wardrobe —even Dosniesico’s
? understandiog,

el bur has he vor all adong beer: projeeiing his

onta Domenica? Or i this all & resalt of Damenice’s claim thas “one

drap and another make s b drop, ot shichis seconded by the
= 1% For his gurt Dowenico has

susier on his wall declaing 1 +

more ambitious scheme for savivs, th

Already hacehe
Eagenia compires him ta Tidel

mofations in his rarnbling spees
Castr) Do imtimakes that 1e has progressed 1 2 highe stiic
i “Whns s Lwhen Lai not 0 realiy or iy imagin 2 ion
v characrers et avly in e elenent o fire, and it would

o clain: that they constirare o kind of ricual community, sllowing
Gorehakor fin the final sho o parher the wempora’ masitold inc a
esent of plenitude and biquits frec of desie or terpeation. 1: s only

The

e, 3 serring one, but ore that winds us nostof all St images
s bt only insofar as th

are enarpulable. Time is imprnted i the i
e contimies ta fow in a lite, as in 2 il
s Tark;
shed by cheie semporal nazare. In : e

sky mde freque

R —
dea that the ares are disin
terview. in respanse i quesier: conesning fac possibilir of thesica

adapeations of fis s, Tackinsky noted: *Fili iasests s in tha it
pas 1o hesd of the e o digihin o the viewer it has its very v
. one would climinre this
st of che i |rake in my Slm, shick: is something very inportznt.
Wthon it everyrhing falls apace’ (i 1517, While be only clabarated
shenry of the cinema, which ke defned in terms of enprineed £, dhe
broader argument abou: E1e temparal distincriveness of e«clart o is
borne aut by Tarkensiy's stage praciucs ans of Hamlet (1977 at Leskon
Theztre, Moscon) and Baris Godurao (19854, Conent Garden). Bosk

And if o were o trmspose i< 16 P st

vered wised evivws, b 2rc of central
allarriscic project ané acstheric checery.
despecial’y

works were experimentl
importance for Tarkorshys
Tarknslsy bl Jor nanisheed am incesest i the theae s

i Hamien, which he contemplaced stagag 25 ety <5 1957 His
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2 Space

horily before bis death Tarkovsky recorded a dreant in his din

of 2 quicr monastic cloister with s cnarmous ancien
& point

amon he roots, and | realize ehat it s the Aame of many candles
surning in the sectet undergrond recesses of the monastery. T
the flame Teaps high, and 1 sce

that by now it s toa late to put out the fre - almost all the raors
have become burning embes. | am decply saddened by this, and |

K e Suddenly [ become aware of 3 flame rising up.a

ened young nuns arrive, The

try o imagine what the cloister will be like without the vak tre
50 September 1986

ol be wseless, meaningless. misersble [x

his dream captures the temporality of Tarkovsky's s in o gram-
ratical pattern trequently encountered in aplays, th
st shifes into an introspective present that gradually focuses on the
incicipation of fucure loss, It also capres il
Tarkovskys imagination, 2s in his lms, so i his seage praductions,
rawings and Polaroid snapshots: a b
upported by a vertical one. It
e s it suggests the spatial metsphysics of the cris over a rave, o of
chureh tower oker a plain. It i bath pillar and pillory
pace i a prison, alsiude is iberation, It suggests - for the child Tvan,
the monk Andrei Rublev nd Bariska, the Stalker,
Gorchakov and Alexander - that the mastery of space is a crucifxio

But chis would be a dangerous over-simplification of a kind typical
for those who judge Tarkovsky by the pious and prophe

Jopted in his later years. The dream is actus

uld be a mere post or o s

e of a tragic falure
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and Tolomush Okeevs Fierce O (Kazakhstan, 1973). These works did
Tt o enhance Tarkavsky's offcal scanding, but st lcast they avorded the
scandal of his two major acing ol Suffce it o recall the sarcasti cos
of Tarkovsky's character in Marlen Khuesiev's The Gate of Il
aka 1 v Ticeney, o). The carnest soung protagonis: professes is e
erence for ‘the Revolurion, the by o the Insernational,(he repressions
of] 1937, the war, che soldicr,the fact that none of us have fathers, and
the potato which saved s in a1 time of famine’, And the rurnip?” asks
Tarkovsky's character sarcastially. *How do you regard the twrip?’ In
1067 Tarkosky few to Kishines to help Aleksandr Gardon with his flm
Sengen Lzos he ended p acling a nesw chasacier o the serceaplay « White
fficr who shoors the cpanymas hero and ocher promincat Bolsheriks.
When tarkousky volunteered o play the role himsel,the head of Goskino
apparently viewed the character's actions as Tarkovsky's own wish-ful
Fmens. Tarkovsky's oles contribuned 0 a vicwal ban on both ilms.™

The constant eension surrounding his productions undersiandably
wore an Tarkovsky. By 1982 he had heen engaged in almost conseant
conflict with the syscem for tweny sears. Ac 5o, he perhaps sensed the
e to ration his remaining stengrh. The aescherc suecess of Staker
may have served to underscore the fact that further developmant in the
ame disection might finally cross the bounds of the permisible. Using
A camission from the talan Ty nerwork nat in March 198 Tarkosky
traslled to Traly to shoor Nostalghia as a joine Jislian-Soriet produc
tian. His failure o recurn o the usse rendered Nostalgbia incligible for
distrbution in the Sovict Usiion. As a non-rezarner’, Tarkonsky put o1
a production of Mussorgsky's Buris Godunoo at Cowent Garden in
1834 and shor Sacrifice in Swadee in 1945, eciting the flim as he lay
dving o lung cancer in a Paris hospial. Tarkousky often cited hs record
of seven feaure fims in 24 years s proof of the rsistance he had faced.
e it has been poinsed out that he was notably more praductive than
comparable filmmakers in the West such as Carl Theadore Dreyer and
Robert Bresson. Noncthcless, Tarkovsky ook 1o his grave numerots
eherished projects, notably film adaptations of Shakespears’s Haniet
and Dostaevsky's The Idiot

Ina leter to his father dated 16 September 1983, Tarkossky repret-
e that he was being portrayed as 1 ‘traitoe” o Russia just because be
s requescng permission to remain abroad. * (This permission was.
denied, and an 15 July 1584 Tarkavsky officially decared his break with
The Soviet authorities.| OF dozens of “demeaning incidenss, Tarkossky

ek

nentioned the lack of any public recogaition of his seth birthday and

caed machinations of the Soviet delegation  the Cannes Film
estial in 1983 1 preven any avard for Nostalghia, which he called o
patriotic’ . (Tarkovsky il won a special prise, which he shared
ith his mentar Robert Brcsson.) Nevertheless, he assared his Father that
Just s | have remained a Sovier arcist, so do | remain.’ The injustice of
e entire stuation was brought home to many when Tarkovsky dicd -
1120 Decenber 1988 — on the casp of pereseroikas not long thereatrer
11 flms were restored 1o the highest disrriburion eategory and re
leased to general acclaim, and in 1990 he was poschumously awsrded
the Lenin Prize.

“The difficulty of understanding or cven imagining the intricacy of
Trkovsky’s relasionship o the Sovice system u

lermines our desie 10
deliver a clear judgement on his personal behaviour vis-i-vis the state.,
The fcr dhat he began hisrepular diary only in 1965 makes i imposs
e also to ascertain his own feclings on the relationship during its
formative yars. Hoseter, hete a in csery oher regard,the lms sealc
for themslves with the greatest loauence. The fundamental basis of
Tarkovsky's difficulties was that, while the syscem required explicit
“themes” and detailed s, Tarkovsky always regarded these
road categoris less s goals than 1 poines of departure for creating
il of srmosphere and estor, i which conventional marcativeschemes
hecome tracings of an unprecedented porenriality. With the possible
exception of Sacrifce, ach of bis lms s profoundly Soriet n s point
of departue - in rs theme, story and charaseers. However he Soviet
hackground of his films is only the framework for the more universal
projec of explaring ness modes of areending to the world,

cenp

Pre—
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‘A major contribution to the literature on the filmmaker. Robert
Bird is thoroughly familiar with Russian sources unavailable to
English readers and he has a remarkable sensitivity to the nuances
of cinematic construction. His writing is lucid and consistently
illuminates Tarkovksy’s central preoccupation — “the tragic failure
of spirituality . . . in conflict with its natural conditions”.’

—P. Adams Sitney, Professor of Visual Arts, Princeton University, and author
of Visionary Film: The American Avant-Garde 1943-2000

A revered filmmaker, Andrei Tarkovsky is secure in the long and illus-
trious line of Russian masters in arts and letters. Linking cinematic
technique to broader questions of meaning and interpretation, Robert
Bird offers a wholly original investigation into the aesthetic principles
of Tarkovsky’s filmmaking. While providing a comprehensive analysis
of his work in all media, including radio, theatre and opera, Bird argues
that Tarkovsky was most at home in the cinema. Accordingly, the
author dwells chiefly on Tarkovsky’s major films: Ivan’s Childhood,
Andrei Rublev, Solaris, Mirror, Stalker, Nostalghia and Sacrifice. With
its wealth of film stills and photographs, this book is a key text for all
admirers of Tarkovsky and European cinema.

Robert Bird is Associate Professor in the Department of Slavic Languages
and Literatures at the University of Chicago, and the author of Andrei
Rublev (2005), a monograph on Tarkovsky’s film of that name.

With 106 illustrations, 32 in colour

Cover image: Lars-Olof Lothwall/nostalghia.com/srt
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Ve fivst episode of Andeci Tatkovsky's The Prssion Accunling to
et earmres a sescer who perfrn a vbld dity in a barn full of rau
Cous peasarts, The arcval of three ks swmediarely pussadan per o
he Restivities, When the manls Kicill rejocs 2 oTer of refes haneat with

words, *ank sou, we e (Spasib e o' the jester

etorts with the willnished fayming phrase: Ard wonnen we o't - (|

bt . ', Wil its o is indlicared oy che Fayis, the elided word
o of sscriloge

 sitaply dues nat work without the viesrs son

open the de

Toas 0 b supplied by the viewer: ezt
hamou The
tibution, making ehe viewcs camplict i his of her cu corsuctio of
the reality represented on screer. n the re-edited release version o the
Sl Anler Kbl (ro), this ambiggeity s eliminated by hving, the
i phrase with 4 cuphemistic subsiv
Tac e ren

s ocen sealel i

s essentialy she
Faldly ieplav-

Ard wornen we don's shake {friasia]

e, but it original epen-crdedacss
sible nner
s mminuscae change Thstrates Taskovsky's sty in the evised

re-odirthe ssane basic shors ineo = e scquence that

wersion of s il

renones ambigiies and limits imterretse aticude, <ven ac the cost of

Hawed By conurast,the fester's silence in The Pssion is 1
vivid index of 1 vz aporarch 1o cinen
barh in his flms and i his thearerical refeesions. lscead of spesiying

i ssoryellns

Konsky's pres

Cansal chains, Tarkossky sives fust encugh information o disclose the

Blark spats in the nacracive, s Blnmaker Grigorii Kivintsey noted,
bz in the
I lnpined Time',

Tarkousky identifies
ention as the creation of

“Rublés comes o [ not it
and cach has his onvn Rudles”
the intcraction of scrsen space and viewer
e Wi this vicw is sometimes taken siiply s @ privilegiog o the
in e these are st

shor - and specifica lly ¢ long calke —over montag

oo clements in Tarkovsky's disconeerting marrities, which reguize
Viewer activit 0 be held toggether it 0 single narraue shape.
Their censral role in crearing che decp resture and moramencal

aoandenr is based in the fe that Tarkousky's lons takes borh eszablish
nd ndemsine spatial an naratie continuy with poly Ty thmic and
of Tarkovsky's wgnzsure long akes

polycenteic fransing, Therctare thy

e vt e Relerexn provide s caneise guide o i vseall
arrasive sendenc: Althorgh Tark
Tonesakes in the rescdi, they o pertorm a d ferent funsion, linkss

Tess o shyehim and spatial com pasition than 1o 1

sky metaimeal the majority o very

The fies. fanetion of the veey lor
e 1l s Insofas as these Lo
¢ s of conringivy, they ean be
the rareative. Episode one be;
monks leaving the Ty Monascers, il o wacs with rwo mor lor.
takes (45" and 227 of them walking w the righe chrough fieds, The
fousth sharisa s6onde

ake i 1 Passion is i stabli

s est:blishing the ataosphcre of
e vt = very lons ke of the threc

e pan counter-cleckiwiss around t1e barn wich

Tasts ose ser two s s stradaces the space where the et of e
episode will play ouc o Andror Rubice, the first very
udged dispenmabls and the chird was cus zppreciabiy. The efoct wis
e the episede 0 3 single centzal location with the siugle cst:Hish-

¢ shat of the iniial clreular san i he peasaat barn, This mighe be
regarded as a minor change, nd Tarkovsky specifically expressed his
satistaction with 12

¢ ke wae

The second function of the very lung tske is demonserared later 0
this episarde

w another séo-leyeee pan around the bao. 12 in dura-

on, this time i a cleckase direcrion. By reprising the sarlier

allows the viewer o register che changes which hae oceured n the
tnaod of the Tof the moncs. If the fis: lon cake

satined, possibly incbristed audi-

aple sinee the ace
<on, ehis e sh
e breaking inco smaller grovips, I this sense it contribures o the nar
rative contiauity: owever, this continuity masks a disturbing fold i
time: while the shor hepins s panorar with Kirll and Andrei s
togerber, wh et o it scarting
This pan shot s someshar reviriscens of the long s60-degree pan 1t
the begunning o Fhe Manchurion Candidatz, during

point, Kirill s abr

il the scene
ipossibly charges from the Ladies Garden Clab in 2 Neaw Jersey ho
ot miliary

somewhere in commurist s e beniga okl Ladies of
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of spiritalit, which enters into conflict with its atueal condivions; the
inrensity of the praver undermings the sheltc
Uhis pessimisin s

that makes it possible

inline with Tarkovsky's flms, ln e Childbod

crasee either scand croaiked on runed praves or are ormed of the det
of war, ke the tail of the crashed € After the sack of
Vladienic in Andre Rurbiée, Andrei says ‘there's notbing tmore fright

man acroplane
g than when i snows in 2 church’. Tuskovsky's carre
characters, but (unlike his polaroid phorography) it never achicyes
Olympian tranquilliy in
is neither caprivity no

observation. In the spaces of his flm here

 Promethean heeoism nor
wd
ot a likerstion

Chris-lke sacrifie, but human fgures being fugecd across space o

dovwn and theough ir, and also outside of it, The fl
from space, but rarhe its formation into a leus of vision,

Theee kinds of space dominate all Tarkovsky's films: iature, the

wome and the shrine or cashedral. Humans consiruet fragile he

shelter from hosile forces and alien gazes. When these hon

cvicabl

reclaimed by narure — whether floded by rain, eagulfed in
simply worm down by tine — heir s continue 0 scand as loci

1 memory and places of epiphany Fach of the dhees spaces

e and carhedral - is distinguished by a cha

the cameras gase with the chasacters’ and soce

et by & crossing

oy Ties of sight. Narure is simply  flow that absorbs the human
e, though sometimes i cerly seems to be returring it The home has
indanws, theough which denzens pecr out it the world, while serangers

ok in. Vhe cathedral is marked by upright colusmns whose secmigl

Jar arsangemens is disrupted by inexplicable folds in space, which

Crvate a speific densiy of rime. Tarkonsky's catbedral space is demon:

st mast fully a the beginning of Nostalghia, where a fertility rizual

« performed in the rigorously geomerrical y ssive

pace of a columned erype. James Macgllvay has shown that, while the

ppeats 1o represent he perspeciives of raciers, most

atably Fugenia, Tarkovsky sarures different points of view @ create

ense of confusion and poverlessess, rendering the gid of colimns as o

Dantean “dark wood"" The peculiar meshing of gases in cach kind o

<pace corresponds ta a specific kind of rime, which ki the spatal folde

e persanal, acser mercly
Awdres Rubl Tarkovsky
sl some of che most farous monureats uf old Russian architccrure
of God on the N

Constmcted by hsman

lecorative ar informative. In \ for

saple

of the Mot

such as the Churc of the Protce
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shrs that, though they place Domenico and Gorchakor in the same

space, continue 1o suggess sparial folds, For st there is no.
the model landscape on the floor of the leaky, colunned hall chrough
wich Gorchakow and Dumenica exie into the squ
oF Domenico’s past i played v e increasing conflativn of the two.
s will never aain be in
the same place, but they will never agsin e apart

This unity culinates i one of Tarkessky's grandest long tkes
d puol 1 Bagno Vigron in the fnale

shere the diama

e is an identiy Less of space than of rime:

