"I am convinced that any attempt to restore harmony in the world can only rest on the renewal of personal responsibility.”
The Spanish philosopher José Ortega y Gasset has referred to man as a “conscious cosmic phenomenon”. What he meant by this has everything to do with the fact that there is at least one cosmic entity that is capable of self-awareness in the universe.

Ortega argues that life and reason - that is, pure reason - are not compatible.

actual paintings in many of his films: Durer in Ivan's Childhood, mediaeval icons in Andrei Rublev, Breughal in Solaris, Leonardo da Vinci in Mirror and The Sacrifice, Piero della Francesca in Nostalgia.

Tarkovsky with the ideas of Russian philosopher Nikolai

Berdyaev (1874–1948) to show that Tarkovsky was indeed under the philosophical

influence of Russian Christian Personalism

two stages in the process of developing the personalist idea in

Tarkovsky’s films: (1) The person as a mission; and (2) Transcending the person.

Arseny Tarkovsky, a well-known poet and poetry translator

in the intellectual circles of Russian symbolist poetry.

Personalism, like existentialism, emerges from the idea of

the condition of the alienated person, rather than from the exterior world. However,

unlike existentialism, Personalism does not consider the human condition as a

unified attribute of man. It splits man into two antagonistic entities. Central to the

personalist thinking is the idea that man is partly integrated into the social-biological

environment, but partly, and most importantly, alien to it. The integrated part of

man is called the individual, and the alien part is called the person.

This makes the person for Berdyaev the most mysterious phenomenon in the world.

The person is not a social, political, historical, racial category; it is an ethical one. The

person is the ethical aspect of human beings, but its norms are suprapersonal.
the person’s independence from material constraints, which appears in Orthodoxy as man’s resemblance to God – in other words, divinity emerging at least visually from earthly things. The person’s direct communication with the transcendent and the pantheistic vision that comes with this idea made Orthodoxy open to personalist philosophy.

In Orthodox religion, contemplating natural and human beauty brings man close to the perception of divinity. The icon is a concentrated form of this relationship. The icon is not only an image; it is also a “window” to the divine world through beauty. This idea is represented in the Orthodox churches by the icon wall, the iconostasis. The iconostasis that separates in the church the profane space from the sacred space, the sanctuary that remains invisible for the believer is like a big screen through which man achieves visual contact with the divine world. The visual contact is indirect and is mediated by the believer’s imagination, prodded by his or her contemplation of beauty. This is how time becomes an important factor of visual perception. The viewer needs time to see “through” the object. The object’s beauty only helps the vision’s transcendence into the divine world.

I know no great work of art in all of world culture that would not be linked

to an ethical ideal, that is based on some other motives such as on the

dark aspects of life. There are some talented works of such a nature, but no

masterpieces.

Andrei Tarkovsky (quoted in Lipkov 1988; translated by Robert Bird)

Tarkovsky was especially drawn to the internal logic of Japanese haiku, wherein three very different images are combined to form a whole much larger than the parts.

There are no easy explanations to these images, but they seem to point to an interpenetration of the seen and unseen worlds, visible manifestations of the spiritual battles that are continually being waged around us.

He said, "What I'm interested in is not symbols, but images. An image has an unlimited number of possible interpretations."

Tarkovsky realized that his films were difficult to comprehend, and that multiple viewings were necessary to extract the deep truths buried within.

He claimed that in everyday life one does not consciously notice colors most of the time. Hence in film color should be used mainly to emphasize certain moments, but not all the time as this distracts the viewer. To him, films in color are like moving paintings or photographs, which are too beautiful to be a realistic depiction of life.[
Tarkovsky occasionally makes comments in interviews, in his journals and in Sculpting in Time that allude to his belief that his films are about love, and in a sense it is love that lies behind all this.

Rather Tarkovsky wants his viewers to deal with the everyday problems involved with loving and trying to love others that most viewers, critics and fellow artists usually ignore.

