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Through Christendom and Beyond

Andprei Tarkovsky considered himself first and foremost an inheritor of the Rus-
sian Orthodox spiritual tradition, going so far as to celebrate the role of Russia
in saving ,Christian civilisation’ from barbarism in the structurally central scene
in his autobiographical film ZERKALO, in which the young protagonist is asked
to read approvingly from Pushkin’s letter to Chaadaev. Later in his career, how-
ever, and particularly following his emigration from the Soviet Union to Wes-
tern Europe, Tarkovsky was forced to confront the fact that the West had strayed
even further from its Christian roots than Soviet Russia. In his late interviews
and in his final two films NosTALGHIA and OFERET (,,Sacrifice®) in particular,
Tarkovsky’s interest shifts to the East, as solutions to the spiritual problems of
modernity - excessive materialism and a lack of willingness to sacrifice for the
greater good of civilisation - are sought in the face of apocalyptic threats to the
survival of the species.

Tarkovsky’s oeuvre may thus be viewed as an increasingly clear call for a
Weltethos or Global Ethic of the kind advocated by the likes of Hans Kiing and
Tu Weiming. This paper explores the ways in which Tarkovsky could be said to
offer a contribution to this international project, starting from apparent parallels
between Tarkovsky, Kiing and the New Confucian philosophers at the heart of
the Global Ethic movement, and then charting the spiritual journeys of the cen-
tral protagonists of Tarkovsky’s final two films — Gorchakov in NosTALGHIA and
Alexander in OFFRET - and showing how the Global Ethic theme and the con-
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cern for the moral development of the human community as a whole become, by
the end of Tarkovsky’s life, central and urgent. Excerpts from Tarkovsky’s diaries
and interviews will also build a picture of a man committed to the idea of a Moral
Law based on sacrifice for a common, global cause.

The founder of the Weltethos movement, the Catholic theologian Hans Kiing, was
stripped of his missio canonica by the Catholic Church in 1979 for his views on
the need for radical reform of church institutions and in particular for his views
on the need for dialogue with other religious and spiritual traditions. Freed from
his obligations to the Vatican, Kiing was able to pursue his ecumenical interests
with greater gusto from the 1980s onwards, publishing a number of books around
the Weltethos theme and organising a series of conferences, most famously the
1993 Parliament of the World’s Religions, which culminated in the signing of an
ERKLARUNG zUM WELTETHOS (,,Declaration Toward a Global Ethic®) by a host of
religious and spiritual leaders from around the world, including representatives
of the Orthodox community. I would like to quote the end of this declaration
before turning to Tarkovsky:

Zum Schluf3 appellieren wir an alle Bewohner dieses Planeten: Unsere
Erde kann nicht zum Besseren verandert werden, ohne dafl das Bewuf3t-
sein des Einzelnen gedndert wird. Wir pladieren fiir einen individuellen
und kollektiven Bewuf3tseinswandel, fiir ein Erwecken unserer spirituel-
len Kréfte durch Reflexion, Meditation, Gebet und positives Denken, fiir
eine Umkehr der Herzen. Gemeinsam konnen wir Berge versetzen! Ohne
Risiko und Opferbereitschaft gibt es keine grundlegende Veridnderung un-
serer Situation!" (Kiing 1993, 15)

The key word to note here for our purposes is Opferbereitschaft (;readiness
for sacrifice). Tarkovsky’s entire career can be interpreted as one big push for a
stransformation of hearts’, one long attack on what he described as the modern
Western obsession with the self and the loss of precisely the Opferbereitschaft
that one finds in plentiful supply in the story of Jesus Christ and also in sev-