Gord
of Nost
entire human life in one shot, wizhou

o'y crossing of che

. e described it o acror Qe lankossky 13 disply ing] an

any ediing, fron: begining e

from bireh to the vory moment of deash’ T case of sueuss, he old
ovsky, ‘the act may be the true weaning of my lfe Trcertainly will be
Je— i yourcan do i if you car endure to the end”

the f
However one regards sach hyperbole, it would he wrong to separate

This

e effect of ohis Cor any orher) long ke from the narrative w
Tang tale closely echoss two previous ones. The
hakow and Eugenia arriv at Bagoo Vignoni 1o find Damenico
o its perimecer 1 the jeers of che b
d Gorehakoy are shown standug before

rs. The camera follows the

pa
eharacters i s chey wiove

pool, peering i from time o

e, Soon thereaficr, Eugens
awally e camera follovws Eugenia as she walks 1o the I, addresses
Domenico fwha is riding 4 sationary bicyele) on Gorchalow's behalf,
and then retur e
ihetalking. Eugenia repeats her inercession, frer which she leases wita
e words our journey is finished”. Then, withou: ans cut, Gorchakov

o the righs 1o convey the message chat ‘he doe

moves lef, itrexduces himself <o Domenica ard enters the bouse. Asin

the sl ang 1
a

nat only of Domenico’s cherished wish, but also of the carne

the carneza rests only after the ehird reperition of s

1 mation. The shar of Garchakow in the pool s the consur

mene throughout he il it conspresses within itself ot oy the spces
of the il but lso i entie

acive dus

“The long ake was the centrepiece of Tarkovsky's theory of i, whid

received i st and ezuably fullest expression in s 1567 essay ‘Inprint-

ed Time'. The cssay was compased during the protracred dispute aver
Andie R

and o doab reproscats the fruit of the intense sclf-

analysis necessitared by this crisis. Detailed consparison shows that

the differences between the two extant versions of the fln do sos ol

0 the conventional distinction besween a dire and a studio

relense versions in addition ro cuts and delerions, some shors ere

added, ar Jeast two shars were replaced by aliernative takes, 2nd

dinlogte was re-seconded. Eviden]

e objections had less to do
with pue lengeh fof in: ar of shot] than wit
of Tarkousky'scinema acschetic. I was probably the enforecd contem

+ foundatians

o of his awn acstheticthat gave: Tarkovsky o

o wrte Tprintod

shot | 1o
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afer all, the final ome aceurs affer we learn of Ivan's death, when there
is o one e 0 dream o remermber, We therefore do not kiow whether
these sequerces belon to Tean's mind'sese o 1 that of the spectator.
More lkely they e formed precisely in the crossing of these perspee.
tives, 55 2 purcly imaginary space:

“The first and last shors of Tarkosky's inal i Suciiceech those
of lims Childiood. A: the end of the open
up the trec on Leonardo's painring of the Aduration of dhe Magi,afer
which there s an extremaly long take of Alexander and hisson plancing
their own bizarre rce, essenvially an improvised concostion of sicks
“The final shor o the i, after Alexander buns dowa che house, is of
the child Iying under said tee, with che cam scending up its
e, scragely tarso, Resisting the cathartic decrescendo of s
Childbood, the sereen fadcs ta an interitle bearing 2 dedication 1
Tatkorsky's san Andrei, with hope and consolation’ — only 1o fade
bacl into the shot of the tree, There are many ather cchoes n the cwo.
cndings: the beach,the bucker of wate, the addres of an e
Yet the very motion of the camera reverses hans Childbood, and the
for loss is rededicated v & hopelfoaure, The parallel becween
the o cndings rsiscs the question wheter, by bearing their author’s
imprine too averely: Tarkoesky's st works restricr the abiley of spects
Lo activly o parciipate in the ercation of the flmic space. Flmmakes
Aleksei German has even linked the barality 1 the ending o che aes
theticof Sociaist Realim. Indeed, has he i rce become the rod of
on and the artise - a high priesc?

The ssue, as | sce it i basically shesher Tarkossky construcied his
paces a5 ehicle fo his incended weaning o 45 sies where someching
uplanned and perbaps tninterded can arise spootancously for the
spectator. In 2 ta62 artcle he discussed a lengeh e relationship
betseen incention and charce in the shos
Cohildiond:

i credits che camera rises

af a key scene in liis

We had the following project for conveying the spics o t
banks thick fog, dark figures and flashes of the flares. The fgures
were to cast shadows lke incorparcal sculprores. Howeser the Light
brecze of the Kanes basin (where the loded orest” was being,
shot} would prohably have broken up our smoke patterns. Then we
thonght of giving some shots of the opersrion during the flashes of
the flares and separacing them by other shoss,in this approximare

c opposite

561

manner: flash - wo figoresin e frame and the shoulder of & i,
moving o che rights fash - thace small figures in she distance moving:
vy from s flasl ~the frame shows eyes and wes branches ... etc.
When we rejcred this ides e shot the material which ended up in

the o s ¢ scemd most simple and rarural

arkovsky drew from this experience the lesson that the sse-en-scérne
I not be tailorcd to the intended meaning of the shor, but almost
10 resist it in the mamner of a counter-flow, He sited the example of
Jean Viga's £ 'Acatante, which begms with & wedding procession tha
Monws the bride and groom around three haystacks: What is this? A
icual, a fereilty dance? No the cpisode is significan nat in it liserary
ctcling, s symbolism or visual mesaphoriity but in ies concrete sacur-
e exintence, We see here 4 form flled with fecling” In this mannes
Tarkovsky saw spatial figures less as enclosed sets chan as bare stages
hatinvice and even require the speetacor o fill i the gaps, What props
hre are, like Vigo's haystacks, awst work as insensate material objects
hat resis our desie to allegorize or (o tarn the nareative into tial.
The cinema rerorms s 10 maerial reality not by representing i o
s but by forming a space shere things and uman gizes encounter
sch orher as forees of resstance. Throughout the opening and dlosing
Childhond and Sacrifice the single st imporan force
in Tarkovsky's construction of space is the morion of the camers.
Tarkovsky's manner awed wnch i the masiery of Vadim lusov 3 rusted
oracor sho bore much of the responsibility for scouting locations
and for establishin the look of Tarkovsky's flms. Tarkovsky had ort
panally seaned ro team p with Sergen Urasevsky, best known for his
wark with Mikhail Kalatozow on The Crares Are Hyiig and | Am Caba,
where the camera exccutes sweeping mosemencs and stages dramas of
light and shadow in each frame. I lusow, Tarkonsky found Urusevsky’s
dramarie style balanced by a welcome patience, even implacabilivy
Moreorer, lusov consistenly provided a finely minced image of such
crisp elarity and high resolurion that it bas often been credited with
suring e s cam-
cra captured both the flows of space and the frces - borh material and
at least for a moment, as 2 definite

hots of fem

psyehic - which scabilzg e in
 definsble location
e Tarkovsky's use of space was not only the stabilization of its

fows under the forehright cye of the camera; he was also intensely

spoee | 57
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River, known very widely from its reproductions an pastcards and
calendars. Borh Tarkovsky and lusos insiseed thar their use of original
historical sites as locasions for Andrei Rubler was motivated by the necd
for auchenicisy. Howerer, wely
from the ourside, and their outer appeatance bearsall the races of theic
long history, ‘authenticity here cannot mean that they are supposed to
resembic their patative stateat the time of the action: i i racher the vy
they disrupe the expected spatial and tempors! flows with unexpeercd
folds and seams,

“Thus i is not surprising that in Tarkovsiy s entre cinematic acuvre
there is only one true establishing shor, marking the sudden shift i
location to Rome from Tuscany towards the end of Nostalghia. As he
discusses in Time of Travel, iv Nostalghia Tackovsky also songht to
avoid secing ltly as a raurise, whase gaze i ateracted to pretty spors on
she landscape: rasher he wanted each character and viewer) (0 conjure
up his or het own laly i s ruins, modern horels and bare
apartments. e was uncharaeteristic of Tarkovsky to place his flms in any
obicctifiable or recognizable Landseapes his spaces emerge in the visual
planc of concreze characters, nat s the eceptacle holding the action buc
a5 its consequence.

Space is an excerption, the framing and folding of a field of vision
our of the chavric fows of nataral objects and human gazes. The folds
remain conspicuais: characters move unpredictably through the frame,
which gsef s constandy in motion and subject 10 refocusing, Buildngs
always bear traces of their consruction and — more compicuosly
their gradual disintegration. The raroral flows continue fo dominate
the no man's land that separates duelings from each ather, Between his
hame and his siolin lessan the young Sasha tn Steamsofier and Violini
s ar the merey of hallways and sreets. Widc-open spaces prove o less
ominous than the siaircase of his buildig. When the wrecking ball
opens a vista oo ane of the Sealinit confections that cirele Moscow
the sheer verticality is cerie and oppressive. Only ane architcctaral forin
is free both of claustrophobia and veruigor the arch, perhaps the wos:
promine sk Moscons ot only in Sieamrodler and
Viokin, b als in Andrei Rublez and Boris Godionon. The arch describes
space as both enclosure and epiphany, o opposing forces whose tension
composes experience

o i Iectures o srudent dircetors Tarkevsky sugsested they treat

feature of |

locations as medieval Russian architects chose the sites of churchess

54 | canih

“archivecture’, e s, “should be the continuation of nature, and in the
cinema also the expression of the characters” states and the author's
deas” (08 51). Archisecrure is nor merely a mental space, howevers i 15
also formed of the specific gazes that conjure it up. Tarkovsky stipulazed
that the ser designer take into consideration *what opsics aod what film
stock the cameraman will shoot on and what canera he will use'. [n
<hort, sites of human dwellns must not only organize space within the
s, bur also enable visian on-sereen.

Sturprisingly, Tarkossky did nos wncondicionally favour flmisg on
‘acation, In the stadio, he said, *vou can do remarksble things, 2s long
15 you know honw 10 do it and e corres pondingly confdent of che plau-
sibility of your ideas in the conditions of the studio where you are
shooting” (s 5. Thos, while the Tandscapes in Fellin's Cosa
could not have been shar better in narural locations', Tarkovsky admit
1 would never dare to shoar such scenes at Mosfiln. He did,
Shough, construce laborate sets at Mol for Solaris (hy designer
Mikhail Romadin) and Mirror (by Nikola: Dvigubsky).

Tarkowsky wasa plein-air flmmaker, per
San that John Constable adduced in virg aprapros of his large canas
Seratford Mil: Te will be diffinlt 10 name a class of Landscape,in which
the sky is nor che “key note”, the scandard of “Scale”, and the chiel

wfor the same rea

“Organ of sentiment”. The sky is the source of lightin natare and gov
erns everything." With characreristic pansche Chiis Marker has shown

ne his characters.

How frequently Taskovsky vses 2 rased camers 10
agains che cardhehi i o merely Lo oot them in the soil, bt also to
iews them from the sk, Tn Tarkowsky the sky kecos the carchy forms
and dvelings submerged i che conditions of their app

the samecime,on the verge of theis dissppearance back into the
onws of wind, rain and firc.

It was in luan s Childhood that Tarkousky frmly established is
ptics of space. The film opens with 1 shot that risca up a pire trce 2
Inan disappears from siew and ther reappears (improbably Fa away)
the back of the frame, looking cowards the camers. One of the
shots in the il clases this movemene by descending back donen a ree
o dead stump by the sea, as van salks owands the comera. That
these shors are marked as dretmiike ar cren faners
symbolic vl Jean’ ourney is both an ascen and 3 descent, leading
o o particular goal bur describing a defined locus of experience Icis
never specified whethe the four inserted episodes e dream o memory;,

rance and, at

underscares theie
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for inllipenee purposess and the wood fire warms. There are marmets
of illummation in the bnker, especrally when they fisten o the record
of Fedor Shaliapin, Howeser,
which confuscs day and i

his space s anertaken by the s

ap and down, and the arder of the el

mencs: frse throusgh Lean's drean of | the botom of 4 well, and

hers i his violent fancasy of resernse, whe his o

and sister cmere
from the bunker’s shadas,

s only outside, i the midst o war,that one sces cathedral spaces

& ruincd arch of the church wich the remmans of a fresca of the Mother

where the only things efe standing are the ombstone like chimneys, tree
trunks and the canopy over the well 1
characters as emnants of (lost) b
honsse around 15 completely destroyed. lvan eaters through the door

and leaves prowisions for the host. (In Noz

se vertieal stracaures actesce the
order. Though the czazed man's

labia Domenica also
through an unattached door in the columned space of his kome.) Afer
somels death Kholun lights hus cigarecte between the icon and a

> he cnters the bunker it suddenly resembles 3 church

during iy replete with a bell, a flame, crucifixes and an altar wich
ad. However, Kholin disrupts this mond by ringing dhe bell in ar
st of violent frustration. The combintion of clasieal archizectural form

sl wnscttling absurdity i these scenes associates Tarkovsky with the sie

seclasicism of an Audres Beloborodofl or a Giongio de Chirico
The scenc of the erazed old man is immediztely followed by the

anly significant contrast ta the dark world of devascation: Masha's

infrmary and the nearby birch forese. Tatkovsky wrote that he and his

crew scarched lang for this location, where ‘the seerile birch textu

lifelessly beautful forest somehow *hincs”, if only most indirecely, at
e within whose radias the fl's

ches are like the colums of a nat
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sftor which Din the opera ss the naerialization

i’ ity canséience or as his Guardian angel, in o vsmer tem

cent of Tarkensky's Hamler (63 3751, Fédors tap of Russia doubles =5

a harge carpt thar T tramples underfeut and then poinredly wrass

himself i Vhe way thar che seaeacs ome to i in the Polish court pus-

led many: critics; it appears 10 have been earried over from No

where in his lerter {read by Eugenia) Sosnonks bas « ver

snapshats . 115)
Tarkewsky hiad parcicular problems plouting the interacton ez

e solorsts and the cronds in his Bl cumds fguze ornly ac e wry

periphery of he individuuals prisare drama, if acall, bus in Mussorgsky

sl the “matio) has s

fand., cxpecially, Pushking the czond |

usensate agency I Tarkonsky's stagiag, the soloiets necapy the frons of

the rap, while €he cuds coniaglly writhe bebind ehem 2nd on the
s of the ramp, symolizng the people’s passive sufferivg as & resalz af
Jycentric 1s Tarkossks's

heir sulers’ actions, T dered as
franmcs, b without
v mbolisin witihons attsining a speciic emparal dressure, For istince,
i Pan] Gt vond iyl

be more peowerful i it were less exsily posine.t The suging siruck

dtwherbr Tarkeusky's e

opers er

e uore
by the qucley
g and Abbada’s comducring, *Irdeed, tae crerall cFocr v

another criic as ‘2 saher old Fashioned grand ope

susted 10 Meyerbeer 20 o Massongsky”, medesmned ol

mate than a linle reviniscent of Eiscns-ci’s i the i

Tarkorsky b clsewiere criieized s s scries o icraglyphies 51 67

was excended by the cu
s viewing o7 A Jand che
‘s cinemaric and thearicsl poctics is cspe
bie in his numerous bortowings fom the filin, such as che

The comenission to s s Gl

or Claudio Abbade o

diffenerce nemween Tarkons
cially pa
bell and the icon, the functiar of which vesges on the decorative. The

waveiling of te Simpleron a° the end directly et ences the cornerst-

tia of Andci and Theophancs afrer the sack of Viadimi with an ax

Ty, proinen Tyt stage Feont, saenw fals in chureh oo the dead e i
b wlioen: Tarkonbope armshous:Berie Godumgt

§ Raiie’,*Tade

pext 1o A | the opera scems mare intea or
referencing the fim than on adapting ifs dening charasserisic — s

poignant temsporaiy — to a aew medii

Maost interssting for our purpases, koweser, s Tarkowsky s wse of a

sitsent poincs éuring damestic
sccres at sourt, accompanying fhe cockworkelke musical themes tha

symbolize it would scem) the mexorable b of Fte. I apcass ot te
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semsiine 10 the ways in which specific spaces — no less than individual
people — clcit dtnet responses from s, directing our gaze oward:
spesifc passiblities in the world. Sparial framing is a precondition for

f the nesw from without, it i therefore hoth a

stabilization of time-flows snd the condition for their destrucrive and

xclatary manifestation. In fuan’ Chitdbood the radiant dyll of Lan's
drcams s shown 35 10 less distinet and “authentic’ han the 2 intima
< of the bunker or the terrar of uper combt. Whas distingaishes the
tree Kindsof space, more chan anychir
sz, While scencs in the bunkers are shot with  relativ

el is the logic of the cary

camers, o the btlefield the camera soars and wanders independent o

the characters. The scenes of dream or memary, by contast, purpo

filly canfinse the camera perspective now we see withy Iean's eyes. now we
The three kinds of space

i Teans fantasy of revenge, inspired by his viewing of

ook straight at him o sec what he canno

Albrecht Direr prints, when he baleficld imvades the bunker and the

dream is deploed in batcl. D Chitdboud s thus a drama of space.

