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THE SACRIFICE

A Film by Andrei Tarkovskij
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Synopsis:

Exiled Soviet filmmaker Andrei Tarkovsky's new work is an

extraordinarily beautiful filmic testament.

Set in the

dreamlike world of Faro island, he delivers a story about
a middle-aged Swedish intellectual who is slowly slipping

from the web of social interaction.

When the outbreak of

World War III severs his connection with his family and

the world, he turns inward and 1s disturbed by what he finds
in hi< heart his only chance for salvation is to give up
everything, and to that he sacrifices himself to save his

young son.

In the space of 24 hours, Tarkovsky's protaganist

celebrates his birthday, lives through the outbreak of World
War III, has sex with a witch, takes a vow of silence and

destroys his worldly possessions.

Using Ingmar Bergman's

favorite cinematographer Sven Nykvist, and Erland Josephson,
a veteran actor of the Bergman troupe, Tarkovsky animates
every frame of his parable with poetic spirituality.

Introduction

The issue [ raise in this film is one that to my
mind is most crucial: The absence in our cul-
ture of room for a spiritual existence. We have
extended the scope of our material assets and
conducted materialistic experiments without
taking into account the threat posed by depriv-
ing man of his spiritual dimension. Man is
suffering, but he doesn’t know why. He senses
an absence of harmony, and scaches .or the
cause of it.

[ wanted to show that a man can renew his ties
to life by renewing his covenant with himself
and with the source of his soul. And one way to
recapture moral integrity—the state in which
one no longer simply contemplates the value of
material things, or allows oneself to function
merely as a subject tor society’s experimenta-

tion—is by having the capacity to offer oneself
in sacrifice.

Here, then, is a man who sacrifices himself for
someone, a man who understands that to save

himself, even physically, he must become
absolutely oblivious to his own ego and make
room for his own spirituality, thereby gaining
entry to another realm.

Even though in our world his actions seem
absurd, and even though he is a trial to those
around him, still it is by accomplishing these
very acts that he demonstrates his freedom.

The film is a poetic parable. Each episode can
be interpreted differently. [am well aware that
itis a film at variance with the prevailing ideas
of our time; it “flows against the stream”, as it
were. But need [ point out that [ am a believer,
and that [ am astonished by the spiritual (and
by no means only spiritual) suicide that we are
rushing toward, even though no regime is
forcing us to it? [ feel closer to the eastern mode
of thought, in which a person—instead of
being ensnared in polemical superficialities—
can still be summoned by an Inner Voice.

(Excerpt from an interview
with Andrei Tarkovski)

by Annie Epelboin, in Paris,
March 15, 1986)



Andrei1 Tarkovskij talks about ...

Jus tirst encounter with .*'z'[m-nmkmg:

Some tilm-makers know trom the start that
cinema is the right thing for them. [ had
doubts, had little teeling tor it. [ knew there
were major technical aspects but had not un-
derstood that cinema is a means of expression
like poetrv, music or literature. Even atter
shooting {wan s Chuldhoodl had not understood
the director’s role. Only later did [ realize that
cinema gives vou the possibility of achiev-
Ing spiritual essence.

autuer films:

Cinema is based on two types of directors
whao make two differort types of filins: those
who imitate the world they live in, and those
who create their own world—the poets in
cinema. And [ believe only the poets will go
down in the history of cinema, like Bresson,
Dovsjenko, Mizoguchi, Bergman, Bunuel,

Kurosawa.

time:

[ think cinema is the only art that operates
within the concept of temporality. Not because
of its developing in time; there are also other
art forms that do so: ballet, music, theatre. |
mean “time” in the literal sense of the word.
What is a take, from the moment we say “ac-
tion” till the moment we say “stop”? It is the
fixing of reality, the essence of time, a way of
preserving time which allows us to roll and
unroll it forever. No other form of art can do
that.

Therefore, cinema is a mosaic made of time.

water:

There is always water in my films. [ like water,

especially brooks. The sea is too vast. [ don't
fear it, it is just monotonous. In nature, I like
smaller things. Microcosm, not macrocosm;
limited surfaces. [ love the Japanese attitude to
nature. They concentrate on a confined space
reflecting the infinite. Water is a mysterious
element due to its monocular structure. And it
1S very cinegenic; it transmits movement,

depth, changes. Nothing is more beautiful
than water.

L'O!LJ!H".‘

Colour tilms seemed more realistic at their
dawn but now thev arein ablind allev. Colour
cinema is a great mistake. All forms of art aim
at truth and then seek a generalization, a model
tldea. But truth in life does not correspond to
truth in art.

Colour is part of our physiological and
psychological perception of the external world.
We live in a coloured world but don't realize
that unless something makes us aware of it. We
don’t think of colour while looking at this
coloured world. But when shooting a colour
scene we organize it and close it up in a frame
that we force upon the audience and we give
them thousands of cuch coiour postcards. To
me, black and white is more expressive and
realistic because it does not distract the spec-
tator but enables him to concentrate on the
essence of the film. [ think colour made the
cinematographic art more false and less true.

film-making as a profession, and as a way of life:

[enjoy inventing my films— writing the script,
creating the scenes, looking for locations. But
the shooting is not interesting. Once all has
been thought out you have to shape it into a
film technically, and that is boring.

[ never managed to separate my lite from my
films, and [ have always had to make crucial
choices. Many directors manage to live one
way and express other ideas in their work;
they are able to split their conscience. [ am not.
To me cinema is not just a job. [t's my life.

audiences:

[ never think of the audience’s attitudes. It is
difficult to be in their shoes; it's useless and
unpleasant. Some people try to predict the
future success of a film. [ am not one of those.
The best attitude towards the audience is to
remain onseself, to use a personal language
they will understand. Poets and authors do not
try to be liked, they do not know how to please.
They know the public will accept them.
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FOR IMMEDIATE RELEASE DECEMBER 29, 1986

Noted Russian film director, Andrel Tarkovskij died
vesterday, Sunday, Demember 28th 1n Paris, France after
an elongated battle with cancer. He 1s succeeded by a

wife and a son.

Born in Zavrozje 1in tne district ¢f Ivanov in 1932,
Tarkovskij grew up in an artists' village near Moscow.
It was not until 1954 at the age of 30 that he made his
feature f£ilm debut with "Ivan's Childhood" which won
seven international awards, among them the Golden Lion
at The Venice Film Festival. Other of his films which
have won him industry praise through the years 1include

"Solaris," "The Mirror," "Stalker," and "Nostalghia."

His most recent film, "The Sacrifice,” {(which 1s currently
being shown in Los Angeles, Chicago and Boston) was the
first film to ever win four awards at The Cannes Film
Festival. 1In 1986 the film took The Grand Prix Special
Jury Award, The Award for Best Artistic Contribution,

The F1i P:esci Prize and The Ecumenical Award.

Hailed by his peers 1in the film community, Ingmar Bergman
has been quoted as saying: "Tarkovskij is for me the
greatest, the one who invented a new language, true to
the nature of film, as it captures life as a reflection,

life as a dream.”™