1 ,In conclusion we call on all the inhabitants of this planet: Our Earth cannot be changed for
the better without a shift in the conscience of individuals. We are arguing for an individual and
collective change in conscience, for a strengthening of our spiritual powers through reflection,
meditation, prayer and positive thinking, for a transformation of hearts. Together we can move
mountains! Without a willingness to take risks and a readiness for sacrifice there can be no
fundamental change in our situation.” (All translations from German and Russian are my own
unless otherwise stated.)
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eral Eastern religious and spiritual traditions, the very existences of which for
Tarkovsky were threatened by the creep of Western modernity.? All seven of
Tarkovsky’s films glorify precisely this lost readiness for sacrifice in the name of
civilisation: Ivan gives up his life to resist Nazism in IvANOvVO DETSTVO; Andrei
and Boris fight medieval ignorance and barbarism to spread the word of God in
ANDREJ RUBLEV; Kris redeems humanity by engaging in civilised dialogue with
the Ocean in SOLJARIS, even risking his own mental health to do so; the Stalker
risks death in order to bring the necessary magic of the Zone to jaded modern
meaning-seekers; Domenico burns himself alive in the name of humanity at
the end of NosTAaLGHIA; and Alexander burns his own house down in order to
protect his son and the rest of humanity from a nuclear apocalypse in OFFRET.
And perhaps the most important example of all comes from the central scene
in ZERKALO in which Ignat quotes Pushkin’s letter to Chaadaev on Russia’s in-
dispensable role in the history of civilisation and the sacrifices it has made in its
name.

One can certainly question how much Tarkovsky actually knew about the
major world religions or about the ,Eastern’ civilisations he increasingly praised
towards the end of his life. It seems, for example, that he knew relatively little,
if anything, about Confucianism; although the influence, albeit superficial, of
Daoism and Buddhism on Tarkovsky is, as we will see further, particularly obvi-
ous in NosTALGIA and OFFRET, there is no apparent mention of Confucius or
Confucian thought in any diary entries or interviews. This lacuna is noteworthy
because Tarkovsky may well have found a closer ally in Confucian thought than
in either the Daoist or Buddhist traditions. Consider the 1958 New Confucian
MANIFESTO FOR A RE-APPRAISAL OF SINOLOGY AND RECONSTRUCTION OF CHI-
NESE CULTURE signed by the leading Confucian scholars of the day including
Tang Junyi and Mou Zongsan:

Chinese culture arose out of the extension of primordial religious passion
to ethical moral principles and daily living. For this reason, although its
religious aspects have not been developed it is yet pervaded by such senti-
ments, and hence is quite different from occidental atheism. [...] Yet this is
precisely what is most neglected and misunderstood by Sinologists.

[...] In the first place, the West needs the spirit and capacity of sensing
the presence of what is at every particular moment (Dangxia Jishi), and of
giving up everything that can be had (Yigie Fangxia). [...] These things,
[including the idea that ...] the whole world is like one family, are certainly

2 In recent years the Weltethos movement has increasingly turned its attention to the world of
business in a bid to challenge from within the culture of rational self-maximisation which es-
sentially governs the global economy (the so-called ,homo economicus model‘). See for example
Kiing 2010.
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not entirely alien to Western culture. However, we would like to see their
seeds bloom into full blossom.? (Liu 2012, 105-106)

Confucian scholars have played an active role in the development of the
Weltethos movement alongside Hans Kiing in the last 20 years; Mou Zongsan’s
disciple Tu Weiming heads the Institute for Advanced Humanistic Studies at
Peking University (Beida) which contains a sister Global Ethic Institute to the
Weltethos Institut Tiibingen founded by Hans Kiing. While Russian enthusiasm
for the Weltethos project has been somewhat more muted, Tarkovsky, arguably
the most prominent Russian high-cultural export of the last 50 years (rivalled
only by Alexander Solzhenitsyn and Joseph Brodsky), was firmly on the side of it;
by the end of his life, the urgency of a new Weltethos had assumed, as it had for
the founders of the movement, apocalyptic proportions. Here, first, is an excerpt
from the Foreword to the ERKLARUNG ZUM WELTETHOS:

Niemand diirfte heute noch ernsthaft bestreiten: Eine Weltepoche, die an-
ders als jede frithere geprégt ist durch Weltpolitik, Welttechnologie, Welt-
wirtschaft und Weltzivilisation, bedarf eines Weltethos. Das heifit: eines
Grundkonsenses beziiglich verbindender Werte, unverriickbarer Mafi-
stibe und persénlicher Grundhaltungen. Ohne einen Grundkonsens im
Ethos droht jeder Gemeinschaft frither oder spater das Chaos oder eine
Diktatur. Keine bessere Weltordnung ohne ein Weltethos!* (Kiing 1993, i).

