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Andrej Tarkovskij and Andrej Koncalovskij

In 1957, a 24-year old architect-turned-poet Andrej Voznesenskij published a
poem POZAR V ARCHITEKTURNOM INSTITUTE (,,Fire in the Architectural Insti-
tute). Two stanzas from this poem express the prevailing mood of that period.
The first one could be seen as a poetic interpretation of Nikita Chruséev’s 1954
speech' denouncing excessive ornamentation of Stalinist architecture:

ITpomaii, apxurexTypal
IIb1nasiTe MMPOKO,
KOPOBHUKI B aMypax,
paiiKkiIy6nl B pokoKo!

The last stanza is even more telling:

Bce BrIropeno Haumucro.
Mununym momHo.
Bce - xoHueHo!
Bce - Hauaro!
Aita B kuHo!?

1 Atthe,,All-Union Conference of Builders, Architects and Workers of the Industry of Building
Materials, Building and Road Engineering, Design and Research Organizations®, 30 November
1954.

2 ,Farewell my architecture! / Let flames engulf all those / cowsheds with painted cupids, / ro-
coco workers’ clubs! [...] All burned into the ground. / Militiamen abound. / All finished! All
started! / Let’s go to the movies!“ (All translations are mine unless indicated otherwise — V. P.)
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This is, perhaps, the most concise manifestation of feelings of liberation, re-
newal and rebirth shared by creative young people of the thaw generation. The
last word of the poem, movies, is not accidental either. For a few years, during
the thaw, filmmaking seemed to have a leading role in dismantling Stalinist
aesthetics.

Four years later, a 29-year old doctor-turned-writer Vasilij Aksenov published
a short novel ZvizpNyy BILET (,,Ticket to the Stars®). The hero, a ne’er-do-well
teenager, discovered sudden liberating excitement in demolition work:

MoskeT OBITh, BOT OHO — OUTB JIOMOM B CTapble CTeHbI? B Te cTeHBI, B KO-
TOPBIX HET HMKAKOro cMbIc/ia? Buth, 6uTh 1 BCTaBaTh HAfl UX IIPAaXoOM?’
(Aksenov 2014, 411)

A year earlier, in 1960, a 28-year old artist-turned-filmmaker Andrej Tarkovskij
made a short film KATOK 1 SKRIPKA (,,The Steamroller and the Violin“) where hit-
ting old walls was shown in full color and blasting sound. This time the walls were
hit with a demolition ball rather than a crowbar.

Obviously, there were quite a few creative young people of the thaw era eager
to help melting of the Stalinist culture with fire, crowbars and demolition balls.
To understand creative and intellectual development of the two directors we have
to look at what was happening in the Soviet Union after Stalin’s death.

Stalin died on March 5, 1953,* and dramatic changes started to occur almost im-
mediately. The infamous fabricated Doctors’ plot® collapsed, torturous interroga-
tions stopped, doctors were acquitted and released. At the same time, prisoners
started returning from the GULag. Some labor camps were closed.

Eleven days after the announcement of Stalin’s death, Georgij Malenkov,
Stalin’s heir apparent, already was making overtures to the West: ,,At the present
time there is no disputed or unresolved question that cannot be resolved by peace-
ful means, on the basis of mutual agreement [...] States interested in preserving
peace may be assured, both now and in the future, of the firm peaceful policy of
the Soviet Union® (Malenkov 1953). The US State Department was suspicious:

3 ,Maybe that’s it - hit old walls with a crowbar? Those walls, which make no sense? Hit, hit and
rise over their ashes?“

4 The official date of Stalin’s death. The actual date is unknown, he most likely died a few days
earlier.

5 A group of prominent Moscow (mostly Jewish) doctors was accused of conspiring to assassina-
te Soviet leaders.
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The purpose for such campaign is painfully obvious: by this method the
Communists hope to crack the wall of resistance which the West has been
constructing, and to bring about an eventual slowing-down of the arma-
ments program of the Free World. (Osgood 2006, 62)

The year Stalin died, Dwight D. Eisenhower became president, replacing
Harry S. Truman who, a few weeks before his departure, announced that the
United States had developed a hydrogen bomb. Eisenhower’s emphasis was on
psychology rather than on military power alone. ,,Psychological warfare, he said
during his election campaign, ,is the struggle for the minds and wills of men®
(Osgood 2006, 64). The most important weapon of the Cold War became culture,
and one of the most powerful warrior to wield this weapon became the United
States Information Agency (USIA), created in 1953 and secretly financed by the
CIA. Creation of this agency and shifting of the Cold War into the realm of cul-
ture directly affected lives of both Andrejs.

In 1962, the German film magazine FILMKRITIK, speaking about Tarkovkij’s
IvaNovo DETSTVO (,,Ivan’s Childhood®), was at a loss to understand ,,why would
USSR send a debut film to Venice, especially so groundbreaking®, while local dis-
tribution was so limited. The possible answer is that during the Cold War, the
leadership of the Soviet Union considered getting Leone d’Oro in Venice or Palme
d’Or in Cannes as trophies for cultural victories over the West.

Meanwhile, the carefully constructed Stalinist system of control continued to
disintegrate. In November 1953, marriages between Soviet citizens and foreign-
ers, banned since 1947, were permitted again. In May 1954, II’ja Erenburg’s short
novel OTTEPEL (,,The Thaw*) was published - the title eventually giving name
to the whole era. In November 1955, abortions, criminalized since 1936, became
free and legal. In 1956, the French singer and actor Yves Montand toured the
USSR singing to overwhelmed crowds, while Muscovites formed several-blocks-
long lines to Pablo Picasso’s exhibition. The same year Nikita Chruscev shook the
world by denouncing Stalin’s crimes at the 20th party Congress. ,,Only after the
20th Congress,” Tarkovskij would say later, ,,filmmakers were able to free them-
selves and to release their locked up energies” (Tarkovskij 2006, 4).