Dream the temporal nature of reality, by means of which he transcends the commonplace signification of objects in order to reach something that the naked eye neglects or is unaccustomed to perceiving.

time is the most important aspect of the film medium, because "it is inherent to cinema. . . . It pulsates through the blood vessels of the film, making it alive through various rhythmic pressures rendered obliquely in order to suppress the "dramatic" meaning of the event, while getting the viewer involved with meanings hidden beneath the narrative level. Encouraged to search for something beyond the image as an analog of reality, allowed to ponder upon the presented events/objects, the viewers engage in their own reflection upon what they perceive on the screen.

contain many features characteristic of dream process, such as the bizarreness of the situation, strong physical motion, obfuscated peripheral vision (elimination of the image's borders), the flickering effect (light pulsation), an unexpected change of chromatic tonality, spatial-temporal discontinuity, pictorial distortion of objects, decelerated motion, a fluctuating focus (blurring)- all of which contribute to the acceptance of unusual occurrences taking place on the screen

Tarkovsky's camera movement reflects-in cinematic terms-the rhythmic pulsation concealed beneath the outside appearance of reality, provoking a strong emotional response, as well as contemplation.

At the same time, the impact of this and similar movements is at once sensorial and emotional, as the pace of the tracking is either synchronized or desynchronized with the rhythm of spoken text, the musical accompaniment, and the thematic aspect of the action

Whenever the motion on Tarkovsky's screen is decelerated, the action acquires a strong emotional impact, especially in nostalgic recollections, nightmares, and fantasies (e.g., the flying birds in The Mirror). Decelerated motion is the emotional core of Tarkov- sky's dream imagery, which in climactic moments accomplishes what Maya Deren terms the "vertical penetration/examination" of the filmed subject, making the viewers aware of the passage of time and its rhythmic pressures. To experience all this, one should search beyond the shot's narrative meaning, since it is beneath the image's representational aspect where numerous layers of ineffable transcendental signification can be found. Consequently, The Mirror and Stalker transcend the Freudian signification of dream images, in that they do not so much function as latent symbols as they contribute to a subliminal experience of the dream world.

art must transcend and not merely record the outside world. For him, the camera is an explorer rather than an observer.

He adheres to the same principle while showing a human face on the screen: rejecting facial expression as a way of conveying ideas, Tarkovsky attempts to "reach into our innermost feelings, to remind us of some obscure memories and experiences of our own, overwhelming us, stirring our souls like a revelation that is impossible to interpret in any particular way.''

The phenomenological signification of Tarkov- sky's oneiric vision rests on an interaction between the representational and the surreal: the viewer feels that something is "wrong" with the way things appear on the screen, but is incapable of detecting sufficient "proof" to discredit presented events on the basis of everyday logic. As a result, the shot is "estranged" poetically in the best tradition of the famous Russian Formalist poets and Constructivist artists, who insisted that viewers always be aware of experiencing a work of art as a subjective transposition of reality.

The cognitive ambiguity of Tarkovsky's shots is meant to shift the viewer's attention from the representational to the transcendental meaning of the recorded event, even when the film does not deal explicitly with dream content. In Stalker, some of the most fascinating shots, saturated with a dreamlike mood, are generated by purely photographic means, all of which "mirror" the protagonist's frustrated mind-a psychic transposition of his desire to escape from something oppressive into something that offers freedom. From the start of the film, the visual-audio execution of the shots in the pub (whose walls look like huge abstract reliefs) inhibits the viewers' spontaneous inclination to read the image only as a representation of reality; instead, it invites viewers to immerse themselves in the languid pace of the action and its environment, identifying with the hallucinatory world in which the protagonist finds "spiritual peace."
film's structure as the author's dream imagery rendered through cinematic devices that trigger the viewer's sensorial response
In capturing the verbally unutterable aspect of the material world, Tarkovsky above all uses light to achieve the "opacity" (Tarkovsky's term) of the shots (e.g., the unexplained vibration and motion of the objects, the inexplicable disappearance of things, and the unexpected materialization of smoke, fog, rain, fire, wind, and floating feathers), which complements the philosophical density of the dialogue (often conveyed through Russian slang). But each of these thematic symbols of the dream world is represented on the screen by audio-visual means that make their "ineffability" impossible to convey verbally: Tarkovsky's rain, fire, fog, wind, and earth are experienced on the screen as cinematic phenomena rather than perceived as a natural power.

Creating dream imagery whose kinesthetic energy surpasses the mere observation of reality, while providing a unique experience that is possible only in cinema, Tarkovsky proves that genuine experimentation in art does not mean merely using optical devices, but achieving a complex cinematic structure, "the form of which comes nearest to conveying the author's inner world and embodying his longing for the ideal."' All creative film-makers have been preoccupied with the problem of expressing both ideas and ideals in visual (and audial) terms, thereby defying the belief that this medium is fit exclusively for physical action and dramatic performances.

the story is transcended by the kinesthetic impact capable of generating (here Tarkovsky cites Thomas Mann) "something spiritually broader and more universal than mere facts, an entire world of feelings, thoughts, and visions embodied within it."