And now here is Tarkovsky in 1985:

,Ceifuac 4yesl0Be4eCTBO MOXKET CITACTY TONbKO FeHNIT — He TPOPOK, HeT! — a
TeHUII, KOTOPBII chOpMY/IMpPyeT HOBBII HpaBCTBEeHHBII upean. Ho rie o,
9TOT MeccuA?" BrionHe 3aKOHOMepeH OTBeT: B POy Meccuy TapKOBCKMil
BUJIEJI CaMOro cebs — UCTVHHO CBOOOJHOTO OT MaTepUaIbHbIX CTUMYJIOB,
HaXOJISIIIEroCs Ha BbICIIel CTyIIeH HPaBCTBEHHOCTM TBOPLA. [...]

,Moit ¢unbMm HasbiBaercs JKepmeonpunouseHue. A pasBe TOTOBHOCTD K
JKepTBe He JIOJDKHA fABMATbCA €CTeCTBEHHBIM COCTOAHMEM Aymn? ... A
X04y MOJHATh BOIPOC O 3HAYMMOCTH JINYHONM OTBETCTBEHHOCTY M JIN4-
HOJI Bepbl YeIoBeKa, CIIOCOOHOTO B3ATh IIEPCOHATbHYI0 OTBETCTBEHHOCTD

3 SeeLiu 2012, pp. 105-106 for the original quotations and for a discussion of the significance of
the 1958 manifesto.

4 ,No one today can seriously deny: an epoch which is marked, unlike any before it, by globality
- in politics, technology, economics and civilisation as a whole - needs a Global Ethic. This
means a baseline consensus on binding values, fixed standards and individual convictions.
Without such an ethical consensus every society will be faced, sooner or later, with the threat
of chaos or dictatorship. No better world order without a Global Ethic!“ See http://www.vri-
jmetselaarsgilde.eu/Maconnieke%20Encyclopedie/FMAP~1/REFORM/s_dekl_d.htm for the
full Foreword to the Declaration.
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3a Cyap0OBI MIpa B IPOTHBOBEC 00IIeCTBEHHOI 6€30TBETCTBEHHOCTIL, I1a-
psiweit Bokpyr.® (Tarkovsky in Bojadzieva 2012, 293)

Against those who would argue that Tarkovsky saw himself in the role of this
Messiah, I would simply like to relay his selfless optimism regarding the spiritual
resources of his native Russia and his hope that Russia could help global civil
society to carve out a muscular middle road between excessive Western ,selfism'
and an effete ,Eastern’ culture which in his view had largely capitulated to it:

5T oyeHb Beplo B YXOBHYIO cuny Poccuu, CliocoOHYI0 0OKa3aTh BO3MEICT-
BIe Ha XOf BCeil nuBuam3anun. [...] 51 ;ymamo o Tex rMraHTCKMX ZYXOB-
HBIX CUJIaX, KOTopble TasArcsa B artoit crpaHe.® (Tarkovsky in Boldyrev
2002, 324)

Tarkovsky’s films represent a major, if ultimately humble, contribution to this
spiritual tradition; although Nostalghia and Offret are the least obviously Rus-
sian of Tarkovsky’s seven films, they are also those most obviously concerned
with the Global Ethic theme. We explore the development of this theme across
these two films in the following sections.