In 1956, Marlen Chuciev’s VESNA NA ZARECNOJ ULICE (,Spring on Zare¢naja
Street“) was released, one of the first films of the thaw. The popular song from this
film was about the hero’s ,love for his street rather than for his fatherland - a
seemingly minor detail showing a more human scale compared to the Stalin era.
It was also, perhaps, the first Soviet film with a love scene shot in bed - between a
married couple, of course, and with only faces visible. This same year, Tarkovskij
with his friend (and later brother-in-law) Aleksandr Gordon made a short stu-
dent film Uspjcy (,,The Killers®) based on Hemingway’s stories, partly imitating
the American Western’s style. Years later, Tarkovskij will be talking about Holly-
wood and American movies with disdain.
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In 1956, the French director Albert Lamorisse received Palme d’Or in Cannes
for his short film about a boy - LE BALLON ROUGE. This event generated an in-
ternational avalanche of short films about boys®, including Andrej Tarkovskij’s
KATOK 1 SKRIPKA (,,The Steamroller and the Violin®, 1960), Georgij Danelija and
Igor’ Talankin’s SEREZA (1960), Andrej Koncalovskij’s MALCIK 1 GOLUB’ (,,The
Boy and the Dove®, 1961), Michail Kalik’s CELOVEK IDET ZA SOLNCEM (,,The Man
Who Follows the Sun®, 1961) and many others.

In July 1957, the 6th World Festival of Youth and Students opened in Moscow.
Just a few years earlier, any unauthorized contact with a foreigner could result in
arrest, imprisonment and, possibly, death. This time, the streets of Moscow were
flooded with millions of people from all over the world, all kinds of unauthorized
contacts flourished, resulting, among other things, in quite a few newly-permit-
ted interstate marriages. In October, the first Sputnik was launched.

The same year, Michail Kalatozov’s LETJAT ZURAVLI (,Cranes are Fly-
ing®, 1957) received Palme d’Or in Cannes — something neither Tarkovskij nor
Koncéalovskij nor any other Russian director ever achieved afterwards. In no
small part the award was due to Sergej Urusevskij’s innovative camera work. His
famous shot of rotating tree tops was subsequently copied by many DPs including
Vadim Jusov in Tarkovkij’s Ivanovo pETsTVO (,,Ivan’s Childhood®, 1962).

In 1958, a young American pianist Van Cliburn unexpectedly (and against the
wishes of the Central Committee of the party) won the the Cajkovskij Competi-
tion in Moscow. In that year, Andrej Tarkovskij & Aleksandr Gordon made their
second student film SEGODNJA UVOL'NENIJA NE BUDET (,,There Will Be No Leave
Today*®, 1958), possibly influenced by Henri-Georges Clouzot’s LE SALAIRE DE LA
PEUR (1953 - awards in Berlin, London and Cannes) with Yves Montand in the
lead role. Both films’ plots deal with playing with death.

On September 10, 1958, Chrusc¢ev and Eisenhower signed an agreement for
the national exhibitions exchange to open 10 months later.

On July 24, 1959, the USIA-produced and the CIA-financed, American Na-
tional Exhibition opened in Moscow producing a stir. American Abstract Ex-
pressionism, the CIA weapon of choice, tested in many previous international
exhibitions, was almost universally hated by the Soviet public, just as it was in
the US. The exception was a group young Soviet artists who saw in this artistic
movement new possibilities for themselves, and soon the ,,Underground Soviet
Art®“ was born.

Soviet film students from the VGIK (Cinema Institute in Moscow) had access
to pirated black-and-white copies of major foreign films, so for them the Ameri-

6 Film critic Maya Turovskaya made a similar observation: ,It’s quite possible that the child-
based plot of Tarkovskij’s film was somehow related to filmmakers’ universal infatuation with
Albert Lamorisse’ The Red Ball in these years. The same motive will appear in Koncalovskij’s
The Boy and the Dove“ (Turovskaja 1991, 29).
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can exhibition did present any revelations. The revolutionary seven-screen film
show by Charles and Ray Eames GLiMPsEs oF THE USA did not have any notice-
able influence on the work of Tarkovskij and Koncalovskij, as it did on other art-
ists and filmmakers (such as Jurij Nolev-Sobolev and Aleksandr Sejn).

On April 12, 1961, Gagarin left the Earth to travel into space. On June 16,
dancer Rudol’f Nuriev defected to the West. That same year, Stalin’s body was
removed from Lenin’s Mausoleum, cremated and buried in the Kremlin wall.

In 1962, Tarkovskij’s IvaANOvO DETSTVO (,,Ivan’s Childhood) won the Leone
d’Oro in Venice and the Golden Gate Award in San Francisco. Kon¢alovskij co-
authored the screenplay but did not get credits.” In November, another Ivan, Ivan
Denisovic (the protagonist of a story of one day of a peasant in a GULag) which
brought its author, Aleksandr SolZenicyn, the Nobel Prize in Literature in 1970,
dealt Stalinism a much harder blow than any of the previous thaw creations.
Chruscev, who personally authorized publication of Solzenicyn’s short novel,
soon started backpedaling. In December, Chruséev denounced the exhibition of
Soviet unofficial art, in almost the same terms as Entartete Kunst (Degenerate
Art) was denounced by the Nazis in 1933. Chruscev was calling the artists who
strayed from the party line homosexuals. Considering that homosexual behavior
was criminalized in the USSR from 1933 to 1993, that was a serious accusation.

The thaw started to move, to use Lenin’s expression, one step forward and
two steps backward. In 1963, Chrus$cev continued his attack on creative people
whose art did not conform to the Soviet ideology. Among the victims were film-
maker Marlen Chuciev and poet Andrej Voznesenskij. Meanwhile, Fellini’s 8 ¥
received the First Prize at the Moscow Film Festival and Larisa Sepit’ko’s Znoj
(,Heat®, 1963) was shot in Kirgizija where, two years later, Koncalovskij would
shoot his first film PErvy] UCITEL (,,The First Teacher®, 1965). Also in 1965,
Sergej ParadZanov, an Armenian from Tbilisi, would shoot his TENT ZABYTYCH
PREDKOV (,Shadows of the Forgotten Ancestors®, 1965) in Ukraine. Periphery
was becoming the place where creative experiments were possible.