b s — and more fundameneally —in the way thaz

the formation of sisible locations amidst the clemental Hows,

Narure in fran’s Chifdhacd appears in three ain gaises: the idyllic lnd

scapesof the .
spes of the drcam secuenees,

Hled with vegesative and animal ffe shor

i the Crimea and a Mosfilm: the

mpy wood of the front shot nea
Kancvls and the birch srose near Masha's infirmary (shot ourside
Maosconw i Nikolin
weapes. Tan s st shown in o sun-drenched for

. The prologuelinks che frst wwo narural lind

on, which creates a disorientating and dissying, per-
spectives this is crowned when we imagine the camera to be following
Tans perspective as he runs down 2 hill, only fo it to swoop ap violent'y
and inhumanls Tean is then shown fraed against the ez, which sself
s Knotted with tree raoes (1 shot that s repeared pracically verbation i
v Rubler, i the episode “Theaphanes the Greek'); the camera
suddenly surns upweasds o frame the ansions mother in closc-up. L

e wakes up in  distineely different spaces i previously the
appeared in visifying harmons: here they sre jumblec: the smioke flls the
irandl warer cosers he land, As in the firse sk

i dhis space: when T emerges from his I

of the il there are folds

ot he slips off camers [

med st an ominous skys

ocation. We then see low shos
like the Sealnist high-rise in Stcumrofler and Vindin, b weindimill i t

b
swallomed up by it

Galsew's ark. dask bunker (shoe at Mosilm suudios) is + poor sar
ropate homne, evidently the celar of = disused hurch. Galtsew has don
litle o domesticate ir. The ma difference beswen the bunker and the
hosile world ourside is the relstively srationary camers throngh whicl

iternal spaces of warh, As o by the

s 10 e delling. Subsecquently, having lost bis harme n e,

il ot b Framed againse che carth, b concealed by i, almost

senmatkalble frst shos of Galtser's hand, the emphasis here shifts to che

framing of shots, blocking of characrers and the Spice

can avises moreoner, here the elements of marare are restored t order by
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he sought w preserse an emericral mme

5 aring 'dhe pros

i the play iself. Ths, shile Boris Pasternzk’ wanslation was in
erse, and Tarkowky wanred
el spoke his part quiecs. @ if exer carelessly ad i

e, Solaritsyn
Iy, ac
. Despite the

e visk of seeming ‘it and even sedios” (7

ccoures 4 viral press ban or Haed 2 Lt prosious licec comterpo,

Fary eritieisi) supgest a staric, racher cerebral stag ng.
While i the civema Tarkosky was mose corcerned
s work n +he thearre su

wee o hemy-haded symbolism. Af

spaces within which t capruze 1

i seabbed by

Fiaanler, Polonius enverges from bcbinl the curtzin and draps bis rec -
b, which represents bis hlood spiling onto ¢} sairie
ehe floor. nan essay Tarsosky conimenned:*On stage dlood bas 1o right
an actar slding srousd in blood withorm
oo feself, ther that is chearret” 51 154: 2 Tarkorsky cliewhere

d o his s

o flows B 1 e

eriticizes a sinnlar scene at the end of Andrzs) Waida's Asbes o

o, insistig on the maea’ researe of the-ci

cver,inthe grea: Tarkorsky seiclod for ‘metaphor’, which

underlying ides i a somewhis abstract mannes

v reling char, when Tarkonsky bz 10 speale publicly about bis
concestion for a Bl adspuation of Humlet, he was direarspect sor
cermin the details because. b said, sl e o find an cauivalent ot

Shakespeare in my o genre. |have to fird wy own form e deal with
the story, o lifferens dramsatu e’ (s 12, T implic

i thar his 176 siaging faiked Lo pose the proslem of form, alluing his

canception 1 loarn over the stase, tarher than heing consumed iz 15
concrete performane

A sl e s evidenc i Tarkovsiy s st of foris Gadioros

which premiered on 31 October 1983 and has ik periodic

Fevivals cxer sine. Tarkonsky racsed 3 few cyebrons wher, in

ance 1t Riverside Studics before the p amised

marueal gene’ which is bes: Lstened o with closed eyes
Mo

cio choice for hin gven it necd for comple dramasic, pascholical

atepries’ 17 a3 1 Ve refected upera in a payeholopisal and drsmat:
op these

producton” (471 :39). In some respesss

wense and, at he same e, Lt do cieryihing | can o dess

1 10 the comeeption of Pushkin's orginal play,

he said, Mus

g had *destroned . ard then reassernbied”
i central concern was thus *che tner desiia of Boris himselr [, | <
man broken by omer”> Another ool kst was that the . pleton's
frce was conenel by sack chroughout -3¢ opea, educing bt king
of sunbolie figar axin o Don Quiote or Prince Myshiir
wneiled only after e dea

He is
o conpses, acing sway from she andicnee and ravanls @ spescral vision
o the slain Dimiti. he pronounees sicr :
the ekle nation.

hof oris wher, sur-ounded by a mounta

commentary o the vrror of

Noting that h

Tarkowsky hesan by olsrvin @ surict ascericim che scti
opea toak place o s

approsched the operatic dsams ae he would & flm,

aleset {oy Nikolai Digubiicy 1, comsisting o 4

rumed or wnfinised)

c arsh astrice a broad e - desondee o,

With o curtzin, scenes were distinguished mostly by thc
e iz by Rabert Bryar) and by s obicts lowered Fom the

et

25 2 large bell, 3 erncifx (i the Polish coart) and s pend
um. The diseipline of the ser sas o
tion. D

v tehed i e sage diree
s the scenc in Chudoy Menastery 3 background is sudcenly
llemwmated to reveal Rl Tty as.abeble vis. The san

depicied the murder of Tsarevich Dimitrii, w o

ich could Te understond
e as @ draatzacion of Piren's ‘firal i

as Griska's drean
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the dead 1o declre that heaen is noe at ol b you imagine i and
when s falls n che church, thas the bulding becomes a erue remole,
o onger an outward represcnation of buman das about God but 4
menmoration and of cpiphan:

The final columncd space in Awdrer Rubio i the scaitold and pulley
system s e elevate dhe bell that Boriska orges in the final cpisode of
he . Frequenly inverpreted as the redemption of creasive endeavanr,
this scenc i o lessthan the restoration of the passibilie of ascent.

T has often been noted that Tarkousky adapted Sofaris to his own pot-

ies by bringing it down (o carth, rooring Kelvir's cosmie experiences in
his home. Hoeser, it is 1o Jess imporan that Tarkorsky chose a story
biased on the power of an uncarny (unbelich) Ocean endowed with
an alien intelligence. In any respects Solaris takes 1o an extreme the
spatial drama of huan's Childbood, where human habitasions are oner-
taken by the flows of water as much as by the shifring from of war.
Surraunding the home as a churning veean, penctrating within s
ncanny rain, water becores an all descructive force. Ac the same tine,
i Solaris lusov's camera reaches its own fluid extrerne, never stopping
for a still shor of anyching, in any place, always reminding us that
space is constructed at the intersections of viseal plares as a distuption
of natural ows.

Solaris is unique among Tarkosky's s for the lack of any sacred
space akin to the forests and carhedrals of bu’s Childiood and Amdrei
Rublev 1t was. aftcr all, the only flm Tackovsk shot mosily in the
studio, on an elaborate and expensive sct thar irself hecame 1 main
arraction for visitors t the stadio, who included Akira Kurosas. I in
Amdre Rubli the widesereen format had opened the intimate scencs o
the infinitude of space. in Solarie it has the opposice effect, 10 surround
the figares with roundecd walls that curve arovnd che characters, In face
insofar as the spacccrait consises of pure geometric grids and custro
‘phobic tunnels, it might be said that Solris lacks any human spaces a1
all. 1f Ivan respects the old mans oblterated home by entering through
what remains of the doar, in Sobaris Hari fails to understand the very
principle: she rips right through the metal door, leaving fin Kelvin's
words) a ‘mere semblance’ (vidimost’ ouna). Teue, the inhabitans of the
orbiting stasion try 1o darnes s cabin contains
many of the visual clements of Kris's carthly home; Snaut shanws Kris
how Gibarian atcached paper strips to the venrs to imitate the rustle of

e the spaces, Giba

Teaves. Bu chis fils o save Gibaria (the problea, he says, s not home-
lessnss bu ‘something to do with consciencs’). The loses the chac
ters come o shaping the spatial manifold into 2 habcation i durn the
30 scconds of weightlessness in the orbital’s library, acconpanicd by
images of Brucacl and by the strains of Bach. Srau chaoses 1 for his
birthday parey because ‘at keast it has o windows” and this allowss ac
least a semblanee of insulation from the Ocean. Howeer, the charac-
ters” weightlessstate and fluid maremenes scem t remind them of chei
precarious sate berweer the cosmic void and the alien flws of Solars
Hari's empration to become incarnate in nature, cssentially i tine,
il o resule i lifs she remains a mere o of mevins, and her only
recorse s to freeze herselsolid, Oy i his dream docs Kris transform
his cabin inco home bu this location is characerized by multiple folds
that undermine his securicy. Firse Hari appears in bl rext v him, then
Snaut makes an impossbly quick cirnit of the spacecraft, then fnally
K dresms of multiple Haris occupying the same spice at the same.
time. While Kris docs end up damesticaring bis cabin sith objects from
carth, there i the suspicion that they are alsa solarian capies; 17

the shot of 1 glass g coneaining various everyday obiects
‘with water. They ase no more eal than the solarian objccrs that appear
i his delirious vision of his home. And yet, as s underscorcd by the
presence of Sovict coins embossed with the profile of Lenin, they are
it with such soldiey and auchenicity that they sers t e Kris
o maerial existence

Slavo) Zizek reads the ending of Sofaris as meaniny
eadical Oherness. we disconce the lost abyect of our nnermos: bnging'?
The fallacy in Zizek's approach is 1o reduce complex narratives ta the
lagic of a classic baic-and-switch operation. Tackossky is rot chavsing
“horme”ever the Other” of an unknown and unknowable narure, nor is
he substiruring one for the other; he is inestigating precisely the
intelow berween two fundamensally unssable configurations of spce
“Thas while the “prologue on eseeh’roors Lam's story i che carch it hoch
hesgns and ends with depictions of the fows that descab
location as such.

Like Salars, Mirrar both begins and ends in the space of an idylic
home, but it is no more an idy1] than its predecessor, Tasos defected
from Tarkovsky's teams in the buld-up o the shoot ot only because he
disagecd with the ethics of this autobiographical project (35 Tuses has
ahvays explined i), but because s incensely discontinuous sory el

st within the

iz any semse of

e | a5






index-97_1.jpg
rederprion from cineratic tech-

14 may seera unre
e, bur this expe:
Distussing the s conception ot the beginng of srodverior,
Tarko

Talian architceture] was on his firs: teip 1o the land be stacied. which
bitherro he had knenvn caly by repradacticns and p
e same cime, in Tarkevsky's accours, Garchakos beomzs painfully
of the fact that ‘he cannor derive il
e b able co share b iapressions wicl
o s been smable 10 2ppro-

o ithert 4 hisorian o

tosrsphe T AT

comscio 2 new from s
Tl
fricnds and loved ones’. Just 45 Gor
priate lalian sighes direerly, s also he will e neapable of com-
em dircetly to orhers. Gorchakov's actemat <ot the

feal st e s aven persan:| present cuns up ag

s 10 shae this present as a comwsy memory I otk words

site 1o bring photograpks to it founders oa the discrepancy

e photograshs and e origing) ehjescs, as well as o is

ks, s i the
affer indisper-
wable mediation herween Gorehakoy ard the abjecrs of s desire,

v 1o record his ward experien

st s i the fure material nages will cotinie

arounding the very cammuniy of iends and loved ones’ that he Ton,

sperae

The il hosvever. i ess concerned s h dhis pase or fatwce chan with
e present mmoment i which the Fnliey sl passi ity are coually mar
st i which che e no soarer hecomies meaningful than it ships
ey arkowsky strose o ke leas wiraoutsense. Jas: i Aratres Roei
Jarisresists sernewal inco the fu
Yo St b the sci-fi promise and he Scviee backpon nd o nothing

which s only serausly

Bl the insistent presc-ness of the racrarie &

Sareatened by the unmiseakable 170 souad o7 Arienres analogne sy

thesizers. Nusstalghun took his temparal sumediaey 16 an exteme. The

i is autobiogzaphieal ar'y ir the sens that it secks t instantiate the
Lenmporal acmrosphere of the disector's experiences the plot is wercly

means 16 this erl s o seuprar s the wire anmarue for his saulpg

ol this - in this urerion o the dramaugy ot i Nos
s al eld ozerner and acerusd flash, T cais sense Tarkovsks egard-
e Nost i, I8 cincrnn has sually
sougat o achiove rermporal dep faslisscks aad sl
Phoos, Tarkorsks remained wholly in the mmediacy of the present
Inoineat, caughs i i abyss barwseen poreislits aad figlics

e b open window. A German shesherd dog mysteriouely energe.

out  serics of subile cha

s in lighing, Gorchikoe’s fizie e
almost snvisibie behind e iron geacing of the hedsced il his face

it s by the sl Dreak o dr:
s incermn nable s rums et o have been a

which irscl i
What we thony
entire gl

s hoth extending and compressing e event, Tarkovsic
allos i o manifest irself a5 a force

le sequerce of long takes occues when
Domenica’s hore. As G

3 or she camers sirveys
Domenico’s loor, which appears s be a mode landscape, complere with

hakor opens he

aiver and nuins 1 erses so seamlessly with the ral lsnscape visible

i the windons o subtle refereree o R

e o nring) that i casy
0 lose uask o the sczle and the perspe

e After Gorchakan e

ol Sl o 1 s ok G a0
what scemsam isposs He posivon e Fokd 1 space st e e
e b 2t e, bt < g back and i e we

ot fnd the st the shot sicks on
the

s 3 reraposal s, which joins

ol of e s singe space, There follows < series of paning





index-34_1.jpg
comples set of manocuyres: Masha performs a srange mating dar
with Kholin, ful of racher violent sexual in

ctsening alone to the strais of a wale. It could uscifably be said dhac
nothing particularly revlatory occurs in the birch forcst. The ehar
ters,at any rate, are not forthcomin in heir words o gescures, Indeed,
e thythm of the moserne

Sigificance. Tarkossky joking
limited to walking alorgside the camera and counting out ‘one-o-
it one s thrce'. i indeed the thythm of the episode, more than
irscantenr,that xplains he sudden change in visian experienced by the
camera and the characters, Unlike in the scenes of crossing the flooded
wood, where the camera’s swoops and swerses make the prosagonists
scem valnerable, the camers here merges wieh individual characters
perspectives. suggesting 4 singular clevation of vision. Hu

exciudedfrom the ritual. Galtse quickly shry

for  while crdlcsly less marare even than v, a L
from the unexpected mission of delivering Ivan ‘o the other sid
spesteal and claustrophobic space of the forestallaws fo the viola
norms of behaviour and conition: it is a place wher

0 then is shawn

been

ks asa characeer and scems

casly a8 eclation, ‘

The cathedral s the dominant archicectural form of Andres Rubii. The
logue ta che fil wal hamage co tnan’s Chitdbuod as
e peasant sviator Efim passcs through 4 flooded wood
a columned church, where in a single long
him i unexpected positions within the frame. The st episade, “The
Jester',
with folds in space. First, the jester walks outside and imscanly o
oo, hanging down over the doorwa. The second in

reads like a

o the rin of

nera capturcs

several wooden o

i peasan hu s, i also replete

¢ 2 360° pan around the peasant hun (cxtant only in the original
beginning wich Andrer and Kinll the shot procecds clocksise
around the hut unil i arrives back at the inital position ro find Kiril!

sene. As | discuss in chapter Nine, these long takes work together with
the location hoth to foster
disrup it thereby comveying a specific temporal pressare

The cpisade “The Last Judgemen', which s place nainly inside
a newly whitewashed cathedral, features two very lon furing
“which uson's caniera weases i and e of the colimns, surprising the
fgures in unexpected locarions and poses, The cathedral begins 45 an
almost profane place, the site of petty squabblig amongst Andrrs
crews everyane i on edge because of the summer heat and the idleness
cased by Andre's inexplicable inability to begin the painting of The
Last Judgment. Vhe scenc is imerrapted by a
sce shunsing the bindingof 3 crew o masons
prince’s personal ard. Echoins the
forcsts of Pacln Uccello's Hamt in the Forest
nd René Mageine’s Signaaure in Blok (1965),
the sombre woo provides 1 atural counterpoine
o the pristine cathedral, suggsting the danger.
s forces thac lurk amide the holiet of spaces,

Indecd, Andrei responds to the sequence tnhich

he eher remenbers o imagines) by davhing the
cathedal walls with ashes, This sceming desers
ton actually marks Andrei’s oreroming of his
painters block: if only in the most abscrac sense,
Andret Jearns to give form o evil. The images
Andrei exentually creates are nor absolue, It is
oy w

and ated by fire, when Theophanes returns from

hedeal i hesicped by the Mangols
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heginning of the first coure seene, and then
scene, after Boris's conversation with Shuises o5 Nors porre
self 124 map of Ressia, s swings for e bt 1 as Bois ies
s b ears s deach kel ané eomes to 2 hal: e 1

o Dmisrivs ot I the upera chs iategeal pare of che cincuatic fibri
is separated oot i v ey leible symbol. che deark: of Boris vo
pletes s exele of cvents e nitiared st the wusder of cac legitimars

Reir. A¢ e same time, the penlulun ks Boriss beciagal to f1at of €1
yenwnger prince it Andser Riehie
Caliedsal in VIsdimir,  irge censer swis
suspennded as the prince recalls s conflice i bis chkr b
L vention of memory fiterally brings G 1o st in a com-
ples, composite moments the vast epic batee becomes palpabic as o
eventin buaman e, 1 i i stige works Tackousky kepe ea¢ pendulus
swinging for as lomg as the sction contnued, his f1ms begin only when
the pendulum cesses to swing, iher: g e w low Teely thougn

the Lot srveps e weesk of the

her. T the

the shos.