Evidently, the most intense feeling of spirituality which Tarkovsky experiences in his dreams, fantasies, and hallucinations cannot be conveyed through the spoken word alone, but most of all by cinematic images that represent the author's "impressions created by the logic of dream, and formed in a way most appropriate to the thinking or dreaming process."
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Tarkovsky occasionally makes comments in interviews, in his journals and in Sculpting in Time that allude to his belief that his films are about love, and in a sense it is love that lies behind all this. The love Tarkovsky shows is always a struggling sort. 

Leonardo and Michelangelo, Bruegel, Rembrandt and Vermeer, Rodin, Delacroix, Manet, Eakins, Van Gogh

Not enough water = the flow of time, or water = purification.

West – east

Every emotion is mediated by intellect and every idea is mediated by feeling.

the experience of color in a Tarkovsky film requires attention to subtlety and slight movements of light and shifts of color.

meticulously choreographed…..

Rainer Maria Rilke, once advised another young poet to “read as little as possible of literary criticism” because, he says, “such things are either partisan opinions, which have become petrified and meaningless, hardened and empty of life, or else they are just clever word games, in which one view wins today, and tomorrow the opposite view” (Letter to a Young Poet 22-23).

The essential nature of a thing is always internal, that is, inside the thing.

journey is more important than the destination.

Tarkovsky’s art is not a representation of the subject, but the relation between the object and the subject (the artist). For instance a van Gogh painting of sunflowers is really a painting of, in the words of D. H. Lawrence, “the vivid relation between himself, as man, and the sunflower, as sunflower, at that quick moment of time.”

Tarkovsky Contra Modernism

Shakespeare, Bruegel, seventeenth century Dutch painting, Byzantine and Russian icon painting, the Russian literary tradition from Pushkin to Andrei’s father, Arseny Tarkovsky, and German Romanticism from Goethe to E.T.A. Hoffman.

If art can save the world it can do so only person by person and not en masse. Tolstoy gets this from his understanding of Christianity, which is, of course, anti-institutional and deeply individualistic.

great distance between Tarkovsky and the modernists is highlighted by the traditional interpretation of Plato’s aesthetics. The modernists, especially their critical spokesmen from Schapiro to Greenberg, stand Plato on his head and take, in their different ways, a position contrary to his. Anyone who has studied the history of painting even a little knows that imitation of appearance has not always been the aim of the artist. When Socrates asks Glaucon if a painter makes a bed “in a manner” (596), I am reminded of the response Matisse is said to have given to a woman who complained that a painting of his didn’t look like a woman, because the proportions were wrong: “You are mistaken madam, for this is not a woman after all, it is a painting.” There is certainly truth in this witticism, but for the Modernists it is the whole truth and for Tarkovsky such truth is insufficient.

the works of Van Gogh, Cézanne and Picasso have little to do with naturalistic imitation.

Gertrude Stein pointed this out on the first page of her book about Picasso: “In the nineteenth century painters discovered the need of always having a model in front of them, in the twentieth century they discovered that they must never look at a model” (1). For the great modern painters the primary object is the painting itself and not the thing they were looking at when they painted. Stein argues that Picasso painted as he did because he did not see the same thing everyone else saw; he saw a different reality (43).

Homer, Cervantes, Shakespeare, Beethoven and Bruegel,

Van Gogh, Cezanne, James Joyce and Wallace Stevens are only a few of the great artist-as-loner figures mythologized by modernism. As persecuted as he believed himself to be, Tarkovsky never believed he was alone.

He insisted on every person’s relation to his or her family, and he often spoke with particular enthusiasm about the social responsibility of the artist.

In this way Tarkovsky has something very important in common with Renaissance artists: he works from nature.

Since he records nature directly, Tarkovsky’s interest in nature is quite different: he does not worry that the image looks like nature; he tries to have the time in the shot feel like nature.

During the Renaissance, while the Italians were trying to live up to what they believed were Greek ideals of proportion and perspective, painters in Flanders, the Netherlands and Germany were trying to accurately paint light. Though van Eyck, van Dyck, de Hooch and Vermeer probably would say that their interest lay in accurate representation of reality, few would call what they did “imitation” in the sense that we understand the word today, since they concerned themselves primarily with light instead of naturalistic modeling, linear perspective and volumetric configuration.