With NostargHia (1983), Tarkovsky, now an emigrant in Western Europe,
turned his attention to a specifically Western form of spiritual crisis, addressing
his own alienation from Western culture’s preoccupation with the individual self.
Russia, with its long tradition of viewing itself as a ,bridge between East and West*
and only reluctantly as part of Europe, is represented in NosTALGHIA by Gorcha-
kov, a Russian poet who feels entirely uneasy about Italy and its ,beauty‘ even as it
comes to form part of him; the film’s memorable closing scene, in which Gorcha-
kov sits with his dog against a half-Russian, half-Italian backdrop, is explained
thus by Tarkovsky: ,,B ¢puHae s moMerato pycckuii JOM B CT€HbBI UTATbSIHCKOTO
cobopa — 3TO CKOHCTPYMPOBaHHBII 06pa3. CMofienMpoBaHHOEe BHYTPEHHee CO-
CTOsIHVE Tepos, He I03BOJIAIIee eMy >KUTh B TAPMOHMM, VIV €ro HOBas Iie-

5 ,Now only a genius can save mankind. Not a prophet, but a genius capable of formulating a
new moral ideal. But where is this Messiah? [...] My film is called Sacrifice. And indeed should
readiness for sacrifice not be the natural state of the soul? I want to raise the question of the
meaning of individual responsibility and the faith of an individual capable of taking personal
responsibility for the destiny of the world in opposition to the general irresponsibility reigning

around her.“
6 I believe very strongly in the spiritual strength of Russia and its ability to contribute to the
advance of civilisation as a whole. [...] I have in mind those gigantic spiritual forces which lurk

in our country.*
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JIOCTHOCTD, BKJIIOYAIOIIasi XOIMbl TocKaHbL M pycckyio mepesHIo” (Tarkovsky
in Bojadzieva 2012, 265). This new ,house’, half-Russian and half-European, is
nevertheless, as Tarkovsky intimates, missing something; Daoist music makes its
appearance in the film as Tarkovsky openly begins to seek solutions from beyond
the confines of Christendom:

B nocnennent ceoeit kaptune Hocmanveus, Kotopyo fenan B Vtanuu, g
CTOJIKHYJICS € JAOCUCTCKOJ MY3BIKOJ IpubnuautenbHo VI Beka 1o pox-
fectBa XpucToBa. Y MeHs ecTb oHa B ¢unbMe. [TopasuTtenbHas Mysbika!
He 6ymeM roBoputb 0 ee BHEIIHNX, GOpPMa/bHBIX KauecTBaxX. Tam, Ha060-
POT, BeCb CMBIC/I 3aK/TI0Ya€TCA B TOM, YTOOBI M34e3HYTh, pACTBOPUTHCA.®
(Tarkovskij 1989, 98)

Tarkovsky argues further that there exists

Kakasi-To MHTPOBEPTHOCTb BOCTOYHOII JYXOBHOCTH, BHIPA)KEHHAsI B 9TOI
My3bike. Kakoii-To JyXOBHBIiT KOJIIAIIC, KOT/a TNYHOCTD BTATMBAET B 05
BeCh MUP, KOTOPBIII ee OKpy>kaeT. Kak GBI BIbIXaeT BeCh 9TOT MUP, OIISITh-
Taky B ;yxoBHOM cmbicre...” (Ibid.)

Tarkovsky, and by direct extension Gorchakov, for all their education in Rus-
sian and Western classics, are not fully at home in them, and seek inspiration
from the East; as Tarkovsky once told an interviewer,

UL MeHsI, HanpuMep, Kakoil-unoynp Tannaug, Heman win Tubet, Knrait,
SInoHus KyXOBHO, AylIEBHO ropaspo 6mmwxe, yem Ppannus, fepmaHus.
Kax aTo Hu cTpanHo.'? (Tarkovsky in Boldyrev 2002, 323)

Although Tarkovsky ,,understood® Western culture and ,knew it well“ and
was, »at the end of the day, a Westerner myself, educated not only in Russian
culture but in Western culture more generally®, there was nevertheless ,,a com-
mon spirit, a deep common creed which linked him and other Russians ,.even

7 At the end I put a Russian house within the walls of an Italian cathedral in an artificial mon-
tage. This models the internal state of the protagonist, which has not let him live in harmony,
or rather, a newfound integrity marrying Tuscan hills and the Russian countryside.”