9 Shot

I an nterviews during the prodaction of Nog Tarkowsky
addressed the vature of noscalgia and of tie. Nostalga, he said,
for the pasc. Nosialga is  ongivs for the
space of e ezt has passed in v, The rcason, he explained, is thac
e stant”of the present can b s perience only ‘when we fall nca 5

by e an in  stase beeween the instan {of i} and ene fucure fof (he
end)” The logie is ner immediately cvident, bu: Tarke
sets 0 the sparicliy o tensporal cxperience, Tin
shen it caincides wch spaces tis i this sery oot that it hecomes.

the same s o o (fosk:

becunes pulgable

the abject of ou loning nd of ou: rvpre:
ore can g s Tarkovsky's idea of the long
ke span of Flm across an abyss of expercnce, whick lios frar the
Siewer's grasp even s it sacisles Che desire for more, avertiag the fear of
orably owands « cvs. I Staiker Tarkorsky

e ehere 1o be ao brcak i 1 butsvsen morzage cuts - |+ tha
cimeand its Euidity were mavifest ané existed s sach shon | | as
L had shot the i in simgle 5™ (51 1546 27 351 I s var c20r i
these long takes Tarkowsky's camers exensplifies an aarhentic aticuce
tonsarsh the world, a pious s e that allows things o be theraselves
il form, [ fac, bis car

rself, and nowhere more insisteny o
en ies i,

1 irs ave s the by thing kecping the worle from crarbling, as € it
ol the elements of cina hat susain €he naagal cleriens of the
and the
b real as

This s about s o,

and to weveal theraseives in The clen
canstarnly reminding s o
s g traciing shots. The caera seurns weluctant e o

world. The lorg, tske encompasses the actuas che symbl

on. allowing for the errerpince o
he substanee o time.

£ frction hotween orders of e
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Each time Tarkovsky would promise to femose the shot, but it sormchow

remained inthe film. In July 1974 Sizor repeated his objection: There is
0 need for such evangelical endencics in 3 Sovict flm. 1 At ¢
i Filipp Ermash pleaded for ‘dlarity, logic” and 2 more tricmph

presentation af historet During September and October Tarkavsky

ade only cosmetic changes: he added the footage of Savict
hero Valerii Chkalov' tickercape parade (193615 ixed the chronolog
the wartime newsreels, adding a shot of the libceation of Praguc
removing footage of Viewmam and the Middle Easts shorcened the shat
of the levitaring woman; and re-edited the protagonists specch on his

sickbed # Despite Tarkarsky's only partial fulflment of his obligat ons,
Mirror was approved, its harmfulness having been curtailed by liu
diseritucion, despite the stuios often soiced concer: o maxirize box
office reccipes from the il

For Stalker Tarkossky moved 1o
Mostil
peculiar pactics. Trae, production was marced by a mysterious flaw in the
filo-stock, which prompied Tarkovsky to fire his cameraman Georgi
Rerberg and repeat the entire location shoot shot for shor. The only rally

a new “experimental’ unit of

che Second, which shaved nore

eritial documsent in the
which demanded that

tic by stressing d

Stalker is an editar's report fram lare

rkovsky make the sereenplay mor
e alien origin of he Zone, s “svlavion of ¢
T, and alo the etirions natuee of the b

itis sec® Tuskavsky's
nd their irelevance o the subsca
st chey may have been part of aploy to get Mot to re-launch pro-
duction of Stalker asa double engtl . whid

ol demands

quick and easy acquiescence 10 these de

Jiscussion T ome 10 suspect

il ey 1975, e
dar
he flm, amend the Professor’ e
o the labor
he now requests ‘the nindh laboratory’) and change the Professor’s

e of the prefiminary edic swere that Tarkavsky

explanarory tex: at the beginning o

when he telephones his instisute (instead of the 'L ory’

weapen from an ‘stomric mine’ to 4 generic “homb’.*
After the struele over Ao
fele sufficiendy exhausied and exasperate to con

 Tarkonsly
plight to thar

i he exertions of St

of Hanlet (in Taekovsky's idienynerati

The cragedy of Hamlec fr me is ot that he is Faed to die physi-
cally, but that he Falls morally and spivinally that hefore he kil he
is required o aceept the L of this world ... I sense cveryane

rences something similar when placed by reality before
he prablern o choice. Therefore, when you sk me wherher | have

iy comspromises in my lie, whether | have ever becesyed

hen my friends who do ot corsider my fate
b | consider,
that my entire life has consisted of compromises ... s 135]

iyself in my work.

100 decply would ell you ‘o

it contrary

1 1980 Tarkavsky was awarded the distinerion
e srsis he was a featued speaker ar the cor

Peopl's Artist
rence of Sovict

(mmakers that vear, wher b gave  speech bercath a giant bust of Lenin,
i1 he fallow periods berseen s, as b waited approval o srecn-
budets and shooting schedules, Tarkovsky was rarly idle. In 1965

produced William Faulkner’s “Turabout’ for Sovier radio, and i
he saged Hamler in Moscow with many of his

fany of his films, Conceived during
usheher's Thaw,like Ancred Ricblev, Turnabout was completed only

et Khrushehoy lospovse

these proects shared the fa

Because of its perceied pacifism and s

ehe tsses Trrnabout wasbrosdeast only ance (14 April 1965,
 Cemnral Asian radio, in place of the regalar noczurnal concert of las-
I music. A 1976 fearure on Margarica Terekhovs mentians that she s
plaving Queen Gertrude, bt conceals the name of the play's
ks Mirmor -

recior and passes over in silence her recers role in Tirko
I rale for which she is best knewsn and ms:

Tarkassky periodically worked o

Jirestor for Leon Kochariar's One Ch
Film Studio, 1968); a5 sercemwriter for Z. Sabitov's B
Usbekistan, roal; and (allcgedly) as unere
ilms, such as shaken Aimanov’s i of he

ware, S
dassistanton sevcral azher
an (Kazalhstan, 1971
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Tarkosky's dramaria
polyeeneic and shiftin

sucs e acoustic squivalent of his
framing i che cinema. Tl foreground nanra-

tion and comsersation is accompanied by vl tracks - icks on the
street. chansons i the har — which weadually overtake the forcgroand e
warins poines, emmbedding e wmain characters i o larger and some-

shat anruly world. Moreores, in Aleksands Sherel’s words, “The cntire
sound rextuc was recorded with seriking pracision, wnusul for radio
directars in the time. ™ Afice reviewing al the saunl cffects svailzHle o
i, Tarkonsky set off 1o record seagulls and ships in che Riga part with
a poreable taps recorder of professional quality Sherel counts cight dis-
riner tracks of sound, sa that in o
stnnd of the empry shell casings Faling, o the deck o the boat. The lass
e consciousness b che firs person narrator i the rids of batile was
eriginally depicted by a silence lssting 3e seconds. This techmique was
soomusual cht it was chouge o be a mistake, snd Tarkovsky wers conie
pelled to Gl it with the Jow roar of mpasi. Shere! adncs chat wich
high acouscic resolution Tarkovsky's pracuction would probably have
st mueh of s effect over wormal ransisiar radio

Tarkossky’s o
Theorstically thers

¢ batde scene one can heas even the

om et o lminased in his decl,

i i ueless i is pare
of he aural realivy imprinced in the shot’ (1 55). By 967 Tarkovsky
had cleadly tived of Vischeslay Ovchinikon's lusious archestral scor
complarning thar ‘Ovchimnikon st be held in check or clse he
write noea soundusack but 2 calented apera’ = Beginning with Soluris
Tarkorsky eneaped Eduard Artenes, who warked mainly in electronic
s, which e added o recondings of classical, mainly Barag
Witk Sotaris, Tarkovsky
integration of music and (postynchuonizd)
dilog alting in 4 eowing
complexity of synchranizations bevween sound and image. 11 S
Artenrev's lase il for Tarkovsky, the thrce orders of sound higan o
blend o the dearee of indistintian, As i i the folds of the visual
thythims, Andses Truppin abscrves, a sound
often remaining at the horder of andibiliey for so long F1at, s we begn

o pereeine it we firse question iF we have i ace heard s hing ard

14 be o i

e of bis soundiracks a5
i sound, includ

e
and (dewsynehronized) sonnd effects,

il e in very grecually,

then worder how long, e have been hearing
s inso many orher regards, Stafter
asceticiom and sensuality; the msic is ofcen i
s

ks the ex

eme point of

waishatle fron:
i noise,sven when stains of Becthosens Ninth Sy mphony craerge

e with the

i ihe fiale, This complex syrchronszation sorks i
folded space of the Zaneto e ke the il an opague mediuns that resists
ar understanding with an alimost material force, vsing the Enaee 1
renw the spectater’s somarie experience, Faced with the need 10 def

chis lm-form, at once aural and visual, ineellcrual o of the hods,
Taekorsky turns to the cancept of rimes i 25 3 form s closest 10 4
. What's most gt 20t here i na the
i form of the fonw af rhese evans, the
i mateial. [ ] Time is aleady

uction of mase

Togic of the flow of eenrs, bur
Form aF hei exist
forr’ s 26

T i fi] s s Tarkowsky uelzed preerecondid oisic (eaiely
Taroque snd folk somesi, shifing the emphasis From the music rsef 10
is dicgeric sonrve. Thus in Nasatehin Beethosen's Ninch Symphorsy
olares with bigh distorcion frora Domenico’s ape seconder. while in
Sacifice e ethareal sczams of apparenrly no diegeric Japanes: ruwic
anespretedly become locslized in space when Mexande shurs oit bis
(htacrro unseen) sterco system, Here music s presen: valy 1 12ke oalp-
Sl irs disappearance. Tarkovsky's final Sl sow significant changes
o the soundrrack. Ove Srensson, the saund engiveer on Sacrifice, has
expressed horrorat the low cualizy of sound effeces in Thskonsky's Sovier
Flms and Nosialghia. 1+ is disconcerting wher, for exsiple, Kiis's
ke high-heels o parquer, as co
cobblestones of Rorne. Ore can
iomororous sound of footsteps was

e cire

steps thiough the spacecraft re
Gorchakes's broggie-ciad feet on. 7
never qaite b sure, thongh, that the

vt incendsd v be ostensatiously cxacssive, as Tarkassky fouad ito be
i Bengunan (7 162: 71 271 In Saerifice Svenssn s1s <o it that 30 1wo
fousreps would sound alike and chey should have a fie of their ow’
Srillthe hasic prineiple of comles syuichwon aion temained s sae
s that the soundirack 1o Alesander’s dears s heaed a3 2 corbination

o wormar's suice, the Japanese e and various ship sounds'. Sound
whether voice, iastument or erirennen: — is used 1o expand the
remporal sl spatinl placement of the irvage, dissolsing any specific
dernosasions in the aumosphers that surrounds it

s Tarkonsky's firs Al in oo and wishous an orshestcal score, S
i espcially useful o inestigaring his sensarial potics. The firsc key
seguence s the ity of the future’, which v shottn Tokyo in 1971 wiih
Doth Blackesndvrite and colear il and whish was aceapanied by a

sarcicularly dissoant piece of Arten'sys music. Accordug (0 lu
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acall' and dhen begins o el ro Kiis thronush the mireo
s gt o

the camera
astream of watcr. 1 une scopped here anc

b
able 70 sort our how these images. theie irmplied nactacves and dheir
media iform cach vihe, Howerer, the il refises o seops ar the shar
of running water che soundirack changes o an excerpt frow
Oehinnikos's souwdirack o Andmei }
side 2 reproduction

e and Kiis is shown along-

Rablev's Trinity. This weaves the chars,
aries and nasrarives opether with that of their excra. die
. This moment of conme
diffren e

e — becween difterens tenporalicies and

of represencation —estends the passibilicy b of recernp-

rion and of damnagion. Is Kais i by extension Tarkorsky) forever
condemnred to replay the past, locked within his regneseariors of it
fhether i nemors. drcam o cechaical mediai? Does his ove for Har
et b o a fid scate (sl by the water) where memory s

indistinguikhatle from perception?

i the en e film equisocsres: in his single oss importan line
Kuis wonders;

Do Thave the right o refuse

en the imagnary possivilies of
cantact with this Ocean, 10 which my race s or decades tried
0 extend a thiead of wuderstarding, and femain here anons the
things and abjcets which we both .., Kris e Hari] couched,
which soll remember ove breath. I e marne of whact For che
sake of my hope o her recarn? ur 1 have o such rone. Al chat
rermains for e s 0 wait. For what? 1 don't knoss, New mira

This monologue cck

s mohing as eueh a5 the ending of Samo
Beckere's The Unazamable, and s theust scems ta be much o

jons of a canseendent sunce
insccnrity of corpores! i we ercet systerms o
o understanding, —which never form

s the Ocezn) and the
represci

on - thruads

dar design, yeo
compuise the very zbric that weds cornseivnsmcss o corporealiy

ke making long
Bhysical puaner’, Tarkovsky once said.

s which urerly dhespecator in
xert such effct,
cn of narmatie, whch i
Staiker i not anly educed e barest minin, but a key poments
threatens o come completely anars. The physical evidence for the Zone
and of chi Room of Desives  almost entiely cireumszancial: he dosed

omwerer,temporal for fecines ot

peritmerer, the ussaurs of merscies and e Tags by which the Sulkcr
warks oot a path. 1 comeents on she i Tackovsky siressed thas the
stary of Torcapine, the St lker's merzor, could be a vire ‘epend (<7 198
2 g prrhaps he Poreupine 1s el the Sealker himsclf. 1o s,
Tarkonsky professed: 1 would be good it the end the spestaros ame
o doub wherher he hud cren seen & seory” (s 2471 1Us almoss as o the
Sualle 15 cord

iz an spocalypuc variation of a childrer’s geme. ke
idesailescck o “cxance the fag’. The onl

forees, that is of orherwise unsoliable ciegstic puzeles, are he woice
which call the Wriser back from s sole foray and the bird shich disap-
pesrs oser the sand dunes, Both e cnematic tricks that, 1F anyehine,

idence of supernaurl

detrace o e sense of myscerysthe threc charseters accuse cach ozhe
. b the viewser i acusely
wlaion. The genersl swate of discomfire and ancase is maintained
oy by e smoothly floating camera, the alsermarions i colour. the
conspicnos sound effcersaril their syuthesized elaboration. Uhe ringin
telemhone i working
the characters and spectarars as wncsnny preciscly becanse thes so
dency contradict the pretenes of e Zone. The Professor discurds his
deviee, nor becaie he loses faitk i dhe Zon

e in i more than i s o fodgement
The fragilicy of the border besseen realism and fantasy is pel
st puraling i the eaisode of the Dey Tuael —a joke. as the
mark: violent current of sater, The beginairg of
the secand part s the Scalker raising his o dlens from i 155,
the Professor lesves his mucksaic

of venerloui

care of che dirccton’s ma -

asecbo i the ansechan e to the Roon: srik

ut becsuse h comes 10

o realiing thas ic s impossivle 0
e The Selker
and the Weiter press on, wading through she waer and despairing of
alker keeps repciivg,
e Staller and
el only o meet he Profcssor enjoy

et but upan remesbering it he gocs beck <l the

erer finding e Professar szsins afer a1l s the

e cver reruras the same way they came. Howeser,
the Wrir cmeree o the Dry Tu
g et snac mear the sery place they lefe him. The Stalker tears this

fold in space as « “trap’ end sheir sureival o3 proof of the Professor’s

Fenevolence, bt it is diffeuls zo eid oneself of the suspicion chat e
s sctaally Teading the Witer, so t speale, u zhe arden pach, The
Stalkers suictures e improvised, not o protect his visitors fron

ko damgers, B salely 2o seant s ity on dhen quese, The
scmencs s remieens of ori an the beginning of Karo:
Bl whens Tost ravellers in the fug psss the same discnesve e thres

s Lspone.of
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Tarkonsky G v

wave @ predetcrmine plan for how be would use the

2 e eperive setes of shots on e
s strench of raad, geadualy inereasing ehe proportian of colour to
black and white, In some ases, @ nocturmal shar fits: sppears black and
wite, and is resealed as co

oy by the colaurful ghoy of city lights
The growing visual intensi 1= matched by Artenrer's lectronse nose
ophonic beaury. When lusor
e edised sequence he fel dhac s posnt was w0 shin B the ncreasing:

risesoucof

aquantity hecomes & change in “guality’ the viewer eeraes from the
einematic el with eransformed powers of visio
The ‘city of the furwre’ suddenly breaks off 10 black-and-whin

scquence, e

with 4 shot of Kevin's home. Kelvin buzts his
avehie in @ bondire, 8 his Ether and aunt look o, he ssks permision
o tak with i che ey swith the bonire’ as if he wishes bis fann Iy

e by this ace of renanciatior.
b of
3 spaceship approaching the spectaror. Krix asks “When is hfcoff?