Tarkovsky’s preference for Byzantine artists and for artists of the “Northern Renaissance” rather than the Italian tradition is not so idiosyncratic as one may at first imagine. Gombrich and Abrams suggest some of the cultural connections. Russian icon painting is a tradition rooted in Byzantine icon painting.

Narrative vs. meaning (symbols) 

Sixteenth and seventeenth century Dutch painting like the work of de Hooch and Vermeer is meant to be suggestive. The viewer is meant to respond to the movement of light, or the suggestion of movement that has infinite psychological connotations. By contrast Renaissance painting and the earlier Dutch masterworks of Van der Weyden and Van Eyck is iconological – everything in the picture has a denotative meaning.

For Tarkovsky film is narrative.

Tarkovsky speaks negatively of purely abstract art and of the avant-garde in general (though he mentions Cezanne, van Gogh and Picasso in positive contexts).

Tarkovksy makes it clear that he does not share the concern of the modern artist to put something new in the world. Creation for no reason beyond proving that you can create is not enough. In order for art to be spiritual it must address real concerns of living.

He learned about narrative from Tolstoy, Dostoevsky, Shakespeare and the Dutch painters.
Hollander attributes to Northern Europe during the fourteenth and fifteenth centuries the development of painting as an optical experience rather than of formal ideas characteristic of the Renaissance. Spectacle invites collective experience. The Sistine Chapel ceiling is an opportunity for a communal event. It is loud and bombastic. Due to its sheer size the spectator must remain aware of the space he or she shares with the other viewers who crowd in and file out, craning their necks and running into one another. By contrast, a Rembrandt portrait has to be taken personally. It invites the viewer to go inside, to shut off from the din of the museum and really concentrate on self-reflection.

Pavel Florensky in “Reverse Perspective.” Here he adds dimension to the characterization of the Renaissance as a formal, rather than a spiritual pursuit.

His important insight is that the “truth to perception” is subjective rather than objective,

One is not supposed to get something different from the Sistine Chapel ceiling than one’s neighbor. The very opposite is true when viewing a Rembrandt.

Tarkovsky refuses to put his film together in such a way that the viewer can put it all together once the final explanatory piece is revealed.

“For the first time in the history of the arts, in the history of culture, man found the means to take an impression of time. And simultaneously the possibility of reproducing that time on screen as often as he wanted, to repeat it and go back to it. He acquired a matrix for actual time” (Sculpting 63).

Tarkovsky does not refer to time as an objective reality.

It is more likely that time becomes an actuality only when printed on celluloid. This is the “matrix for actual time” to which Tarkovsky refers. Time is a man-made construct, and film, perhaps before it is anything else, is a demonstration of this fact. Tarkovsky’s task is to figure out how to make use of that fact artistically. He is not the first to point out that, “time is a condition for the existence of our ‘I’” (57),

His conception of time has special bearing upon how Tarkovsky represents the past and the future. He is particularly interested in the nature of memory. Past and future are imaginative events, not measurements of objective time.

Tarkovsky’s observation that, “time courses through the picture despite editing rather than because of it,” (117), saliently describes the act of capturing natural rhythms on celluloid. The function is to let the grass sway, let the water flow, let the wind blow; these things are recorded.

Tarkovsky keeps everything in flux so that the viewer must keep readjusting. Because the image refuses to be static, the viewer is allowed, even provoked, to see new-ness at each moment. In a Tarkovsky film the viewer follows character movements in time.

Tarkovsky is by no means the first filmmaker who believed that movies have a unique potential to explore the unconscious.

Tarkovsky offers a far more expansive view of the psyche that blurs the lines between conscious and unconscious life.

shifting film stocks (back and forth between black and white and sometimes sepia to color) has something to do with representing different states of consciousness. The complex color coding and structuring of these dreams, memories and visions is largely responsible for the immediate effect that the films have on the perception of the viewer

Tarkovsky does not work with any kind of static symbolism. His films follow their own internal logic to encourage the viewer to think differently. He does not want just new thoughts, but unfamiliar ways of thinking. Color shifts need not equal or mean specific emotional responses.

the changing film stock in Offret never lets the viewer identify a particular aspect of consciousness; it simply indicates a change.