In 1965, in the same mode of one-step-forward-two-steps-backward, Michail
Romm’s OBYKNOVENNYJ FASIZM (,,Ordinary Fascism®, 1965)° documentary the
Nazi film propaganda was released. Soviet intellectuals, trained in reading be-
tween the lines, saw the film as an allusion to the Stalinist epoch. At the same
time, the Sinjavskij-Daniél” affair resulted in imprisonment of both writers who
risked publishing their literary works in the West.

In 1966, ANDRE] RUBLEV, Tarkovskij’s first fully mature work, with the script
co-authored by Koncalovskij (this time with credits) was finished.” This same

7 ,Ivan’s Childhood Andrei and I wrote in two and a half weeks. I participated as a full-fledged
co-author, but was not credited (Koncalovskij, 2014, 122).

8  Also known as Triumph Over Violence. Screenplay by Maya Turovskaya and Yuri Khanyutin.

9 A real premiere of the restored film took place only in 1987.
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year Susan Sontag published her famous book Against Interpretation. ,Interpre-
tation,” she argued, ,had become the intellect’s revenge upon art®. If Tarkovskij
had access to this book, he would wholeheartedly agree.

Both Andrejs were sons of poets, both studied music before turning to film-
making, both were students of Michail Romm at VGIK, both listed the same
names as sources of inspiration: Bergman, Bresson, Bufiuel, Dovzenko, Fellini,
Kurosawa."

Andrej Tarkovskij and his father Arsenij always insisted that they were related
to the Shamkhal (ruler) of Tarki, an urban settlement in Dagestan, and that the
name Tarkovskij was derived from Tarki."" Andrej’s sister Marina, however, dis-
puted this claim saying that both the father and the son had made up the Tarki
story and enjoyed the mystification. In fact, she said, they were descendent of
Polish nobility (Tarkovskaja 2006, 10).

In 1921, according to a legend, Arsenij and a group of his friends were ar-
rested (and later released) for publishing a poem, which contained an acrostic
saying nasty things about Lenin.”? Because of this incident (or, more likely, re-
gardless of it), Arsenij never became an ,official Soviet poet®. His first book
of poetry PERED SNEGOM (,,Before Snowfall®) was published only in 1962,
the same year his son received Leone d’Oro in Venice for IVANOVO DETSTVO
(,, Ivan’s Childhood*®).

Andrej Koncalovskij’s father, Sergej Michalkov, was the most ,official‘ of So-
viet writers. His ancestors belonged to the Russian nobility and included admi-
rals, governors, and princes. His major poetic achievement was the text of the
Soviet/Russian anthem, which he had written three times. The 1943 version (co-
authored with Gabriel’ El’—Registan) mentioned Lenin and Stalin; in the 1977
version Stalin disappeared but Lenin remained, and in the 2000 Russian anthem,
both Lenin and Stalin were replaced by ,,God“. Sergej Michalkov’s career is best
understood through numerous awards he received from the government. Mul-
tiple Orders of Lenin, Red Star, Red Banner, Hero of Socialist Labor, Lenin and
Stalin prizes give way, in the 1990s, to Orders of St. Sergij, St. Andrej, St. Dmitrij
Donskoj and the like.

Through his mother, poet Natalija Koncalovskaja, Andrej is a great grandson
of the famous artist Vasilij Surikov (1848-1916) and a grandson of no less famous
artist Pétr Koncalovskij (1876-1956).

10 Both lists kept changing over time but this core usually remained intact.
11 For arguments for this version see Volkova (2013, 26).
12 The story was confirmed to me by Marina Tarkovskaja. The actual text of the poem unknown.
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The thaw in Soviet filmmaking started with reviving some ideas of the Russian
Formalism of the 1920s, specifically, the idea of liberating each art of extraneous
elements. In the words of David Arkin, ,,verbal creation is freeing itself from mu-
sic; music, from painterly and literary elements; theater, in its turn, from literature
and music and painting, etc.“ (Arkin, 1921, 13). According to Jurij Tynjanov, ,,film
has slowly liberated itself from its captivity to neighboring art forms - painting
and theater, now it has to liberate itself from literature (Tynjanov 1977, 323).

The Stalin epoch turned this idea inside out. The Soviet encyclopedia of
1953 lamented the wordless status of films of the 1920s: ,,B 20-x rogax KuHO
OBL/IO ellje HEMBIM, IMIICHHBIM CI0BA — IJIABHOTO CPEJCTBA BBIPAXKEHMsI MbIC-
nu xypoxanka“?® (BSE 1953, v. 21, 19). From the mid-1930s, the content of any
creation, from film to architecture, had to be expressed in words. For example,
Boris Iofan’s design for the Soviet pavilion at 1939 New York Expo was explained
this way: ,,A calm and composed but at the same time upward striving building,
crowned with the figure of a worker: a model of the Soviet working class, indi-
cating to the world the path to the future; sculptural groups of workers having
achieved power and having built socialism under the leadership of Lenin and
Stalin; and bas-reliefs of the republics possessing equal rights - everything blends
into a single expressive form“ (ARCHSSSR 1929, 8-9).

In 1938, a resolution of the Council of People’s Commissars informed film
studios that film directors were not allowed to change a single word in an ap-
proved screenplay ,without the approval, of the president of the Committee for
the Affairs of Cinematography“ (SPIRP, 1938, 13, 82). From 1938 to 1953, full con-
tent of any film had to be expressed through sound, by dialogues and monologues
of the characters. Images on the screen were only to illustrate the words.