Coluur s restored s shot of the searey sky, with the vellonw

and < told: Yo e already fying Improbasle as it s trar one

ol 1w ot being launched tnco space, 1 illstrazes che fa

o inso
pittvdns

Tarkosk sule changes to che qualicy of the image can comey more
information tian the dixlogee or rarrative

“The second reversion ta blcl and white oceuss when Kelvin »
Cibaris s suscide video forthe secand e, now i his 0w exoin, First

we see the blackeand-whice video framed by its sereen within a eolous
soam, hut as axial ent reveals a Blsck and-white shot of Kros watching,
and furih
Gitari
the videe) Sactorius knocks at Gi

s of the video take up dhe enire frame, 5o tha Kres and

o i the saime black-and-white space. When {in

‘s coor Kris surns bis head,
confusing he rape with realicy. (1is confusion is consistenc with
Lem's novel, where
spectred Kris then lics on the hed aad views himsclf n the minvor, the
e reverts fo coloar o shov fest Huris oce i decp shadens, asd Uhen
Keiss curstrerchid band. While the initial change co dlack and whitc
appears to mark Kris' s on from the real space af the spacestaii 1
e imaginary space of Gibarian's video, the change back 1o colour
mars if anything  deepening of tae insaginacy and the loss of any
decisive criarion of realiy.

The hire black-andewhice scouence fallows Kiis's defirum, s be
ved mother, o rinses off s aron
celain

barian appeass to Kes n 2 drearn or 3 a solariay

drcauns 01 of his home ard
with water o a prisene white
s iafanilisms b call oot “Mama, mama
w Kris ks and call or ari, who
annibilaced, By this poiat, having scrvec

Garies over it the next saor, wh
he learrs from Snau bas hee
irs spose of inforraing the i

with memry and hope, the i

3 suspenced {for she viewer as for Kis) It has become ks
dntion than 1o

mportane {or possible] ta distinguish seality from i
o faneasy
Bl isthus che multiplieacion and ordering of

manage the various levels of menory

The remainder o
these layers of innages. Bracge!'s paiatings on board the spacesrait are

ceoed tn Kris's colour film of farnily wemoriee, whish il is repro-

duced a8 a fil-scrcer, image dhat blurs dhe houndaries betvreen 3ol
and it Alra-wichin

Chortle Peclade in & “wot on'y weakes nastalgi

. A Tatians Egorors b poinced our, Bach’s

images in Kelvin's con
sciosness, i also miraculorsly infuences the siaze of the inanimare
pharzon Hari', whes‘suddeny begins oz
the soundiracs expa

Jlect” her human past’, 35
st inclde noises esty a folk chorus,
and the chines of hells Aéter secing her prototype on il and hearing,

s soundreck, Har-2 walks to-2 mirror, exeizins ' don't know mysel
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a1 stwdent project under close supervision, i is one af Tarkovsky's
estedocumented fms. Moreoer, it provides 3 kind o
all the cehmigues he learned at voi, as well s a encarive deparaure from
the established patcerns of Soviet flm. Surprisingly it was Tackavsky's
subtle innosasion in shis scemingly harmless short flm that inaugraiec!
the adversarial one that subsequently came o domsite bis relstionship
with the Soviet cinema auchorites. Unlikely as it scems, Secarroller anct
Violin was hounded from pill to post by vigihant aestheric watchdugs

el was lucky c0 have been released acal
Tarkavsky's project for Steamroller and Violin was accepted in 1960
as his final student work and was sared for production at the Fourch
Antissic Unic “Yoush' (lunost’) of Mastilin, which specialized in chil-
dren's s, e s o be a short il in colour, which if approved would
b st o general refease. Tarkosky’s supervisor was Mikhail Romm,
ccomplished direstor and sympatheic teacher wha at the time wat
testing the boundaries of post Staln liberalization with his il Nine
Days of u Single Year (1561), which provided a rare glimpse o the for-
bidden world of nuelear physics, I the Soviet il sysem, prefiminary
approval and even production were often the easy parts of the process.
Each completed film was shown ac Mosfln for the members of the
Ardistic Conel, who then sublected the work to comprehensive ricique
nd discussion. As a¢ previous stages, everyrhing was up for collccive
m the screenplay 1o casting, and from the scenery 1o the
camern angles and editing; many of the commens were subjeetive and
amounted to pey sniping. Tarkonvsky sceeped collcgial eview as pro-
s work,

ndiom of

decision,

ductive in principle, willingly siceing in on discussians of o
Invariably, chough, Tarkevsky did nou relish s colleagies” responses
o his films."

At a mecting of the artisiic council of the Fourth Crearive Unic on
6 January 1961 Steamyofler and Violin was subjected - withering
ertique. Screenplay edior . 1 Bakhmer'exa tssisted that, iven its sub-
Ject matter, there was 2 dearth of music in the s *1am not ot all
persunded by A, Tarkorsky's clainn that he likes the fact that the viewer
leaves the picture feeling that there is not enough tusic.” The flm was
eriicized for its slow pace and weak dialogu. For M. Kh. Kochney
then: was insufficient |
wsage’ He concurred with N. L Bystrova that it was
ehildren. While annoying, such nigeling
cancern Tarkovsky too much. More wo

mour and it Tailed o weach “correct language
4 filin for
s were never going to

ving, was the consensus view

o | e

Ut Steumrolter and Violi displayed profound ideological fws. The
ather siniscer characters of the teacher and mosher, bath of 4
1o delight in chuarting Sasha's dreams, implied a distressingly dis-
respecstul view of ausharity The film's most rabid critc was one T. V.
Matvceva, who condemned the il ousright as “incellectual-philisoph-
al” For Matveesa, even Sasha's render age constisuted an idcological
mstake: Tle [Sashal is not a pioneer, not even a litcle Qctobite, As of
et the norms of the social collcetive excrt no influence over him ™ The
nain bone of contention, howeves, was ‘the theme of rich and poor
Susha appeared as a spoile etk rich kid, socially distinct from the srce:
ldren and the warker Sergei. When pressed, Tarkovsky s crcics referred
I3 1o the nareasive than 1o formal aspeets such as shar angles and
iting. Bakhmeteva clarfed:

Offen this shift in accent vecurs due 1o lapses. The carved leg
of the piano, shot in clase-up, has msde the room look like «
rich salon. Ieis evident that somse decails and perspectives which
we surprised even the director are responsible for re-interpreting

11 was as if the seory would be basically aceeptable if anly it were
t0ld sraighs, without “decails and perspectives’. This acshetic critique
enly forcshadowed Tackosky's more serious problems to come, while
Calling actention to the way that his dircerorial techmique swould shilt the
conphasis in his s from narraive representation to visual presents

The problem was summarized by Kochney, who alloged th
film w3 “objectivist”singe it efraince from seating the “suthorial
0 the depicted phenamenan’. lusov was atacked for the same alleged
objectivism's low can an experienced cameraman [ .| pass through
the cntire film as a figure of silence, [ .| You should have taken up
detinite position’, Kochney cold Tusow® It may secm strange o call
Tisov's camerawork a figure of silence’ when not one shot s free of con
spicous refocusing, signalling a switeh of perspectives within the
“The lack of a unifying authorial perspestive abo renderes] the
nrrative insufficintl clear. M. D, Volpin complained shaut the dance
af the steamrollers ac the end of the flm: “Not + single iewer will
nderstand chac it i (Sashars] dream.” M. E. Gindin faid the blame on
Mikhail Romm for encouraging excessive experinmentation, which may be
wable in filim schoal, bt i Tmpossible in 3 work which is suppased]
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hese places in order o kaow how 1o

that Tarkovsky had to sce
shoor his character in nevrral Tl
Tarkousky is heard snquiring of 3 bell-
e at Bagno Vignoni whesher he caoks his own foa. He i secking
wconception that will wihstand exposure to the conrete conditions of

i spaee, chat s, in the flowing of

“ncutral” ealian e, Ind

Tarkovsky's concern wich the conception of Nos
caus Fascination with making Polarord snapshoss, a
o Light, The
eous picture of
el and

b s crident

i his contempor

selection af which has been published i the book 1
Polaroid camers allowed him to cap

visual conceptions, some of which reapnear in 4 ime of
Nostalghias 2 dog (German shepherd, of course) in a feld, ping
o into the distance; oak trecs alorzside o howse ard groves of
straigh, leafless trunks a glaoray, spiderweb-deaped roam illainas-
e by 3 windowe that Fraones an iy lic landscape: s

Vignoni and whitencd boreles streven a s perimecer, Pechaps parsdosis
Iy compatea ta the films hese

composition is o clear, the chiarscum 1o conspicuous, Tire has

ssing over Bgre

shots seern stsged 2nd mannered

o lved i them,

| s

Before shooting Nostalghia Tarkonsky knisw it world be
“Warer is 0 mysterious elevient, he said, ' sirgle molecule of which it
wery photogenic. It can convey mosernnt s seme of charge and flus.
There will be a lor of it i1 Al I Andrei Rabicv, Solaris and
water flossed v objects ard as a 6l over the screed, s mesms
presation and & mediu of vision: L s nothin
more beauiful than water, There is n0¢ 2 single natral phenomenon
Mt dos voc receive ies refiectian in 1” fon). In Sea

er the watce was
nating n pools and barrels, the medium of vision irself acern
2nd depeh. The water of Nosialbiz pecforms all
of these funcrians, borin line with the increasingly dramatic and
piyehologics character of Takovsky antiates che vague
flows of desire to which Gorehakor is subject

sl st

g opaque texeure

singuli abilicy (0 engage and manage social e wes

iz by casly erities. In ehe ussi the cinem performed o crucia
wole in chanmelling sexual
revolution aitsactive in all senses of the word. In Grigoril

ssite i consisuctive dinections, making the

andl Leonid Tranbergs Alone (193

. for instanee, dhe pratagonise (a
voung teacher) rejects her hansgeais idcal of n
fon to bring el

hrenment 1o 5 backwards eribe in the Far East In
were unsuecesstul unil medisted by
h to slici desive and facilire ire
mmation. n the brodes sense Sobehack speas of the cirema's
ity o Jocalise .. .| the invisibl, in

Sealinist lm sexual couplings oft

Stalin or his image, which sceved

perceprion and expression nd make it visible and intersubijescively
ilable o athers’ I erms of the politics of sexuality and gerder, his
power of the cinema to incervene at the biose
ity can be used in hoth conscrvacine ard progeessive directions. bath

asic levels of com

10 sublimate desir into socily consiruetive sasks an,

T the West Tackoesky's sexual politics, especally in Nostalghis and
Sacrifice, have proven

of the mare conoersial aspcts o his o

meriing, the epithers disturbing (211 xxi) and "Neandeetlalf Hows
Stalker, whieh dircedly addresses the issac in che smage of he hallowes
Room of Desires, complicates any such disnyssal. The Salker i the faili
tato e, leading the two inspotert wuests through an obst
er s forthr

s desine would ament o sel-ag
disement. The Profesor, by conteast, plars siolely to preserr e Room's

cousse en roure to instant gratification, The W i bis
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% What sees o be

o educate, enertain, and show instructve thir
at issue i neieher “objectivism' nor *subjectivism’s but the very milti-
plicity of perspectives, none of which is privileged as autharial and,
therefore, auchoricarie.

e siruarion was exacerbated by Taskawsky's prikly response s he
criicisms. The depury head of the Arcistic Council, V. N. Zhuravlés,
smnarized che meecing by prediting thas Takovsks ‘can become ool
dircctor of Sovietcinems F he takes ineo aceountall o his shoricomings”
Turning 1o Tarkovsky, he advised him to show more flexibility: ‘ndrei,
youwill neser beable to work wellif you bebave like s Thank
elder colleagues for theit inpur, Tarkossky nored thatin the presemce of a
stenogapher he was obliged to registe his disagreement with the idco-
lagical critque, which he coushed in oy pically siridens o

his

1 don't understand how the idea arose that we see here a rich e
violinist and 4 poor worker, | dor' understand this, and 1 probably
never will e abl to in my enire life. IF it 3 based on the fact thar
exerything is oored in the contrast in the interrelations beeween the
boy and the warker, then the point here is the contrast becween

art and labour, because these aze different things and only at the
stage of communism will man find it possible o be spiritvally and
physically organic. But this is  problem of ehe Furue and | will not
allow this 1o he confused. This is what the picture i declicared 10,1

Tarkovsky crowned his spiried rejoinder by exclaiming that thei catire
eritque was forced (uysosano iz palisa, literally “sucked out of their
fgens. Mose t the poin, be ook isue it the qualifetion of che
film s e aling in the process  surprisimgly muanced appreci
avion of this ambivalene term.

Realism is  lexible cancep. The realism of Mayakovsky, the
realism of Paustovsky, the reslism of Serafimorich, the realism
of Oleshia and others, these are all different. And when we spealc
of realism we must speak regarding our awn work, I the presenc
case we are dealing with 1 shore flm. A shore nrust have its own
penre. This picture must belong to a certain genre and we have
tried 1o preserve this genre,

Our sk was 10 create 3 conventional realiey What is he
convention? That we could not develop the characters of the

s

st i the manner of Gorky or
purely consentional manner,
being condemed for."

heraes over four o five recs c
Furmano. We develop them i
schemarically, which s what w

When asked whose maner he worked in, Tarkovsky answered: “We
work in o one’s mamner’ My i pod kogo ne rabotaen). n these
v, offtheecolf comments Tarkevsky maves seamlessly fram stan-
T catcgories of Sovict artistic discourse {communism, reakism) to
sartlngly original acsthetc concptions. For him, pparenily,there was
10 outright contra
smtations and the ambitions of his cinematic project. The prob
was instead that his treatment of the conventionl themes and stories of
e Sovict system avoided saking ot an explict position, and this back
1 deiniion was adudged to be a dany

“The nacure and effec of Tarkovsiy'
1 the arly scenc of Sash
Scters i the sceme bcenesth e of iention ¢ s ora e,
endering thei imeraction polycentric and ¢ 1o the hall
camera is sepeatedly drawn 1o the apple that Sasha s the young gir
viously tempred, s s ehe apple oy from herself, Later in che scene,
o shor o Sasha departing down the hallwa is suddenly
e apple core eft by the el un the cha, with he now out-of-ocns
Sasha dissppearing inthe distance, Lesving s the obvis sy halsn
women are without eseepion depicted unéasourabl, 15 imclcome
ntrudersnthe male word), one notes the way it the spple becomes the
material locus of an intcrpersonal exchange that el s conclusive i e
Cutcome and in s inner mesning for the pardeipanes. The incereening
e inthe eacher’s room el  sirila struetare, While Sasha i pla
i the camera pans e from ehe vioiin o the music and then, pesdually
losing focts, 0 2 ight biar; when the teacher appeals to Sasha 1o pay
attention,che bl isresolved oo glas of water. The teacher calls Saha
A dreamee, suzeesting that the pan reprisents Sasha's detached perspic-
tiv on the world. Howeser, s crie movement, akin to an aut-of-hody
xperience, preventsthe shot froms being taken s Sasha’ beral poiot of
v, Tarkovsky s les interesed in represcnving th story than i explor-
ingits ich poreniaicy for multiple resentations and interpruzations

Already at chis poin in Tackossky's work one can spea about his
depietion of the warld as an exploration of dme. This s made cxplicit
when, o his seay to the violin lesson, Sasha stops to regard a shop.