Tarkovsky’s use of sound is tightly interlaced with his use of different film stocks and his temporal poetics.

Sound music to utilize sound as a way of keeping the viewer busy questioning and reevaluating the narrative.

Another technique he often uses is to introduce suddenly a loud burst of noise to disrupt a lengthy stillness. His use of the Ninth Symphony in several such instances hints 

that Tarkovsky may have learned this principle from Beethoven.

Tarkovsky is the supreme master of the L-cut.

The sound and the L-cut intensify the uncertainty because they make the instant seem so significant despite the lack of visual information. The whole event is chaotic.

change in film stock from sepia to color and the sharp contrast from noise to stillness on the soundtrack.

In all my films it seemed important to me to remind the audience of the fact that they are not alone, lost in an empty universe, but that they are connected by innumerable threads with their past and present, that through certain mystical ways, every human being realizes the rapport with the world and the life of humanity 

---Andrei Tarkovsky

Gibson: “[R]eality does not reside in any thing taken by itself. No, reality resides in the relationship” (107). 

There is humor in his painting, but not at the expense of his “common” subjects. Bruegel uses drollery in the same way Tarkovsky uses what can be best described as slapstick: to inject lightness into a serious context in order to disrupt the uniformity of the film’s heaviness (which most critics take for granted as Tarkovsky’s ultimate goal). Sometimes it actually lightens the tone, and at other times it adds tension.

Whereas Renaissance painters emphasized the differences between humanity and the natural world, Bruegel more often drew connections between the two.

“the inner world we try to reproduce on screen; not just the author’s inner world, but what lies within the world itself, what is essential to it and does not depend on us” (Sculpting 159).

Thus the train whistle simultaneously evokes the future and the past and is therefore a most articulate sound to begin this film about memory.
Of course Tarkovsky’s films make the time for precisely this thinking and feeling,

Tarkovsky and Women

Bible sets the forces of good and evil against one another through the allegorical figures of the Virgin Mother and the Whore.

Tarkovsky treats this binary as a Janus-faced femininity and he exploits the tension in Offret, endowing his Maria with the qualities of both biblical Mary figures.

Leonardo’s unfinished Adoration of the Magi
“What is the purpose of Woman? Humiliation in the service of Love.” (89)

Tarkovsky’s notions of complementarity. Femeie-barbat sau cei 3 din calauza reprezinta o sg persoana ca la dostoievsky.

Dialectical aesthetics

Tarkovsky was steeped in Russian orthodoxy, a tradition much close to Gnosticism than to Western Christianity. Sergei Bulgakov explains the differences in his study of Sophiology. He notes that the Western Church emphasizes personal salvation, grace and faith. All of these fundamentals are necessary when one lives in a universe in which he or she may choose between only Manichaeism and materialism. The opposition becomes salvation from the world vs. salvation of the world.

drawing a line from Hagia Sophia to Dostoyevsky, acknowledges that Eastern Christianity looks for the Kingdom of God in the world (Sophia: the wisdom of God 5-10).

The tradition of Bulgakov, Dostoyevsky, Florensky, Ivanov and Tolstoy, is not the tradition of Augustine and Aquinas.

In Western Christianity values are definite; they are attained by either/or propositions, by choices between good and evil. What values can be certain in such deliberately ambivalent works of art as Tarkovsky’s films?

Tolstoy, for one, certainly wrote about it extensively in What is Art? and in The Kingdom of God is within You! Tarkovsky knew it too, whether the result of his national heritage, or of his good fortune to have read Tolstoy. His films are testimonials to Heaven on Earth. Hence the lengthy sequences of nature photography in all his films and 

especially the preachy-ness of the heroes in the late films in which the sermons are always about saving this world.

In Christian cultures aesthetics are influenced by religious symbols. The striving toward the “Brotherhood of Man” was for Lev Tolstoy the central message of the Bible and the aim of all true art. Tarkovsky shared the view in at least one important aspect: for him the relevant concern of Christianity is not belief in God but belief in Man. His characterization and narrative style make evident the fact that it is humanity and not God that Tarkovsky serves. It is never only his or her soul that is at stake for Tarkovsky’s heroes. Stalker wants to show truth to Writer and Professor, Aleksandr wants to save his family and Domenico wants to save the world. It is not God that saves anyone in any of these situations, but human action and understanding.

It is true that many of his characters wonder about the existence of God, but they never conclude anything.
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