This was exactly what Tarkovskij and Konc¢alovskij were fighting with in the
1950-60s, consciously or unconsciously harking back to the Russian Formalism
of the 1920s. ,,I do not believe®, said Tarkovskij in an interview in 1962, ,,in the
literary-theatrical principle of dramatic development. In my opinion, this has
nothing in common with the specific nature of cinema“ (Gianvito, xii). Elsewhere
he added: ,,I don’t follow a strict narrative development and logical connections.
I don’t like looking for justifications for the protagonist’s actions. One of the rea-
sons why I became involved in cinema is because I saw too many films that didn’t
correspond to what I expected from cinematic language“ (Bureau 1962, 4. Em-
phasis added). Later he reiterated: ,Hacrano Bpems1, korga He06X0gMMO HaKOHeI]
OT[IeTIUTD TUTepaTypy oT kuHeMaTorpaga“* (Tarkovskij 1989, 15).

13 ,Films were silent, deprived of the word, of the primary means for expressing the artist’s
thoughts.”
14 ,The time has come for literature to be separated, once and for all, from cinema.”
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Koncalovskij, although not specifically calling for purging film of words,"
was, nevertheless, rejecting word-based Stalinist aesthetics:

Hawm Ka3aoch, 4TO MbI 3HaeM, KaK JlelaTh HaCTOsIIlee KMHO. [/1aBHas npas-
fa — B ¢pakType, 4TOOBI OBITIO BULHO, YTO BCe IIOJ/IMHHOE — KaMeHb, I1eCOK,
0T, TPELIMHBI B cTeHe. He HO/DKHO OBITh rpuMa, IITYKaTyPKY, CKPBIBAO-
1iett XXuBYI GakTypy Koxu. KocTIOMBI JO/DKHBI OBITh HET/Ta)KEeHHbIE, He-
cTupaHHbIe. MBI He ITpU3HaBa/Iu FO/IMBYACKYIO WJIN, YTO OBLIO J/Is1 HAC TO
e, CTAIMHCKYI0 acTeTuky.' (Koncalovskij 2014, 122)

Stalinist culture was suspicious of documents of any kind. All statistical offices in
the USSR were closed in 1930 (SZIRRKP, 1930, 6, 74). In the same year, Stalin publi-
cally attacked A. G. Sluckij’s article for overestimating the role of documents: ,Ka-
KJie eMy HY>KHBI ellle JOKyMeHTBI? [...] KTo ke, kpome Oe3Hane X HbIX OI0POKPATOB,
MO>KeT II0JIaraThCsl Ha OfHM MNIIb OyMaskHble JokyMeHThI? “V (PR, 1931, 102).

As we could see above, both Tarkovskij and Koncalovskij were fighting for
documents and real life. Tarkovskij wrote: ,Bpems B popme daxra! S cHoBa Ha-
IIOMIHAI0 00 9TOM. VIIeambHBIM KMTHeMaTorpa)oM MHe IIPeJICTaB/IACTCA XPOHN-
Ka: B Hel 5 BUKY He CII0C00 CheMKH, a CIIoc06 BOCCTAHOB/IEHN A, BOCCO3aHNUA
xkm3un® (Tarkovskij 1989, 64-65). He was proud when some people took real
documentary clips in ZERKALO for made up ones: ,,5I He pa3 C/IbIIIaT MHEHNS
0 TOM, YTO XPOHMKAJIbHbIE KYCKM, BCTaBJICHHbIE MHOIO B ,3epKajIo, Ha CaMOM

[ene HKaKad HE XPOHMKa, a IPOCTO CHATHI MHOIO ,I10[] XpOHI/IKy‘, 1'[0]:[II€}'121HI)I“19

(ibid., 130).
Both directors expressed a similar ,documentary‘ dream. Tarkovskij:

VineanpHbll crydaii paboThl Haj, QUIBMOM PUCYeTCA MHe CIeHYIOLINM
o6pazoM. ABTOp GepeT MIIIMOHBI METPOB IIIEHKN, Ha KOTOPOJI IOC/e-

15 Especially, having written 34 film scripts.

16 ,We thought we knew how to make real cinema. The main truth - is in the texture, to make it
clear that all is authentic - stone, sand, sweat, cracks in the wall. There must be no make-up,
concealing living texture of the skin. Costumes should be un-ironed, unwashed. We did not
accept the Hollywood or (what for us was the same) the Stalinist aesthetics.”

17 ,What additional documents he needs? [...] Who, except hopeless bureaucrats, can rely on
nothing but paper documents?“

18 ,Time in the form of fact: again I come back to it. I see chronicle as the ultimate cinema; for me
it is not a way of filming but a way of reconstructing, of recreating life.

19 ,Ihave more than once heard people say that they thought the newsreels were reconstructions,
deliberately made to give the impression of actual newsreels: the documentary had become an
organic part of the film.“

478



Andrej Tarkovskij and Andrej Koncalovskij

IOBaTeNbHO, CEKYH/ja 32 CEKYHION, [IeHb 3a JTHEM U TOfj 3a TOJJOM IIPOCIie-
JKeHa ¥ 3adUKCHpOBaHa, HALIPUMED, XU3Hb YelIOBEKa OT POXKAEHM [0
CaMoJt CMepTH, ¥ U3 BCETO 3TOTO B pe3y/IbTaTe MOHTaXKa IIO/MYYaellb /iBe
C IIOJIOBMHOJ TBICSYY METPOB, TO €CTh OKOJIO IIOZIYTOPA YaCOB SKPAHHOTO
Bpemenn.” (Ibid., 65)

Konc¢alovskij:

Ms1 ¢ AnppeeM TapKOBCKMM MHOTO JyMajay O IPUHIUIIAX M3TOXKEHIA
cioketa. Hembast /i MpoCTO XpOHMKAIbHO 3aMKCUPOBATH XKIU3HD YeTI0-
B€Ka B Ka)K,IHJIiI MOMEHT €TI0 JXU3HN, HUYEro HE OT6I/IpaH, a IIOTOM CMOHTU-
poBaTh, OTXKaB BCe HEMHTEpecHOe Ha MOHTaXHOM cToye?* (Koncalovskij
2014, 456)

Tarkovskij never attempted to realize this dream. Koncalovskij tried to do it in
BELYE NOCI POCTAL'ONA ALEKSEJA TRJAPICYNA (,,The Postman’s White Nights®,
2014).