iction between the systens thematic and stylistic

rous silence’
mascent aestheric can be eaced
of the fvcchar-

“visitothe vielin eacher

the

espsen
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i il o Flm inse-ibed their very Faces with the mermary of previous

roles and narrativos. This blecding, berveen flms thickers she chzrac-
ters immpenctrsble ks, whicl: ke e deatly mask of Pushkon thar
bangs on the wall of the spacecsalt o Solaris s fiozen. There is
sinnlar bleeding on the soundiracks to At Rabiée zud Sofaris, buth
af which incluced a short passage from: ¢ae precedivg flm: as Boriska
alls s aboucs ane heacs the theme frora Tesns Chiood, whereas
2 snippet of Andrei Rubleo soands while Kelvin is framed slongside
Rublev’s Tronty. This rechnique has precedents i aeza; for i
Maorart includecd s from The Mg of Figora i the nale of Do

s s e by an an

Giovumi. There, howewe
whereas Tarkovsky destroys the sarsaine intcgrity o dhe i
merging it inta an alien corest

These complex synchronizations reflect Tarkovsky's concer o
allo the viewer ta tespond creatvely Sne spancancously to ¢ image
Since actors cannot react o situasions sponzarcously, he preferced
Shem not ta react at all, ar least in any isible way: As Taskersky

explained

st vou will depend ot o iy Ticeed b on
at that moment, on my state of mnds
now I say it one way. and five minuces laver 74 sy it difemerih
|- But an actor il and

i you wake bim up in twa days he'll say “Laare you' the exact
same way. Tiecase he's playing the ideology of his charactes ar

The way Lsay '
who | am and ho 1 fee

say the words are drecise way

e, Wealogy comes afrerwards, i's the

bis setion, o its fecli
resul of artand ot is material sucure, its flesh, i mest

Like Hari-2 in Soiaris, Tarkovsky's films seck 0 becore ermeshed i
time by attaining memory and hope - 7 the spetztor, by
of the screen,

After Statker Tackovsky did nar immed:ztely know how to e this
culiminating pont inte 3 new point of departure. He took < posrion
raphy, lecturing
elements of cinema. e bean o ke freuent pulic appcs

where he discussed his next projects, Nostalghia snd an adaptation o°

ac the Lnssitate for Cinennato e dincetors ar the

Daoscuevsky's fdict, as distans desulesatss ‘b prinple o noe
el like making flms. OF course Lwill Lean'e avid e, .- Bur
1 don’s want 0. Perhaps Pm irad of the <™ Tais b
Eanished by a jonrney in space dhat g ise 0 3 new corsators chis
marent is captiead s short e of Traved,

Ar e b of Tine Tonino Guerra welcones

Torkovsky o his Bouse, reads bim a new poem s spke of chei-
s for che day Tarkovsky begins to coplai b the possivl e
tons shey have scem a cut avay shows the cws irspering Amalfi anc
Lecce, Te pradually emerges thar T

developed a frm plan for = lm: they discuss Piero della Francescas
el Partr anda aten sho shows o older earked “Nosclghi'
crure of the sccond part of Uhe il hearkers back t Tarkovsky s
original concepuion for Airror, wwhich he sermed a “queson e

kawsky and Guerrs have alesdy

i’ hrougdout the il Guerea ask

] questions, such 1e
Taskonsky's wreatest influences and his sdvice for yesan; B kers
Shous of the interview are faterspessed with memarivs sl Bnesics
same of which ase evidently lirked ro the premise of the fli, The
cussion of an ormare floor that the bues men are 0t ble
o view brings up the nars wess who lived n T

extended di

Rssian

Elena Korchakina. which is eridumly the source of Gorchalon's in
Nostalghia. The il featares seveeal long paroramas of bigo Vignon,
one of e Iocstions of the fature fm.
The il is iin Tarkorshy's ceusre for s arrgly discorin-
o moncage of image and sound. Afier ispecting the nlid Hoor of
one ancient church the camera shows seenery fom the wiadens of @ car
e fand sercech, s if before an impendig

aceident, hut the imag changes
nd then o foliage and an conp
men share-a meal of scafood axd
e sourdtrack shifs from trafic o sounds of waing and chinking bartlis,
ha balloon, A s

deiving in the country; ther

it Guerea's bick
cawich uni

entifid men i the et

and dhen o the steps of a child who s shown wi

ot completcly.
Timie of Tervel is 2 momert of wefletion and concept
momens of spatial iny
time. I presents he clemens out of which the filn wil. cmerse, ba is
compl  feonn the will
g them to ffc. Perbaps thatis the pain of Tarkovsky's complains
ahovt the pretty wourist sies they have seen <o fas, Guer

rion 3o far deprived of any durstion in

v ard pictorial corsinu
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a metromome, but the onset of ts cicking heralds the end of his
0 Within che dicgcsis of the film, arcis a foree that halss and cvent
i, providing; revelatory “crystals of time”.” This is why
Tarkoxsky claimed o have limited the amouns of sctual music despite
irs impartance to the story: he wanted the viewer to v he film with
a desire for more music. The screcnplay notes: “The music s born in
the boy's soul bt canmo yet become a fnished work. And unexpectedly
s cut by dissonance. The “shards™ of the wrecked design fly apart.”=
Instead of imposing a conclusive storyline or soundirack on fife,
Tarkovsky identifics and celebraces dissomance and discontinuity as
markers of expansively meaningfol momens. Sasha never gets besond
a single phrase of his music, and e is shwarred in his desire get t0 see
the classic Soviet film Chapiaca with Sergei. These

froren porenialiies, che fullrealization of which hecomes the viewer's
proiect in real time.

The shifts and reversals i
of the nareative, just as  violin's resomarors enich is sound. Soon af
Sasha cxplainsthe funcrion of the siolin's holes' to Serged,rellections
the rain on the walls e their final encounter inco @ magicel. under-
water dream, as if mediated by visual resonators. In a later sccne,
Sashas conversation with his mother is shown mostly in mirror ceflec
o, reducing her prescnce 1o that of a sinister apparition. 1loweter,
carming an alarm clock towards the mirsor, Sasha i ahle to freeze the
woment as aplay of deprhs and distances, of harmonies ud thyhens.
Similarly, Sasha’s playing throws Sergei into & reveric of recolles
b the war, which appears 10 he the source of his mental blockige
and his mortal sriousness. His anly tespanse i work, which in the world
o he flm is cquated to Sasha’s music-making, Howeecr, the endi
which Tarkovsky's elder collcages found so confusing, succesds precise-
I because tis nor clearly tappe, 1 resonates with all of the dumensions
of experience that have been show theoughout the il in and ot of
focus, near and far, in mirrors and kaleidoscopes, in aural shards and
Huent music creating dense world in which e charactors share withous
or even understanding - s causality and significance.

o works remain

perspective layer the viewer's experience

Despite the flap over Steamroller and Violin, Tarkousks was affered  full
pasition as a ditcetor in Mosflm's First Creative Unit, aptly named Time"
Vremia). His fise assignmient was  cough one, bt retrospest it vias

marvellous stroke of Tuck. Viadinir Bogamolovs war stors ‘T (1958

3 et

Wl heen adspeed for the screen by the aurhor in callshoration with
cnwriter Mikhail Papaa, and proshuction hadl been initiated in 1961
n amnried direstor named Eduard Abalos. The rushes from Abaloy's
ot proved unseeeprable for the Unies ariste conneil, which fied the
1pless Abalov and his direccorof photography S. Galadzh in December
Lo Againstche wishes of Bogomolos, weho campaigned for ‘ane of the
perienced diretors who know the war sinuation well the studio eader-
p assigned the proiest t the brash young Tarkorsk: ™
i s explicasion’ of his projece Tarkovsky expressed his intention
apen ehe Flm's anti-war message. Naring that one version of the
crecnplay had lvan surviving, Tarkoxsky exclaimed: “That’s impossible,
(it doesi't correspond ta the ruth, One mustn't escape the war, but
ther speak ahout it with all possible pasion.* Steessn that the story
{volved srench waefare, Tarkovsky poined to the lack of tension n the
cxisting sercenplays ‘In Bogomolov's story the arrators remarks el the
ol story But in the sercenplay this is ot eransiated from remarks into
. Ubelieve n this picture. Lecs say this s a film abous war,
out s horsors, and about pevple at . Tarkossky also remarked o
e s meanir for him personally: & am simply enamonred with this
16 Lwas abso tvelve years of age when the war began. This epoch is
ved with grean pain. This is the fate of an encire generation. Many
110 Tonger with ws:chey died ke grosvn-ups.* I fin wih his ier-
recation (and perhaps t asaid confusion with Aleksardr Dovehenko's
il ), Tarkovsky recomme
Chidhood. Ve added to the sereenplay scveral dreams experienced by
an. which (i the words of the offcial report)“underscore the theme of
e riingof bis childhood” 4 He alsa complicaed the male characiers'
clationships with the medic Masha and added the scenc with the
deranged old man amids: the ruins of

aming, the Gl lrson’s

s house, Despite all the addi
ronsky noted that, since the previaus direeor had wased part

of the hudge, the production must be short and quick.
Throughout productian Tarkavsky sweathered an alinost continuous.
e of crticism from the sereenrites, especially Bogomolor, who
was especially upset with the way that the young actor Evgenis Zharikoe
plaged Licutenant Galtsey as insecure and ionature. A the ieeting, of
the Artistic Couneil following the first showing on 5o Jauary 1962,
Tarkovsky Blamed the screensriters for Galtsey's shortcomings, refusing
i« the scenes and shots that same found d
bl The s agreed with the sercermwriters, hawever, finding the il

s
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¢ white letters are drawn upwards in
o form & poltical slogan far May
displayed, as was customary i che vsst, on top of the buil

an that is imposed on the world;
i slogan inta the window, where he sces
by shifting his posi-

windonw that is uncovered a5 I

Sasha takes o notice of the sl
instead, he looks beyond
himsell reflected in four differcnt mirrors. The
world throu

h she same multiplication.

play Tarkovsky and Konchalovsky commented: “The mir-

heap anto each ather the

ror surfaces slice up the sparkling space an

teflcered objects, swhi other,

are cast from one dimsension i
engendering a new, wonderful and fantastic world of colour”? Th
uintupled shor of a reversed clock indicates that such visual reflections

e flow o pression that s heightened by
val pattern. Tarkovsky's and Konchalavsky's sercenpley
‘musical instructions for chis scene (which also sug-

actually ch

includes intrigai

st why the composer Viacheslas Orhinnikor late aid claim o hasin:
invented concrete musich

The music that Sasha composs appears from congree sounds
which he hears a5 be looks nto the efleci
s are develope by  musicalinsrument, The musical
Sounds explode and arc extingished, b il explose and mery
nto 2 meloc, which s
fopment with instrumenal enrichmers

«time more tha

develops. Itis

harmonic de

phserl nd

34 | eah

e mirrar augments the harmonic resomanee of the imsges, wichous

by contrast, narrative declopment

propelling the narrative fors

requires Sasha to avert his gaze and move away. As soon s he docs, the

sonndteack changes 1o fluent passage of piano-playing. This scene i

1 remarkably precise stacement of Tarkavsky's view of ideology and art.
e camers suspends the forward thrust of m; d ideologicsl
: e

mencs of comples, multiplied vision, which mark time only

llow time o b to flow with renewed densie
A simikar moment accurs during Sasha's lesson, He plays the begi
rce e, cach time inverrupted by the grim teach
wiet author
is depicted as 1 leftwards pan across the
verse, Saying ‘you
st keep count’, the eacher tries to dispel Sasha's daydseaming by

whois the closest Tarkovsky ever came 0.2 caricarure of

itics. Sasha’s drcamy

music, suggesting that he has hegun reading it
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ok in theatre (Hanlet and Boris Godmion) and docamentary 8l
(Time of Travel). In the final chaper, tocusing on S
the inangible of T nematic word, which imbues
the spatial, discursive and sestheric conditions of his films with the
poignan sense of porenrialiey The cumulative resule of these analyses,
hope. is a thor 1 to flm mcking
thacwillllaming individual films while uncovering the basi
of his ercative project

Andrei T:
revered as a sacred septareuch on 2 par wich the
navclists and compasers. His work may ran
wantinfluence on the siyle of contemporary Eurpean fim,

rifice, | addross

ugh sceotnt of Tarkovsky's appros

ave sometimes besa
erpicces of Russiz's
s the single most impor-
i its
open narcative seructures and slow, pensive mood. Yet Tarkovsky has
remained an elusive subjet for refleetion an
surprisingly rare in discourse on S, whether
This book is intended to help receify this si
analyses of bis ilms and other creative projeets. O
st Tarkorsky has in pars been a victim of hi
more than a ‘mene’ movie dire

kovsky's seven full lengh Flims

gsi, 2nd. bis nate is
opular or acadernic
fon by providing rigorous

putation as
tor, True, Tarkoveky also stsged works

o, theatre and opers, and vas in addicion 2n sccomplished

enweiter, lm th F these facets
his talent in their place. Llowever, muy claina is zhar Tackovsky was.
flmmatker before allcle,
Is about the medium in which he work
Despice  widespread sense that Tarkorsky achieved somethiog unique
i for cineena, opivians differ

st and diarist; | discuss mi

nd my intention s o examine what his ciner

was. One could legiimarely sce his il
o jusify his yourhful declazation thas ‘Cin

idely n wha: and how valusble it

for betcer or worse, as

na s high art not eatercain
menr'. In particular, compared to oteme. nd income driven genre
movies, Tarkovsky's starics and characters sometimes scem Lke meze
sions for showing earth stained obiects, burning buildings. water
ed landsespes and, pechaps most fendam ible bt
poignant atmosphere. The thought that Tarkov
s based or
of carth, fire, water and air ¢an be expressed in rather hanal v
Baglivo's documentary Andrer Tanors
it the Cinema, where footage of Tarkovsky lous

empts

n examinasion or celobration) of the four ba

instance in Dona

nverspersed with shots of streans, moss and furry asimals, Howerer,

the recognition of somathing eleriental in Tackosky's Eleas

also b
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and concicrges and commits all manner of wnsightly deesd’.* None of
chis was true, save perbaps the aceusation of arrogance, but e llusirares
the oppressive, porsanous 3 d smosphere of intrigue and
innuendo within which Tarkavsky was obliged 1o work

Throughotr 1962 Tarkossky hid been working quicdy with Andron
Konchalovsky on 3 screenplay ahout the grestest Russiar icon-pain
Andrei Rublés whose hypothetcal 6ooth birthday ha been widely cele-
brated in 1960, I carly 1963 Tarkovsky and his screenplay were able
eranster tothe moreindependent-minded Sixth Creacie Unit o Wrters
and Cinematographers', in onder o work with peaple who are coser to
us i spirit and in creatisc aspirarions”. = His hopes were not misplaceds
and the discussions of the sereenplay at meerings of the i comnei
between April 1963 and July 1965, under the leadership of writer Turi
Bondarey and the dircctors Alcksandr Alov and Viadimir Naumos, were
excepionally posicive. Elder colleaz
toric significance of the srcenplay and on the s exclusive pore
Atone particularly ent
Play ta War and Peace an

aredly remarkedd o the s
ial
e meeting Bondaey compared the sereen-

aumoy remarked 1o the visiting historian V.
T, Pashuto (credied a5 a consultant on the il ' should say hat you
ate present at a unique Artistic Concil meeting hecanse these people
can be furious and mean, and indecd they often are.” Tarkovsky
remained at s same unit of Mosfin for bis nexc three productions.
This was the height of Tarkorsky's offcial recognitian, and therefore
an opportune moment to undertake 1 contrasersial, progrmmace il
about the monk Andrei Rublew. Tarkovsky initiated 2 multfacetedd cam-
Paign to ensure s success, showing: himself 10 be o ¢
the system, anyehing but the semi-ourcas tha he became afre the s
‘camplesion in 1966. I the frs place, Tarkovsky uilized the offcial ideo-
logical language to preseat the flo's conceptio
theie screenplay about Rubley, Tarkovsky and Kond
conception arosc

ate man of

T the introcdction o
lovsky wrate

from aur profoundly canseiaus love for the Mocherland, for our
nation narod], and fram our respet for s histors, which lid the
way for the October Revolurion, from our respecs for natian's ofey
eraditions which are its piritual treasure, which has becn deeply
imbibed by the new socialiss culture.

o | s

lere and elseushere, Tarkovsky and Konehalovsky did nor il 10 menkion
hat Rblev was frs i lst f artses included in Lenins 1918 deseee
g the construction of monumental propagnda.* n his comments
it the Artistic Couneil Tarkovsky explained the oppositon between
Theanhanes the Greck and Andrct Rublé by exling the aver s genivs:

o this very reson even the wall of a communist sacity an withstind
Rabie's Tronity, chis icon . .| because it expresses the nation's moral
e, its aspieacion for fraternicy heaury, e Tarkovsky compared the
tion of the bell in the ilm 10 a erand Savierfeat of engincering like
e “damming of the Yenisi
anslogs: but an efecise ane ar e fime i the way it contestualived the
ilm wihin the Soriet imaginary.”