8 ,While making my latest film NosTALGI1A, which I shot in Italy, I met with Daoist music from
around the 6th century BC. I have it in the film. What astonishing music! I don't mean its ap-
parent formal qualities; on the contrary, the whole point of it is that it disappears, dissolves.”

9 ,A kind of introvertedness in Eastern spirituality which is expressed in this music, a sort of
spiritual implosion, where the individual draws the entire surrounding world into herself, as if
breathing in the whole world in the spiritual sense.”

10 ,for me, for example, countries like Thailand, Nepal, Tibet, China or Japan have always been
closer to my spirituality and interiority than France or Germany, as strange as that may seem.”
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more intimately with the East (ibid.). When asked in 1986 ,how have you re-
solved the problem of your ,I‘ in the West?, Tarkovsky was even more explicit: ,,I
haven’t managed to at all yet. For me Eastern civilisation is more attractive, with
its focus on interiority and the desire to get beyond oneself, rather than the ag-
gressive Western striving to express one’s feelings as if they somehow mattered*
(ibid.). Without arriving at envy of other cultures - this is the man who quoted
Pushkin approvingly on Russia’s irreplaceable role in the history of civilisation in
the central scene of his authobiographical film - he had nevertheless ,,always felt
a strong pull from the allure of Eastern culture, where people are ready to offer
themselves, so to speak, as gifts to the whole of creation® (ibid.). In the West, by
contrast, another philosophy reigns: ,namely, to assert oneself and draw atten-
tion to oneself. This always struck me as dreadfully irritating, naive, and animal-
like. The philosophy of the East has always had a magical effect on me and with
every passing year it grows stronger (ibid.).

It is regrettable that Tarkovsky’s main contact with ,Eastern civilisation‘ came
in the form of the Daoism on display in NosTALGHIA and the Japanese Bud-
dhism we will see in OFFRET - two essentially marginal (though trendy in the
West) brands of Eastern spirituality when compared with the central (but long
marginalised in the West) Confucian tradition. Tarkovsky the emigrant’s central
concern, however, is Western civilisation’s inability to take the idea of ,civilisa-
tion, and sacrifice for it, seriously:

3mecy, Ha 3amaje, TR 0COOEHHO 00eCITOKOEHBI COOCTBEHHOT IIEPCOHOI.
Ecnu nM cKasaTb, YTO CMBIC/T Y€I0BEYECKOTO CYIIeCTBOBAHMS B )KEPTBEH-
HOCTM BO UM IPYTOT0, TO OHY, HaBEpHOE, 3aCMEIOTCS 1 He TIOBEePSIT — TaK-
)K€ OHM He IOBEPAT, eC/IM CKasaTb UM, YTO YelOBEK, POXK/EH COBCEM He
IUIsI CYACThsI M YTO €CThb Bl ropasfo 6osee BasKHble, YeM TMYHBII yCIex
U IMYHOe MEPKAaHTIIbHOe mpeycresHye. HukTo, BUAHO, He BEPUT, UTO
nyura 6eccmeprHal'! (Tarkovsky in Boldyrev 2002, 323)

Just as Matthew Arnold’s Victorian England had in his view been consumed
by a passion for coal and faith in the power of money over culture as a route to hu-
man perfection, Tarkovsky argues that the same philistinism has now conquered
the entire Earth: ,BocTok 6n11 6mixe k Victune, yem 3amap. Ho samagHas mu-
BUIM3aLYs Chela BOCTOK CBOMMU MaTepuaibHBIMU MPETEH3NMsIMU K XXU3HU '