The two directors, while expressing similar desires for authenticity, in their
films acted quite differently. Andrej Koncalovskij, true to his declarations, in
both his first films PErRvY] UCITEL (,,The First Teacher®, 1966) and ISTORIJA
As1 K1jac¢inoj (,,The Story of Asya Klyachina® 1966) as well as in BELYE NOCI
POCTALONA ALEKSEJA TRJAPICYNA used mostly non-professional actors and re-
lied on improvising during shooting. Andrej Tarkovskij never felt obligated to
follow his theoretical statements. Desire for authenticity somehow coexisted with
his desire for a full control of the set.

The two directors, who started as like-minded friends and collaborators, later
went completely different paths, both politically and artistically.

Koncalovskij, who in the early 1960s, ,was attracted to foreigners and consid-
ered them some sort of ,,chosen people®, had ,,one passionate desire - to get rid of
it all. Leave. Get out. Get rid of the Soviet passport. To live with it was shameful“
(Koncalovskij 2014, 519). After spending some time in France, he returned to the

20 ,,This is how I conceive an ideal piece of filming: the author takes millions of meters of film, on
which systematically, second by second, day by day and year by year, a man’s life, for instance,
from birth to death, is followed and recorded, and out of all that come two and a half thousand
meters, or an hour and a half of screen time.”

21 ,Andrej Tarkovskij and I thought about the principles of telling a story. Could we just record
human life at every moment, not selecting anything, and then edit by removing all uninteres-
ting stuff?“

479



Vladimir Paperny

Soviet Union to make a pseudo-poetic, politically loyal ROMANS O VLJUBLEN-
NYCH (A Lover’s Romance®, 1974), to which Tarkovskij reacted with disdain,
noting its ,B3BMHYEHHAA IICEB/IO-TIOITIYECKAsA MHTOHANNA [...| KaKoi X0/mof-
HOCTbBIO, KaKOJl HellepeHOCUMOJi BBICIIDEHHOCTBIO 1 (ajIbLIbI0 BEeT OT ITOTO
¢dunbpma“ (Tarkovskij 1989, 149).

Koncalovskij later paid back by calling Tarkovskij’s last films NostaLGia
and OFFRET (,,Sacrifice®, 1985/86) pretentious: ,,Cuntas, 4T0 OH 6O/bIIE 3aHAT
HOJICKOM Ce0s1 caMoro, YeM MCTUHBL [...] UneHOpaspenbHbI peXUCCepCKuit
A3BIK CTaJI ycTynmarh MecTo Mbryanuio > (Koncalovskij, 2014, 508).

Tarkovskij, despite his keen interest in the West and frequent fights with Soviet
authorities, (Tarkovskij 2008, 27.01.1973) was more patriotic that Koncalovskij,
at least in his diaries: ,mpexpacHo uyBcTBOBaN cebst B Poccum B cBoeM pepe-
BEHCKOM JIOMe, OTHEe/IEeHHbII OT MOCKBBI TpeMsi COTHSAMHU KU/IOMETpOB *
(Tarkovskij 1989, 212). And a few years later: ,,Ecu 651 rpaHuUIIBI He CYIECTBO-
Bajio, Mbl (Poccust) 661 mobenunm 6e36pexxHo. He pagu crpost. Pagu upen. V6o
MBI yBaxkaeM ugen. JKusem pagu upgen“® (Tarkovskij 2008, 10.05.1976). Regard-
less of his feelings for Russia (ibid., 8.11.1984),* he asked for a political asylum
and died in the West.

In conclusion, despite Andrej Tarkovskij’s notoriously difficult personal-
ity (he managed to offend everybody who worked with him) and elements of
self-indulgence in his last films, his best work, such as ANDREI] RUBLJEV and
ZERKALO (,,The Mirror®, 1974/75), will probably survive, if not forever, but at
least for as long as there are film archives and film schools. Andrej Koncalovskij,
on the other hand, who has always been friendly and generous with all mem-
bers of his crews, with all his intelligence and professionalism, has not pro-
duced work of lasting value, neither in Russia nor in the West. His best film,
IsTorja Ast KijacCinoy (1966), made half a century ago, was banned by the
Soviet authorities for a long time for reasons that are still not quite clear. Even
his omnipotent father Sergej Michalkov, Hero of Socialist Labor and multiple
Lenin and Stalin Prizes winner, was not able to un-ban the film despite all his
highest-level connections. It was an important film for its time but not many
films, however good, can survive decades of being hidden from the public. The

22 ,High-key, pseudo-poetic tone. [...] Everything about the film is cold, intolerably high-flown,
and corny.“

23 ,Ibelieved that he was busy searching for himself rather than for truth. [...] Articulate direc-
torial language gave way to mooing.”

24 I felt wonderful in Russia when I was in my country house, with three hundred kilometers
between Moscow and myself.

25 ,If the borders did not exist, we (Russia) would have won boundlessly. Not because of the poli-
tical system. Because of the idea. Because we respect ideas. We live for the sake of an idea.”

26 ,TodayIhad a terribly sad dream. Again, I saw a northern (I think) lake somewhere in Russia,
the dawn. On the opposite bank there are two Russian Orthodox monasteries with cathedrals
and walls of extraordinary beauty. And I felt so sad! It hurts so much!“
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same happened with Marlen Chuciev’s ZasTava IL1CA (,,Ilyich’s Gate®, 1964),
and quite a few others.