As Andrer Rublev was beginming its tortuous path 10 fruition in
563, Tarkowsky functioned as a full member of the cin esablish
He took anactive part in the meetings of the Sixth Creacive Unic of
Mosfiln,supporting Konchalossky's Fst Teacher (lthough he ook the
iherty of suggesting an slemative ending), critcizng K. Gold flm
Hockey Players, and remarking on the poor qualicy of sers ac Mastlm
aprapos of the flm An lich of Earth* In the autumn of 196 he re-
e e Versice for the sisteenth Festival o Children's ilms, where as 2
member of the ury (alongside American animaror John Hubls, amongst
athers) he reported that he had securd 1 60 victory for souilist con-
ricsaver theie capitalist counterpares. (Fise prircwer 1 There i Such
1 Gy by Vasili Shukshin, whom Tarkovsky consistently rated s o of
His only serious counterparts i Soict cincana) In teansceipts of these
mectings Tarkovsky appears comortable speaking the official lgusge.
Defending his friend Gennadii Shpalikov's screenplay *Point of View’,
which had originally becn enirled Hlappiness’, Tarkorsky wsked: “who
e if mot  youn Sovietctizen, shoulid be malkine a lm shons human

happiness?”

mot, in retrospect, the most awspicions

1 you see yaurself the task of secking some aspects of happiness
inTife around you, [ assure you that, despite some ver vivid
maments which are obvious for al people with an clementary
Marsise edueation in the social sense, this concept will be quite
limited and trues but f you put all these aspeets togerher and
organize such a spectacle, | chink thar the result wil be @ very
umsuecessful flm, because it won't have 1 elear perspective, [t will
be an illustration of Mar's indispucable conception of happiness

thesyem | gt
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omusually eadians azure sky, i the distance the dark green wall of
the farest, O the top of

st il there stands crookedly

pole wich a bul’s skull paced on top. Under the pole there sits an
ald and snow white taan, with fet i bast shoes estended on the
s, s e alinost back likean old, water-seasoned onk,
under lufy white brows laok bind,
ing on his knees.

aoked hands calmly rese-

e old man there sits an 4 rock @ halFaked

playing on s flue. One sces bow bis rasy checks
infle and cxhale, how his fingers skilfully run over the operings
i e A the boy's fect

nearby Jaeily licks it fore »
the pond the drag

Roerich', the
beauiful.”

The Gonduccor .., Stalker] cases 2 quick glanes at him and
s bis face o the Writer, who, thrusting forsards and nor curaing,
around, with open movth and wonder takes i this weind picrire

Then

g bear sleeps, and anesbher o

. Over the sushes tha frame part of

o-fies shimmer with their ble wings.

rofessar calmly says, Roerich the clder. Very

farns 50 the Condctor:

The Concucror spic.
“The deil only kenows’, e says, “whether s somewhure or
somewhor.
‘Have you secr it before?”
“This D e, Buc the pictures are abvays differeut. .

I the sercenplay the vision ends when the Prafessar dhrons 4

the water, spreading circis over s suréace and melcing iy the misis

complecely dissolsed it he flmws

mucky flaids — From che beer in the bar ro the glisses in e aale — all

of which emphasize the apacity of the very medium of sision through
g prescned.

At the begioming of their path the Stalker remarks that

e vision, In Stalker the sce

which this stors; hie vision, is

! e Shnels
ISy i e plsce b lwsthaal of ehesound s 0

are races of son

Zome “convey & sense of heterogencous worlds exisring sirul

dissect discrete components of cpericnee, which s lways an encounrer

canssary forces. by ‘refasiog (o wnovnee the manner in which
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o long, ehe character of Galtsey too ‘infanile’. the character of Tar

a word applied
A documen of 12 February 1962

Tiss specific shors that should be cur or remored entircly

rect these shorteomings. A tee

deletion of Hitler's corpse from the documentazy man

sho where the deranged old man shows Tvan 4
keness of Stalin,
sill atracted criricism from higher

the cutting of th
certificate embossed with the The finsl version of

seuesome documentary footige, and to this day copies of the film differ

I the end, al of Tarkovsies mavails were rewarded and relieved ina

Je seroke when fzom's Child) ather prizes) 3 Golden

1w ac he Venice Tilm Fessval in Septensber 1o and the prise for best
tor at the San Franciseo Film Festival in Noveruber of the same yea
e conclusion of the Cuban Missle Crisis, the

imediasely

sier for “the powerful style and the poctry of his images' The fim

scted comment and fgnired 3 polcmic berssen the niemational nota

erto Morsvia and JenPaal Sarore. No less imp

husiastn of audicnces in the ussit, where anything related to World War

 trested with the uemose solcmnig: Tarkossky was interviewed o1

seiomyide radio, and from April waz vt the widdle of 1963 Maskle

Jed umerous requests for special sercenings of the flm, which

the Ministry of Cultun's il
1 press reports flowed in. confirming Tarkousky's e sar scatus. No

importan for him as an artist was his new-found access o foreigr

Joms and iezature: is influences changed from Neo-reabists ke Clouzon
more exoric lmmalkers such as Rol
« Godard, Luis Bunuel and Kesi Mizoguchi

The talc of im's Chifdhand we

Bresson, Alain Resnais Jean

1 he a simpl one of perseerance
warded i it were nos couded o by omens of shat was 1o come. On

arounds that it was made by rhe clildrests wait of Mosiilm ks
oo was mostly shown in carly matinecs without any advance
otice, Tarkovsky's independentminded behavioun in San Francisco

epared the ground for ‘the farure lgends abo Farkavsky's difficule

b press repores mared arly his ey
The file on foun's Ch

. the curious case of the missing phatagraph. On the day of the
o, April 1962, 3 party was hed o the D

centre for cinema workcrs that inclucd a no

nd prickly charscter’ * althe
pointed, Hollywoodish st

fbood alsn

kino.a kind of o
sy

lstocked bar. Ac some point, someone ipped some phoio

e i and presented ther

phs off a small phoco eshibit devore
to Tarkossky, who was accosted by local babushits and accused of thefe
The argumen escalated, and Tarkansky resarteel o some choice phrases
e, Irma Rawsch. A ludicrously exiensive

the Mol Party Commitiee an

\ defence of his insulzed w

b Party Bureau of the First Creative Unis absalved Tackossky of any

weongdoing, but it also noted thar the incident had conrribured 1

1 sitaation wherein “widespread ramour is alweady calling Tarkovsky

lrunkard, an arrogans and morally dissolure man who beis waitresses
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and s
1) Yerche
sequence is nor juse 1 visaal display of furiling With cach arrval ot the
spot of arigivarion the sovmdirack regsters clear changes: che sond of
faling water s sudderly and inexplicably
How Changes in the suréac,

O bareel with By warer, 2 polluee river and che warerloged il
Avor, each of which is subiected to disruption and analysis. Th
space isa warery lens, gradusally bringing oo focts the sridied image of
el of themsclves. The Waiter helpfully cites the analogy
of St Perr: the illsian af walking on the water i sustainable as long 15
faich lases,

s Wt would seen sl chan plac

the cireular path of the characrens (o 11

of water are stadicd in nterspersed shats

O seriptural efercees e fortheamng, whe th
in voiec-oner] recites the Reselation of St John the Divine and the
Stalker reads verses concerning the occarsence o1 che oad to Emaavs
from St Luke's Gospel, Three days afi

are o thei way 10 Exvaaus when Chest joins them enrecognized srd
asks the reason for

the Crufision o disciples

Chuiscs becsapal, desth and resueection. Chrst sdhuomshs

thers for their lack of understarding bus scays wish them o break
biead, whereupon the disciples recognize him nd he disappesrs: They

sad te cach other, “Were not ou hearts b

v withio s while he was
talking (0 us om dhe road, while be was apening the scripreres t us?”
Luke 342
as Chris; aft

3. It would be simplistc 1o s

hat the Sealker is posing

all, it s e Professar swho breaks bread G the forrn
thorms. The
link s rmch mare t0 do with the impossibiliy of sharing space wity

of his sanduwiches) and the Weiter who dons 4 crown

ch roquies nor vision bu faih,
Jrions el fable’ b it has direct
ing o the work’s sencorial effect, Salvation from the Dry Turnel
e 2 colour shot of the il loor covered by a 6l of dirty e
“Theee shors continee in sepis i the ensuing scene of res. The objeets
aimpsed range from a bortle and syringes 1 a gun, coias. pages (rom &
calendar and John the Bapist from Jan van Eyckds Ghenr Altarpiece
The soft flow of the water con I e obiecs belo and the
water and suh
uishable from refractions and sorface poll

the resurreeted bads, w

This iy s ik

b

buman fpues. sbave; morcoser, welections fron:
merged objects e

The v s with swrls of sirborne prater causes ore

wander abou the role of the camers in progucing these ects,

Gl P i5¥

the images ae accamparicd by the Sealker’s wikereciting from Se Jonu's

Rev

throgl the elemencs has eulminated in 1oching other thar 2 new vsion

of the carth shrough the waree, It s also az i moment that  dog;

ppeass il begias to folliy e three men, Whence che dog? Perhaps
st Arthe end of

ation. However, the images stress st the dhree men's journey

From Rembrande’s exchings of the supescr held au En

the sequence the siver i shown again, won app

pollation: however, we are ncey awase of the water 33 s meditm.
The study of e

the sercenplay, This ssquence appears to be the vestige of a vsion that

the thr i the Room: (e firse appeared in the

e of s il of

s unerwaer sirfaces does Aot feature in

men svitness before e

secand foll ersioni:
A enrire world opercd up before ther: a strsnge, half Fuilar
wonld, At their d. On
che low bank, o0 soft grass, saca yoang soman, herfeit parhered
andet e on hair almost touchin the water
i e Face. ehing her back s eclling greer: hils und 11

ctwas the calm surface of a lake or ap

her head loweras
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cloud the elarity of the deas, s had allegedly happencd with funs
Chidbood

The story of what happened afer che film's completion is comples.
but it has been told before and need not be repested i full here.s*
Tarkovsky edited his mass of material down to around 205 wiautes and
cubmitted the film an 26 August 1966 under the ticle The Passion accord-
g to Andrer, a version made in such a hurry hat some actors’ names
were omitted from the crelits, The flm was resurned to Tarkovsky with
a list of changes to be made, mosily concerning the film's excessive
lengeh, scenes of brutality, nudity and valgaricy. By December 1986
Tarkovsky had made maost of these changes t a il now called Andrer
Rubletv, creating a second ersion (one that has never been seen but is
Sull rumoured o exist], only for Goskino to present a new lst of
demands, some of which Tarkousky refused o meet. Once again the
ultimate source of the auth dlear,
buc they muse have been quite serions for the cinema system basically to
reject one of its greatest produces and heaviess invessmers. While faule-
g Tarkousky for his stubbornmess, Rostislay Turener has exprossed his
sympathy for the young director's plight: ‘there were 1o concrete resol
iors on the film, and it stands o reason that Tarkovsky could not cut
and paste it according to mimeonrs concerning the opinions of some
offcials’] wites”." The stalemate persisced uncil 1969, when the new
ersion of the lm was approsed under the title Andres Rubiée with 2
sun time of 187 mintes. 1t was sold o 2 Eurapean distriburor and was
entered out of competition at the Cannes Film Festival. The Sovier
authorities allowed its domestic release anly in 1971, afier Tatkossky
faced down callsfor further cuts 4 Iy this rime, Tarkovsky and the state
cinema apparacus had resigned themselves to an uneas accammud-
o, which persisted right up 1o 1983

e abjections has never bec

Once theinterminable contreversies over A Ricbléw had died dowsn,
Tarkevsky began work i carnest on Solaris. In @ fecer o Scaniskaw Lo
of 27 June 1970 Tarkevsky declarcd: “Pan Stanishaw! You can’c imaginie
o glad Lam. At lase | can workt™ Based on 2 scence-fetion nowel by
a Soviet-bloc aurhor, Solaris was & relarively safe projest I she groposal
Tarkowsky underscored the necessity of preparing the populus for all
ncies i the exploration of space and depicting the conditians

for *the final bactle of [human] reason for is futuee, for progre
for the beaury of the human soul"# Tarkevsky could proudly represe

i

“

0 film as fundamentally Sovier: “From the woral, cihical and dea-

ical points of view this piccure could nor he made anywhere but
ere [ i the us]. Not least mportant was the guarantee of
fnancial suceess i, Tarkovsky endure

imcessant demands that he
Ity the idological and national allgiances of its characters (Kelvi
cemed 00 foreign, the unimaginative auhoritcs too Soviet, stres the
rosressive natur: of future societ: show more clearly the success of
e crene's attempes to deceive the Ocean by sendinga encephalog
1 Kelvin's waking thoughes (as in the novel),
frcating of matters of fate and religion’. They also objected to Kelvin
worting i bed with Hari and running amok on the spacecraft in his
nderusear, Tarkorsky acdressed these in 22 curs, e-dubbings and clari.
ssons, ke the introducrory riles thar affirmed the constant develo
ent of human cognition” and ‘the wiliy of studying the casmo’. as
el as describing the *sate of saciety’* Howeser, most of these subse.
jucarly disappeared from the film in irs final version, which enjoyed
s at fesivals such a5 Cannes and has remained Tarkavsky's mos:
popular il in the West, T fact,ac hoe s wel, Solais proved the lesac
oncroscrsal film of Tarkovsky's entie scptaceuch, cngendering broad
fiscussian in the offcial pres,largely centred around the Hlm's relation
o the novel and i bearing on the Soviet sprce programme
Thesuceess of Sofvis confirmed Tackousky asthe major Saviet -
tor and a5 thorn n the sde of the authorities, Mirror s treated more
less s & vauity project,allocared to the ixth Creative Unit fwhich dur-
in production was renamed the Fonrth in an internal reorganisation of
Mosfil. At Mostlm many concurred with diucror Georgit Chukhrai's
view that “we camallow ourselves one pictue chat, lbeit incomprehensi-
ble, is talented.* The reaetion of Goskino was harsher; ts head, Filipp
Herssh, reportedl declared: “We have artsic recdom (n the s, but
10820 that extent. One shoe in parcieular —of Margarita Terekhova levi-
s repearedlysingled ou as excesive, As lace as June 1974 the

Head o the scudio, Nikolas izos was imploring Tarkovsky

No ane excep the refined el

‘e of the Palace of Cinera will
derstand your profound thought. We can make one version for

buticn abroad, ba for Soviet viewers. ... | can' for the life
of me understand why after killing the rooster she has ta ascend
o the heavens. After all there’s a war going o

thesysem | 4
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Idont knons o e orked with bis other scrcemuriters, bue
s it s ke this. 1 being 2 newe episare. Wb juse disuss
theday betore. ‘165 no good. Reda it “Well el as what o reds
what ro remaxe. whit 1 addf” 1 don't know, Yorr'rc the scne
writer, ot | s o do it Lredo e Ly w caneh the right o
the right conception, as Lunderstand i¢ . .| “That
Reado . sigh and crnw! 0 the ypesceiver, Wb, This iscloser e
ot quie g, It seews like chis phiase carches i bir. Try
1 dimy examine ‘tha phras
opinion it completely random. | conld fust s
B Lrede e, H reads slowly: b c-reads ad bis
moustache pesks up. Then be cays decisivelys “Well ... All ighr,

develop,

A phease lise any oher, In oy

it do for row It gives us sormctlins o seart wirh ar s . And
o te e s dialogue, 16 ke 2
itinto confornity o the one hefore and the one after” Ton't i in
Ldon't ki
e 5 vy o tomoeron”. Thar's hew we worked on a
scrcenpy that aad alzeady been aceepyed and approved at 31 evsls.!

ek i my . Bring

7' *No. And what dorrt you lke in

In St
founder’s san in A

raky's accaunt Tarkovsky dire
et Rubl
silver from the exasperased pr
formala as he goes along

Like Bariska, che dizeczor must allow his conceptior ped
by foreus beyond his mmediace conrrol, whar Takorsky called the ceasee
Tess flows of s  surrourds 05" (0 96):

“he bell
who impertinently demand: eves more
thangh he s really invening,

y echoes Boriska,

be

the conceprion takes form by cinematic e, char is o s
usc be ormed by lfe1scif. The conception comes
film anly o the mose direct a
el The worst and, in my vice

n v in the

W ineeiace contact il

sereen. After all, the cinema

35 bor 58 means of capruring the

very ot of realiy

 photvgraphically conerete i
ness ) The authorial conception will become 1 by human
ableto s it in che flow of fast-reenar
imprin in the concrete palpabilits of eac represerted nstant
o emorianal wnigueness 5 15

agitaes and incerssts orhers, only when we are

in iz sestural

ception scxacty a begioming thas exposes the i o time: more

precisely it s crap in which Sive e b canzhr, I the cinema “we con-

i space in onder 1o crcate e llusion of time” (54 53, | e sinenpl
ch raps; i

J, s "2 aparement in which time itscl Lved {0 52)