11 ,Here in the West, people are particularly concerned about their own selves. If you tell them
that the meaning of human existence lies in sacrifice for something higher, they will probably
laugh and not believe you, just as they won't believe you if you tell them that people are not born
to be happy and that there are much more important things than personal success or individual
material prosperity. No one, it seems, believes that the soul is immortal!“

12 ,,The East was closer to the Truth than the West, but the West has eaten the East with its mate-
rial claims to a better life.”
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(ibid., 324). Western ,romanticism’, Tarkovsky argues, is partially responsible for
this:

CpaBHNTE BOCTOYHYIO I 3allaJJHYIO MY3bIKY. 3allajy KpUYNT: ,ITO A! CMo-
Tpute Ha MeHs! Ilocnymaiite, Kak s cTpajao, Kak s nwo6mo! Kak s He-
CYacTINB, Kak g cyernus! 1! Moe! Mue! Mens!“ BocTok Hu c1oBa 0 caMoM
cebe! ITonmHoe pacTBopenue B bore, ITpupone, Bpemenn. Haiitu ce6s Bo
BceM! CkpoiTh B cebe Bce! TaoucTkas Mysbika, Kutait 3a 600 et 5o pox-
mectBa Xpucrosa.' (Ibid.)

Tarkovsky then asks himself the difficult question: ,,Ho mouemy >xe He mo-
Oepyia B TAKOM C/Iydae, HO PyXHYyJIa BelnndecTBeHHas nes? IloyeMy nuBuim-
3aljyis, BOSHMKIIAS HA 9TOI OCHOBE, He JOLIA IO Hac B BUJIe KAKOTO-TO 3aBep-
IIEHHOTO MCTopuYeckoro mpoiecca? ! (ibid.). His only response is to say weakly
that ,,60pp6a ke 110 BOCTOYHOII TOrMKe TPeXOBHa 110 caMoii coeit cytu ? (ibid.).

Gorchakov in NOSTALGHIA is utterly uninterested in his beautiful Italian
translator Eugenia, who struggles to understand why she cannot find a man to
satisfy her; instead, he is fascinated by Domenico, who ends up burning himself
alive in the name of humanity. Eugenia has completely failed to understand that
there are ,,things more important® than her own happiness, whereas Domenico,
for all his appearance as a madman - for Tarkovsky, such believers could only
appear mad in the West in the second half of the 20" century - has found some-
thing that Gorchakov, a Russian in Europe with a largely European education, is
struggling to find within himself: the courage of his civilisational convictions.
Gorchakov’s carrying of the candle for Domenico represents an act, however
trivial and symbolic, of sacrifice, a ,crossing over® to the house of truth - half-
Western (Italian) and half-Eastern (Russian) — in which he can finally, with his
timeless dog, enjoy a moment of symmetry and harmony. Indeed, for all Tarko-
vsky’s embrace of the Far East, in the end it is Russia which comes to stand in
for an Eastern civilisation which has, in our time, largely capitulated to Western
materialism. As Nikolai Boldyrev argues,

TapkoBcKuit Me4dTan o ,TpeTbeM myTu' ajst Poccuu, OH Bupen, 4To Cyli-
HocTb Poccun n pycckoro desmoBeka Ha 3amajie Majo KTO IOHMMAeT, [a 1

13 ,,Compare Eastern and Western music: the West cries, ,This is me! Look at me! Listen to how I
suffer, how I love, how unhappy I am, how discerning I am! I! My! To me! Me!* The East [mean-
while] doesn’t say a word about itself! Complete dissolution in God, Nature, Time. Finding
oneself in everything! Hiding everything within oneself! This is what Daoist music and China
gave us 600 years before the birth of Jesus.”