If not for these unfortunate circumstances, Andrej Koncalovskij’s creative bi-
ography could have taken a completely different turn.

Hnmepevio asmopa ¢ Audpeem Konuanosckum, 5 nosbps 2014 . (cokpawennas
sepcus). For the full video version see: https://vimeo.com/112624235 (27.05.2015).

BII: Bbl MHOTO IMcanm, KaKoe BIleYaT/IeH)e Ha Bac B 1960-X rogax nponsBoguIn
MHOCTPAHIIbl: OHY ObLIN JIIOAbMU U3 [PYTOrO MUPA, ¥ BaM OYeHb XOTE/IOCh
B TOT Mup. TapKOBCKMIT HA06OPOT, €C/TM YUTAEIIDb €r0 JTHEBHUKI, BCE BpEMSI
XOTeJI yexaTb K ce0e B lepeBHI0 MsCHOe, ucas, rje Obl HAMTHU JieHer, 4TOObI
HOCTPOUTD KPBILLY, ¥ BOOOIIIe, ITofanblie u3 MOCKBbI, HO Ty/ia — @ BaM Ty[a.
B pesynbrare oH OKa3ascs HEeBO3BpalljeHIIEM, OCTAJICSA U yMep Ha 3amafe, a
BbI OKa3aJ/IMCh Bo3BpalieHIieM. Kak 00bsCHUTD TaKoI apagoKc?

AK: 9To0 He COOTBETCTBYET HENICTBUTEIBHOCTI. TapKOBCKUII Me4Tas yeXaThb B
IepeBHI0, IOTOMY YTO OH He MOT yexaTb Ha 3anaj. Eciu 6b1 oH MOTr cBO60OHO
yexaTb Ha 3alafi, oH Obl cpa3y yexan. Kak TO/IbKO Yy Hero BO3HMK/Ia BO3MOXK-
HOCTb CHMMATb KapTMHY B JITanuy, OH BCceMU IpaBIaMy U HeIpaBIaMIL...
U 51 eMy IOMOTJI, 4T00 9TOT Bbles[, cOCTOsICA. OH COCTOSICA, IIOTOMY 4TO
BKJIIOUM/IACh UTATIbSIHCKAsA KOMIAPTUS U TaK Hajnee. TapKOBCKUIL, Kak U s,
MedTan o 3amafe, ¥ Mbl IIepBBLil pa3 BMecTe momany B Beneryio. VI Boobute
«AHpipeit Pybnes» oH nmucai ¢ pacueToM Ha BeHenmaHckuil gpecTuBanb, TaM
€CTb IHOCTPAHIIbL, ¥ BCe OHY TOBOPAT HO-UTanbsAHCKU. Eciu 661 OH fyman o
Kannax, To TaM ¢ BeTMKUM KHs13eM O6bU1n 651 PpaHIly3bL.

Wranus o60xria Hac 060MX, OH MeYTasl TYAa yeXaTh, I s1 MeYTasl yeXarb.
OH yexai paHblile, 0PpUIMATIBHO, a 51 yeXaJI, HOTOMY YTO ObL/I KeHaT Ha ¢ppaH-
nyxenke. OH yMep Ha 3amaje, IOTOMY YTO OH 0Os/ICS BepHYTbCA. W 3ps
6ostricst. A ecny 651 OH ZOXXMII IO MOEro BO3pacTa, OH OBl HaBEpHSIKA TOXKe
BepHy/cs. OH Obl BepHy/IcA paHblle, 4eM s! [ToToMy 4TO 51 yMen cHUMATh
KapTUHBI 110 3akasy. S mor caumMarb B T'ommusypne. S npodeccuonarn, a He
XyRoKHUK. OCO6EHHO B TO BpeMsi CYUTaI ce0s1 MPOCTO MpodecCHOHAIOM.
OH Ke OBbII XY/JOXKHUKOM, 1 €My ObLIIO O4eHb C/I0KHO. Ec/y 6bI He LIBefbI, OH
BPSLJI /1M CMOT 4TO-HUOYAb CHATB. C ero uaesMu eMy O6b110 Obl 04eHb TPYAHO,
0COOEHHO B JIeBAHOCTBIE OB, KOT/]a BCe MEH/IOCD, I KaPTUHBI AJIA B3POC-
JIBIX TIepeCcTany CHUMATbCA. A OH CHUMaJI KapTUHBI i1 B3POC/IbIX, IpUYeM
/IS YUTAIOLMNX B3POCTIBIX.
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BII: Yro Bac 3acTaBM/IO BEPHYTbCA?

AK

: Huyero ge 3actasuno. f 3axoren. f npuexan B [onnuBy;, Korfa KapTUHBI
[ie/IaIiCh 3a HeOOIblIINe TeHbIY, CHIMATOCh MHOTO KapTHH ¥ PasHbIX. B 10
BpeMs [onuBYZ OBUI MECTOM ITAJIOMHMYECTBA €BPOIIENICKUX PEXKUCCEPOB.
Orryga tonbko 4yto yexan KypocaBa, Tam ®ermmuu obnoman cebe pora,
JIus YnbpmaH, TaM MHorue nbitannuch. Ho x 90-m rogam l'onnusypn cran an
extension of Wall Street. Bonbluye feHbrM 0OpaTHIM BHUMaHMe Ha [omnu-
Byp nocne Star Wars. JIykac cienan KapTUHY 4yTb I He 32 10 MMJITTMOHOB
IOJI/IapOB, HO BCe UTPYLIKH, Bechb merchandizing, octaBun cebe, u OHU 3a-
paboTranu 4yTh 1M He YeTBEPTh MWUIMAPAA Ha UT'PYLIKaX. [0/UIMBY T HOHSIL,
YTO 3TO KOJIOCCA/IbHAS money-making MalnHa, ¥ 4TO HaJlo fAe/aTh KapTUHBI
IJ1 TUHOMKEPOB, U C 3TOro MoMeHTa [o/IuBy/ cTasl ielaTh KapTUHBIL A1
TUHINIKEPOB.