Srapped ot in meticulous derarl, o 51l

i dags o rehearsals and eoforced inaer

and the sen wer jise s
Tarkussky
Tarkowsky's s won

ol Dviaalisis’s set for Mirror.

skor somerimes
ke waiting for the right ight and mercorolosical congitions, Ideally
this extensive planning o K culimimare in a single, uique ake. Notie
that it toak thees takes w complers the al shot of Misr (20 1
of i Tarkossky exclaimed: “Terrivle! [ st only oot one take of
cachshot® {30 1530, To be ware, there were practes! reasans w0 mimi e
the number of rikes, for iestanee (o cconomize o vanabi flim-sock,
Toneer, the mtended et of Tarkonsky's nesienlons pressratiors and
preference for a single ke was o create @ worerere spaial and
eaaerix wiziin whicls the stochassi flow of
randonty and wnczuingtul 5

“This aporcach sllowed considersble fresadom to the macerial forees
and animals that wee ealled vpon no:
e 1 manifes thenselves in sctivics The b har lands on Aszaf ey fn
Micror s oiwiousy manpelated, as s the bird wih broken wings thar
 nareazor tosses up At the end of e fim. Howerer, e bind thac
(ands on the wirdiny dhing the press conference (n Sofuris explodes the
rvise mundanie scenc, as do the birds that ly ot of
 che evidens rick of mury
e a general simosphes of mystery in

ime could imcere at wne

ealisn” of an

the stacue of the Madonma in Nostaighis,

s ke Siaiter, dasoi
s the behavi
wion of the wind in horsographing the finous long

Nostalghia i e of the dogg Exar seems sruly wncarng, as
dues the coops
ke of Garchakon ferry-a Domenieos eandle ncross the pool, True,
ot all chance was welcomes wher Sven Nyguise’s car mmed in
the leng e of the fire at wild
£ set at great experise in vrder a redo the shos carrectly Hedid s not
bt 10 creae s unifed spasio-temporal
fild witkin which the sleatary flow of tivse might wanifest tscl

i cones shont the integricy of
e shor, he reserved she cighe zo nadcrming i shrough the comple

onization of action, coloue and sound. Shors might
e reference 1o the outside world, such a throua
e Sualker'swife addresses the spectarar:

i of Socriice, Taskowsie had ta ¢

1 restore bis precise concepio

While Tarkessicy spoke in 7

intracicgetie synct

documentary footsge or when






index-24_1.jpg
from his persomal poin of view, and to make 3 Al on this, 50 0
cak, cement, would be a thankless task on che one hand, and
destined for ahsolure failure on the other.

As with Steamroller and Vioin, Tarkovsky appeals to official names and
cancepts, but only to look beyand thems a flm can deal with ideological
clichés only as obicets of individusl regard, as oceasions for the exercise
of human subjectiviey. Andrer Ruber is the greatest example of this.
Tarkovsky was drawn to Rubléy not for reasans of paiotism or adula-
tion, but rather beesuse Rabiév's icons provided a powerful m

enquire inco ways of viewing the world, both in Rablev's sim

nd in

Despite the unseincing support of his collesgues and his o efforts
0 inepret the sreenplay. Tarkossky soom ran into trouble with Andrer
Rubf. Ingimations of the problem emerged as arly a5 a meesing of the
Artsic Couneil on 3 October 1963, where Tarkovsky expressed borh
his exasperation at the conscanc rewriting of the screenplay and his
vefusal 1o change it any urther. Sereenplay edior N. V. Beliacia hinced
At darcforees at work against the film

Luill perhaps die soan. and | want to dic with a clear conscience.
Tor me, the story of this screenplay goes far heyond the realm of
our crearive and administrarive circumstances. [ .| The elastic of
chis e s been stretching for two years without end. Margover
it s unelear. Perhaps the comrades here have mes with peaple who
voice active objections? For me this is some kind of elusive ghost
with which it is difieult 0 fight

Tam simply taking chcaneage of the presence of a stenographer
and, as @ communist, would like to declare that | consider the
whal story with this sercenplay as a crime agsinst the nation

At the same meeting it was decided o present the screenplay o
al leadership of Mosflm and the Commitiee for Cinematic Aff
Saskinol for inclusion in the plan for 196, P, M. Daniliants expressed
the common sentiment when he exclaimeds *Lshall be i seventh and
ven cighth hiessen if we are able .| o find numeraus supparters for
this serceplay up ahove (ra verkhuy  In the end a single gl

supparter proved sufficient. An official of the ldeological Sectian of
the Central Committee of the Commuist Party belped Tarkovsky o

I

- | cnh

sreange for the sercenplay to be published in the leading flm journal
Iskusstvn ki and o secure fancing for the praject 4 Publicasion and
ing effectively legaliecd the film, aldhongh they also hound
Tarkossky 10 shoot exacdy what and how he had promised.

The seeds of the provracied conflier were there from the beginning.
Already i the Artistic Caunail of the Siseh Creative Uit of Mosfi,
hoth Konchalovsk and Tackossky hid underscored the fct chat che i
s ot called Andred Kbl

b

halovsky declared

this is ot scrcenplay about Rublés [, .| We santed o see the
epach with Rubliv’s eyes, and in this form the viewer will know
precisely who Rubléy is he won'r be able o remember how Rubley
acted in this or anorher case, but he will have a thorough know-
el of his psyeholigy. We wanred the viewer to understand haw
[Rubli] experiences hings.

Farkavsky added: “OF com
o major misiake s Never inten
tation of Rubley, Tarkosky instea

sieture about Rubiiy [ ] that

pre-
i onder 10 suggest
wd unreprescncable fullness of vision, At the Artise
Couneil he deseribed che sereenplay as 3 musieal development “fram
maior o minor” and then *fram minor to major’ < The connection
between the constitent ovellas s notin Andrers progression towards 1
canen, but i the emorional moscment of Andeefs maral desciny 4
Within this progression, the shift to colour for che cosing display of
Rubliv’s scoms will ereate the unusual effect of a blow, the very sre
which, perhaps. somewhere conventionally divides life and ar
Fhroughout this and other discussions, while underscoring the ideologi-
cal reevance of Rubli, Tarkovsky poses his own task as che visual and
aural communicatian of an inner state of being, which resists being
reduced w atidy messae.

As Tarkonsky planned, shor and ediced the film, its visval discourse
constantly became decper and more inericare. There arose new difhc
culties, such as the authorities” reluctance o fund a double-lengeh il
 che difficnlty of sellimg such films abroad + Faced at very step with
the need to shoren the film, Tarkovsky consciously chose to s
ncellectual inceeity” for the sake of its ‘plastic integrity’ * As the fl:
adually approximated an abstract composition, a “figure of silenec’,
rhovsiy's colleagues warned againse experimentation sha might

thisis ot

particular story or

traced ies outl
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a sound should be read’, Tarkansky is sble 1o represent the strange
i

ation of luman esperierce within a space crossed by alicn will,

i Scalker’ eanine quést is nended
€6 be seen s a mere sharm. Far Soviet ndiences the ordeal of the thrce
men would ave eehord cinemaric and liverary aconats of the arele
of Stalingrad, where soldiers stalked througlh s, craling over the
st of bombed-our buildings, only to be confronzed by incongruous
teminders o the cislizarion that ceigned there so recently, such as ring
g elephones (for insance, Vasilli Grossen's i and Fore, pare 2,
chapter 24). Howerr, in the fial asalysi it would scem wnimportars
whether ane is “suppusead (o belicve i the Roons of Desires o s whi
is feaportanc i the performance of the act of faith, which culminaces
in che miracle in the finale of the flia, when che Sealker's daughter
selelineically moves three glasses across a cabl, dropping the final one
awer the edge, How s this o be taken? At che beginning of the il (s
in Sacrifice) 2 vibracung ghass regiters the ivisible tremors that invade
the home. At che end of the il ehe glass registes the invisi
within the home, ane thas appears more hestile than protestive, given
the il's malevolen: smashing of the glrss. However, the aper Fale
wnderscores chat the Gl i less about the power of the bumar spiri,
and certainly ot the inperding (ecoogical, poliical, mors, eelgious,
ete.) crsis, but arher abous the enconner hetswcen hun
their hastle warld
apparatus, an opaga

1, o course, unlikely hac

ble powee

subjects ané
i s registercd and mediared by the cinemar
i wlimately revelatory medivmn. |h promise of
meaningfolnss in the flm (as i the Zo 1 wager on the
existence of 4 su real; the wager is or: she physical and
therefore spiritual) receptiviy of the spectatar

8§ Time

Steamrotlor wid Vioiin the vuusic stops as soon a5 the escher sers
the metroncmes art ludes precise caleularin, s sess o sy
Vet an his sets Tarkavsky was renowned for plasig the rale of the
metronare, <ouning ou for his bemrsed actors the duratian of an
action o position. 1< was only when the merroe ceased = whe the
ector ceded control  that the exact orchestzazion of mumement came
ormerines surprising even Che aciors with

live as Smrinted
precision of the directs

The idea of che “conception’ Gamysel) ouctrs frequenly in
Tarkensky’s rests and interviews. The Sausior's work’, be noted. besirs
it e inee ectual conception,the e (0 el ot somerhing impar-
21 1751, Avcording a bis diary {3 July 19751, the anresl
Jicaned 1 cxploring hov e ides
 work marures'. He kened the director o a “saiter sho v carry 2
autain Gf places without breaking chen’ 11 1297, e lauded Segel
Passdianon for rem ki kis osen concepsion’ (11, and
sl divestars vho ‘chased ater docunzntary authenticity 1o the
et of thir qurharinl canception {57 78; 7/ (4. And set he also
comfessed thas wher Tacriee at the shoar it s out that L i so muc
r tha g imaginacion (faniozia) that e 1o change everything
Lo 1331 He s his ivcesplay 25 the spicitial mesning in are
T wor] v s own v, i e oo

o

sereenpl *Haffrannians’ wa of

e of the world thac i sketches and whic we pereeive a5
(i 7.

The conception was non cantained in she scecenplay A
Strugarsks co-s irer for Staiter, sives the fallowing accon
his collaborstion wiih Tarkesky shead af the secand shoot of the fm
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haed-currency carnings. In short, Tarkossky and the syscem foung
within their mutual iterest o achieve an aceommadation, however tese
and uncomforeable. The Full stary of this Fragle peace reaches epic
proportions, especially in the years of Andses Reblee and Mirror, which
were borh completed and released w0 internacional acclaim despite
encrenched opposition within the Soviet burcaucracg. However,its main
linesments can be recogaized alrcady with Tarkovsky s first sceps in film,
at atime when he was snksiown beyond the natowly professional com-
muniey, and when his high self-estimation had not yet been matched by
compaable achicsements and was certainly nor shared unconditianally
cven by his clnsest teachers and colleagues.

Andri Tarkovsky was born an 4 April 1932 near lurevers an the River
Valig o the cast of Moscon, into a prominens family of inellectuals,
i father, Arscnii Tarkovsky, was a respected bus someshat marginal
poct who becamue a war hero in World War . Arsenii Tarkosky left
His family saon after Andrers birth, and che futuee director grew up
in a houschold consisting of his mother Marita Vishniakora and his
sister Marina. e began bis university srudies 2t an institute for
Asian languages, bt soon left and, afrer a term spent on a geological
expedition, cnrolled in 1955 a1 v, the mai Soviec
in Moscon:

Lirte in Tarkovsky's previvus ife had sugeested film directing as &
vocation, and he did nos apprvac his course of study as a maverick with
irm preconcaptions. Tarkovsky s cducation at ek frmed him 1 5 dis-
cinctly Sovicr filmmaker in the academic wradivion established by Serci
Eisenstein. In a 1966 intervics, noing the careful orchestaztion of shot
serucrure in his first featurcrlength Glm, loan's Childbood, Tarkevsky
charaererized it as “a typical v filim, thought up in the student dor-
mitory".! Claiming that he had become 4
Chldbood, he declared shat, above all, ‘sudying at vk solidly con
vinced me thar you can't teach are Howeser, his student flms visicly
st the many benefis thar Tarkovsky derised from his sudis. For
one hing, voix acquainted him with th very et in frign Gl trends.
such as Inalian Neo-realism and the Fresch New Wave, For anocher, one
should not gnore the fertile creative emviromment fosered by Tarkonsky's
classmates, from Andron Konchalovsky to Vasilis Shukshin and Otar
Tosseliani, who would o on to constitete an envre gencration of youns
Sovct lmmakers

dircetar anly after lia’s

Epey

After asisting Marlen Khutsiey on the il e T Fidons v 1956,
e scarred Vasilis Shukshin, Tarkansky and his furure brodhce-in- o
Ieksandr Gardon ca-dirceted the short film The Kiflers i the san

s om Exnest Hemingway s short story and also feararing Shukshin,

11 Rillers s in snsny respeets a enude celebration of Ameri
122 age culture, replete with blatant errors {{rom misspel: English

I prions o clumsy cues) and misjudgements fsuch s the ‘Negro? cook
Hlackface). More accomplished is Tarkonsky's made-for-tclcision

There Will Be No |eave Today

9581, which miade a deep pres-
101 o0 e denizens of verk and be apleof commemarations of
11 War . relsof a derachment of young,soldicrs st o remore
e cache of explosives lft ove from the German accupation. Whilk
g firmly n the Sovies mould of narratives of patriotic heroism, it
1.4 particular debe to Henri-Geonges Clourot's Wages of Fear (1953).
ke bis Freneh comnverparts, Tarkosky proved inclined to utilize classic
I64ices of suspense 10 probe metaphysical resomanees within a plain,
srned pieture of reality. Nonctheless, Tarkovsky remained within
i echanisms of the Sosiessysem i the sorldof the Seviet maginar
1+ cvident from his collaboravian with Andron Konehalovsky and Oleg,
Oty on  sereenplay Antareri: Distant Land',« heroic talcof explore
Stton i the spiei of Mikhail Kakataror's The Uresen Leter.+
By concrase with s carly i, Tarkowsky’s fist fearure flm
Stcampoller and Violin appears 3 quaint and harmless cincmatic pocim,
provocative only in its unabashed innocene. 1t el of the friendship
between the young musician Sasha and s scamroller driver Serpe, who
saves the lietle hoy and his feagile violin from the bullis who hang
around Sashars building i Moscow tha sill bears the scars of war,
This ailed b the inrervention of Sasha's mother, and Sasha
0 dream of a symphanic harmony between people and brightly
coloured stcamrollers in the renewed cityscape. 1 s sill patenly amateur-
b in some or nstance, gt ar the heggnming of the i ane of
the boysis playing keep-up with a ball, and whrt he clarly drops the ball
i keeps kicking the ai as i nothing bl appened, 1 Tarkossiy had nor
e his o s, one sould handly be alking sbou Steammler and
Violinaeal.

s It

et Steamofier and Violis is smportant nor anly as Tarkossky's
debuc and the beganning of his collaboration with co-screenwriter
Andron Mikhalkos-Konchalovsky, cameraman Vadim lusov and corm-
posee Viacheslan Ovehinnikox In the st place, since i was praduced

st |
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| The System

d Viak
s the curtain going up on Andrei Tarkovsky's career in cinema,

toor apens in the frst shot of Steamroller

it of this door will proceed an line of characters, from the
dicvalicon-painter Andrei Rublev to the post-apocalyptic visionarics
Jomeniea and Alexander. It will open onto native landscapes and alier

. oo scenes of medieval desolation and post-historical apoca

vpse, and onto the innermost recesses of canscience. Yet, far the

veals only 4 chubby lisle schoolboy
o msic folder, who awkvardly and tencs
. i hostile caurtyard of a Stalin-cra block

open door

tinely emerges inta the fa
1 fass.

Tarkousky®s seven major flms have achiesed such exclusive satus i
Sovier cinema that it is casy to ignare the degree to which he, like lictle
Sasha, was at bome in the very systeon that threatened and ultimately

cfected him. There was, of corse, na other way for him 10 pursue his

scation in the ussn, where cxcrything from the total number of relcases
0 cach studio’s supply of Blnscock was stipulated i the yearly plan
{ssted by the gavernment, whase monopoly on lm production was exer.
ised through the State Committce for Cinema Affairs (Goskino
While Tarkovsky's relatianslip wit

e authorities was never exsy his

it how 0 se the systen for bis aven ends. In ears when

edonly with the
sky's flms were
e inthe Savicr

onser of perestrorka in the mid-1980s, all of

pproved for damestic and forcign release and wer

press. Marconer, while Tarkovsky was at times incomvenseat for the
the 19cs and

an invaluable advertiscment for Saxiet are and the source of scarce