14 ,But why, then, did this grand vision not win out? Why has it collapsed? Why has the civilisa-
tion founded on this base not reached us in the form of a completed historical process?*

15 ,physical resistance is sinful by the very essence of Eastern logic.”
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He XO4YeT MOHMMaTbh. 3aIaj] CIUIIKOM CaMOJOBOIEH B MaTepHalncTIde-
CKOM VICTO/IKOBAHIY ,[[yXOBHOJI XXVM3HI, YTOOBI MHTEPECOBATHCS TI0OBIM
,TpetbuM myTteM-'¢ (Ibid.)

Gorchakov, then, is a kind of universal man and an idealised self-portrait of
Tarkovsky himself, a man Western enough to appreciate the best of European
art, architecture and (Christian) civilisation, but also a standard-bearer for the
kind of cosmos-embracing values which have been lost in the West and which
were once embraced in the East but which now risk being lost there as well. For
Boldyrev,

B ,HocTanprun‘ 310 u ecTh, B CYLIHOCTH, IJIABHAS TeMa U IJIaBHBI KOH-
¢dnukT - mpotuBocTosiHie BocToka u 3amazga B fylie repost 1 TUXOE €ro,
rpessllle-CHOBUICHHOE IIPOJBIDKEHNE B ,TPAHCI[EH3yC' BOCTOYHOTO Ha-
[paB/IeHNsI: CAMOIIOYKEPTBOBAHME MaTepPUaNIbHO-IIOTCKUM (B OpaTcKoM
eIVHEeHUN C ,JOpOIVBBIM  JIOMEHMKO) pajy HEBUAMMOro rpaja u mupa.'’
(Ibid., 322)

Although there is plenty to like about living materially well or standing up for
the rights of individual people — Tarkovsky himself was keen on both and does
not in any way celebrate Domenico’s selfish imprisonment of his family, for ex-
ample — when such concerns with utility and rights are merely self-centred, they
cannot lead to human fulfilment. When asked Eugenia’s ,How can I be happy?*
question by an audience member at an American lecture, Tarkovsky unambigu-
ously replied:

MeHA IPOCTO CMEMUT 3a[jaHHbIN Bompoc! YyBCTBO cyacTbs He MOXET
OBITb aOCONMIOTHBIM, KaK HEe MOXET OBbITb aOCONMIOTHOI cBo6onbl. CHava-
Jla HaIo 3aAyMaTbCsl — JJIA 4ero BbI JKMBeTe Ha cBeTe? Kakoil cMbIcnt B
Bamieit >xusHu? IloueMy BbI MOABMINCH HA 3€MJIE UMEHHO B 3TO BpeMs?
Kaxast ponp Bam npennasHadeHa? Pasbepurech Bo BceM atom. [loiimure,
YTO YeJIOBEK POXK/IeH BOBCE He JI/ISI CYacThsA. S| cumTaro, YTo MBI POXK/CHBI
I7st TsDKenoit pabotel. JKusHp maHa HaM /s IyXOBHOTO POCTA, [YXOBHO-
ro coBeplIeHCTBOBaHMe. VI BooOIIe, 51 He IIOHMMAI0, KTO CKa3ajl, YTO MbI
TO/DKHBI OBITh CYacTIMBBIMU? UeIOBEeK He MOXKET JKUTh TO/IBKO IparmMa-

16 ,Tarkovsky dreamed of a ,third way* for Russia. He saw that few in the West understood, or
even wanted to understand, the essence of Russia and Russian people. The West was too com-
placent in its materialistic interpretation of ,spiritual life to be interested in any ,third way““

17 ,this is, in essence, the main theme and the main conflict in NosTALGHIA: the opposition
between East and West in the protagonist's soul and his quiet, daydream-like edging towards
Eastern ,overcoming’, fleshly material self-sacrifice (through his brotherly union with the ‘ex-