IToToMm cTany MOBBIIATHCA LIEHDI, KAPTUHBI CTanyu cTouThb ot 70 fo 300
MUJIIVOHOB, a 4eM IOpO>Ke KapTUHBI, TeM MEHbIIIe KapTUH BBIXOJUT, U TaK
nanee. Ceityac B [onnuBypie cHUMaeTca O4eHb Majio KapTuH, Kak npu Cra-
nuHe. MHe TaM Hedero fiefathb. Sl X049y CHMMAaTbh KapTUHBI 0e3 JieHeT, ObITh
abCoOMOTHO CBOOOHBIM 1 MMCATh KaMepoil poMaH, a B [onnByze Hafjo He
CHUMATb KaMepoil pOMaH, a BBIIIONIHATb TOYHbIe MHCTPYKIINY, KaK peLenT
Mak/ioHanbica — OH YHMKaJIeH M yHMBepcasleH, B 1000M MakgoHanb/ce
OJIVH 1 TOT K€ pPelLleT.

BII: Maita TypoBckas paccKkasbIBaza MHE, YTO OHA Bac KaK-TO BCTPETH/IA, KOTa

AK:

BIT:

AK:

BII:

AK:

BbI BepHY/ICh 13 [o/muBypa, u cpocuna: ,CKaXkyt MHe OIHUM CTIOBOM, YeMy
TBI TaM Hay4myIcs . VI Bbl oTBeTWIN: ,,CMMUpPEHNIO . BB IOMHNTE 9TOT SIMU30[?

Her, He moMmHI0. I MHOTO Yero He MIOMHIO.
Ho ato npaBgonofo6Ho?

A6ComoTHO.

Yro BBl MMeENU BBULY?

B AMepuke s Hay4dmics, BO-NIEPBBIX, CyIIaTh, @ BO-BTOPbIX, ITOHAJ, YTO
HaJl0 yMEThb NpOflaBaTh CBOJ TanaHT. Hac Hukorma sTomy He yumau. He-
CKOJIbKO 1IeT s Xoaun 1o Jloc-AHJpKenecy ¥ HUKAK He MOT IIOHATD, TOYeMY
HUKTO HE XO4YeT CO MHOJ KMHO cHuMarb. Hazo ymerb mpopaBarb CBOII Ta-
JIAaHT, @ 5TO 3HAYUT HAZI0 YMETb COITIALIATBCA CO BCEM, YTO Tebe TOBOPAT U
CTapaTbCs JleNaTh M0-CBoeMy. VM IOTOM y4Mmbcs TOMY, 4TO TO60JI pyKOBO-
AT JIIOM, KaK IIPaBIJIO, HIDKe Tebs 0 Ky/IbTypHOMY ypoBHI0. HaMHOTO.
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BIT: Ho B 4eM-T0, HaBepHO, BbIllle, B TOHNMaHNN O13HECa, HALIpUMep?

AK: B nonmmanum 6usHeca 6esycnosno. Ho monnmanme 61msHeca ceifuac cBo-

puTcs K 4eMy? UToObI Kak MOXKHO OOJIbIIIe JII0eNl IOCMOTPENIN TBOIO KapTH-
HY. A 3TO 3HaUUT NPOJYKT. XyJO)KHMK BBIITYCKATh IIPOJyKT, KOHEYHO MOXKET,
HO HE B CEPUITHOM Ka4eCTBe.

BII: Br1 mHOTO IIMCaan, M KCTaTu TapKOBCK]/If;[ TOBOPMNIJI TO K€ CaMO¢€, 9YTO BbI X0~

TUTE 3alleyaTneTh HEIPUXOTAMBOE TeYeHNe XKI3HY Ha I/IeHKY. TapKoBCKumit
BOOOILe TOBOPWIJL, YTO XPOHNKA 9TO UJjeanbHasA ¢popMa KMHO. MHe KaxkeTcs
UJiesi, YTO MOXKHO CHYMATh ,,KaK eCTh HecKoJIbKo HamBHasd. JIro6as poTorpa-
¢us sTO BEIOOP — TOUKY, Kajipa ¥ Tak panee. VM maxxe TapKoBCKMIT, KOTOPBII
TOBOPWIJL, YTO HAJI0 CHUMATh 0e3 rpuMa. ..

AK: To, yto AHppIolIa TOBOPUI, U TO, YTO OH Je/aj, He coBnagano. Ero va-

CTO 3aHOCMJIO B MBIC/IAX B Hebeca, a IOTOM OH CTAJIKMBAJICS C PealbHOCTBIO.
ITO eCTeCTBEHHO, Y KaXKJOr0 XYHLO>KHUKA eCTb CBOM MJ€anbl, a KOrAa OH
IIBITAETCA UX OCYIIECTBUTD, Y HETO YEero-TO I 3TOTO He XBaTaeT. AHpel
IMCaN CLeHapUM, a KaK TOJIbKO NNIIETCS CIeHApUI, XPOHMKA KOHYAETCH.
B ero xaptuHax, 0co06eHHO B 3EPKAJIE, JBU)KEHIE KaMephl — 3TO abCOMI0T-
HO ITpoAyMaHHas Belllb. Korga kamepa npogyMaHHO IBYXXETCs, 9TO yXKe He
XpOHMKA.

BIl: Mens mopasuio MHTEPBbIO TapKOBCKOTO C >KYPHAaIMCTKON IO MMEHMU

Vpena bpesna. OH roBOpUT €1, UTO )KEHIIVHBI — HETIO/IHOLIeHHbIe CYIL[eCTBa,
YTO >KEHIIMHA MOXKET cebe peann3oBaTh TOIBKO Yepe3 OTHOLIEHNS C My>XK4H-
HOJ1, >KeHIIMHA, Y KOTOPOJT Kapbepa — 9T0 KaTacTpoda. Bapyr Takoit mosu-
HUCTMYECKMIT TTaTpUapXaabHblit HOTOK. Kak 9T0 00 bsICHUTH?

AK: [a, nukak. Auppeit — pebeHok. CerofHs ofHO, 3aBTpa ipyroe. Y Hero Ob

27

IpyT Takoi, ApTyp Maxapos, npueMHblii cblH Tamapbl MakapoBoit. OH 6b11
misogyne, CIMTAL, YTO SKEHIIVHA JO/DKHA CTTY>XXUTb My>X4nHe.”” AHpeli ObI1
4eJIOBEKOM BIIEYATTMTETIbHBIM U, A ObI CKa3as, He O4eHb CUIbHBIM. OueHb
HEyBEpeHHBIM, oTcIofa ero MeTanusA. Orcioza on ucnyrancsa KI'b. 4 emy ro-
BOPWUJL: ,BEPHUCH, TeOsI OTIYCTAT 0OpaTHO, ThI Xe He rocket scientist®. Tlo-
TOM OH CKasas, 4To 51 paboraro B KI'B. OH Obl1 0O4eHDb BHEYaT/INTEIbHBII,
HEpPBHBIIT, U 9TO ero moryomno. Eciau 6p1 oH 6bUI IOCIIOKOIIHEe, U Bonmops

Cp. mpo Aprypa Makaposa: ,,AHApeit 6e3 peyBennyeHnst 60rOTBOPUII €r0, HasblBas MCKIIIO-
4NUTENBHO ,ApYMKOM', B TO BpeMs Kak Jlapuca pucoBaa ero MHe IOf/INHHBIM UCYA/EM afia.
OHa pacckasblBana, 4YTO €ro COEPIKAT KaKye-TO IPOCTUTYTKU, OffHA 13 KOTOPBIX CTa/la €ro
>KEHOI1, 0 cafloMa3oxmcTckoM nosegenun’ (Surkova, 2002, 114).
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MakcuMOB He BbIepHYII Obl ero ¢ KanH. 9T0 6b1I0 Ha MOUX I7Ta3ax. Bomops
TOBOPUIL: ,Cel4ac yBe3eM ero, ycTpouM Ipecc-koHgepenuio”. HecuacTHblil
AHpperii.

BII: ITocnepmumit Bompoc: 4yto npoucxonut B Poccun? bexxats Hafgo oTcropa?
AK: 3auem? Kyza 6exxarn? KT0 X04eT TOT 6€XXUT, KTO He XOUeT, He OeXXUT.
BIT: Yro 6ymeT mpOMCXOANTD B O/IVDKAIIIINE IATh /IET?

AK: { He 3naw. f TonbKO 3HaI0, YTO B Poccum umeT oyeHb aKTUBHBIN UCTOPU-
YeCKUI ITOTOK, KOJIOCCAaNbHONM MHTEHCUBHOCTI. Bce BMecTe — fleHbIH, pyc-
CKUII TeMIIepaMeHT. Mbl XX1BeM BO BpeMeHa Meiuun. 9TO MOIIHBI NIOTOK,
KOTOPBIif TOpa3/io MHTEPECHee, YeM YCTOsABINAACA Ufes MOMUTUYECKON Kop-
PEKTHOCTH, KOTOpasA CKOBajla 4/ieHbl 3allaffHbIM CTpaHaM. S moespui, MHe
TaM O4YeHb HPABUTCS, HO MHE TPYAHO cebe IPefCTaBUTb, YTO 5 MOTY Jie/laTh
ceityac Ha 3anaje. Ecnu 65l 51 ObU1 yueHBIM M/IM KOMIIBIOTEPLIMKOM, TO A, HO
MHe KaK IMYHOCTM 1 KaK XyZOKHUKY Poccus 6eckoHeuHO MHTepecHa. Vet
OIpOMHasl CMeHa BeX, ouepefHas ,CMeHa Bex . KoHuaeTcs Lie/blil Iepuon
WITIO3UII OTHOCUTEIBHO TOTO, YTO MUP YCTOSI/ICA, al3M HEBO3MOXKEH, fie-
MOKpaT Besfie HensbexxHa 1 do it our way. Bce aTo koHUMI0CH. Vifes eBpo-
MIOLIeHTpM3Ma KOHUYMIach. KoHunMnach ujes, 4To eBpoIneicKie uzeanbl IpaB
YyesI0BeKa, IEMOKPATHI, ITIONUTUYECKON KOPPEKTHOCTH, TOIEPAHTHOCTH, BCe
9TO BO300/1afjaeT. ITO CTAJIO0 CBOETO POfia PeNTUrMell UMOTOB. DTa PeNUrus
IbITAaeTCS HAYYHO MPOJO/DKUTD XPUCTUAHCTBO, TOIBKO B MIO3UTUBUCTCKOM
CMBICTIE.

BII: Bo1 umeere BBuny ®@pencuca Pykyamy U koHey, ucmopuu?

AK: Her, s nMeto BBy BCe BMeCTe, U0, YTO N1bepanbHasi MbICTb BOCTOPKe-
CTBYeT, YTO JIeMOKpaTHA BefleT K IPOLBeTaHIIO, M TaK fiajiee. ITU BCe MBIC/IN
ceifyac I71aBeHCTBYIOT B EBpOIEIiCKOM COI03€, I OHM He 3HAIOT KaK U3 3TOTO
BBI/IE3TH, IIOBTOPSIIOT Y)Ke KaK IIOIIyray, XOTs BUAHO, YTO BCe MieT Ha000pOT.
3tot influx, kotopsiit upet 3 CeBepHoit AQpUKY — OHU He 3HAIOT, KyAa Je-
BaTbCA. A Kyza feBarbca? VIHTepecHo. [TocMoTpuM, 4TO Oy/ieT HPOUCXO[UTD
B EBpore.
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