emplary’ Domenico) for the sake of the invisible city and the world.”
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TUYECKVMIU LE/SAMM, JaKe B OY€Hb XOPOIIO OpPraHu3oBaHHOM craje. OH
MPOCTO BBIPOAUTCS. XPUCTUAHCKAS TIOOOBb HAYMHAETCS € TIOOBU K CaMO-
My cebe. Ho Taxas mo60Bb K cebe 03HaYaeT He 9TOM3M, a CIIOCOOHOCTD
K J)KepTBe papn 6mwkHero. [...] Koneuno, Hemeno mpenmnonoxuTs, 4To K
CTpaJaHNI0 MOXKHO W/IN HY)KHO CTPeMUThCsI. V sKepTBa BOBCe He JODKHA
omymaTbca caMuM denosekoM Kak JKEPTBA, Ha KoTOpyto OH pelraercs.
Peub myieT 0 TOTOBHOCTM K YKEPTBE KaK €CTECTBEHHOM COCTOSHUM [JyII. 'S
(Tarkovsky in Bojardzieva 2012, 278-279)

For Vera Sitova, Gorchakov and his ,Teacher’, Domenico, succeed in this self-

overcoming and in identifying with a collective entity which brings them into
contact with Truth. While modern Europe endures

CO CTapbIMU KaMHSIMM ee KYJIBTYPBI, C ee KOM(POPTOM, C HAIPsXKEHHBIM
TOHYCOM ee UJIeIHBIX Y MOMUTUYeCKUX OOpeHuii [... 1 ] 4eloBeKOM, Ha-
IOpPBaHHBIM 6e3BepyeM I Y>KacoM Iepef; aTOMHBIM ATOKaJINIICUCOM |...]
a eCTb OOHA>KEHHOCTb HEPBOB, YCTAJIOCTb OT CAMOTO Cebs1, OfMHOYECTBO,
CKpeXellyIast CJIOKHOCTb KOHTAKTOB C Apyrumi, " (Sitova 2012, 203)

Gorchakov ,,carries and carries his candle“; and in Rome, in front of the statue

of the Emperor Marcus Aurelius on his horse, Domenico,

18

19

20

IPOKPMYAB PABHOAYIIHON TOJIIE CBOU IPeRyNpPeXIeHNs-IPOPOIECTBO,
IPU3BIB K elUHEHNIO (3a KafgpoM 3By4nT ¢puHai [leBaroit cumdonun bet-
XOBeHa, Moryuuii xop ,O0HMMUTECHh, MUUINOHBI! ), 061MBaeT cebs U3 Ka-
HUCTPbI OEH3MHOM U BCIbIXMBAET, Kak daxen.” (Ibid., 204)

»1 find your question simply laughable! [...] For a start, you need to ask yourself why you're
alive in the world. What is the meaning of your life? Why have you appeared on Earth at pre-
cisely this time? What role has been set aside for you? Sort all this out. Understand that human
beings were not born for happiness at all. I think we were born to bear the burden of hard
work. Life was given to us for spiritual growth, so that we could perfect ourselves morally. I
don't understand at all who said we ought to be happy. People can't live with only self-centred
pragmatic goals, even if they live in a very well organised state. If they do, they simply degener-
ate. Christian love begins with love for oneself, but such love entails not egoism but rather a
capacity to sacrifice oneself for the sake of the next person. [...] Of course, it would be absurd to
suggest that one could or should make suffering her goal. Sacrifice as such should not feel like a
conscious giving up of something; it's a matter of achieving readiness for sacrifice as a natural
spiritual state.”

»with the old stones of its culture, its comfort, the constrained tone of its ideological and politi-
cal struggles, its people broken by unbelief and horror in the face of a nuclear apocalypse [and
left merely with] the exposure of nerves, tiredness of oneself, loneliness, the grinding complex-
ity of relations with others.”

»shouting his words of prophetic warning at the indifferent crowd, a call for unity (to the sound
of Beethoven’s 9" Symphony, with the powerful refrain ,Unite, millions!‘), douses himself in
gasoline before burning like a torch.”

246



Through Christendom and Beyond

,Strange people, strange acts?“ Sitova asks. ,,/la, HO BCAKMIT a3 3a HUMM —
HecTepIyuMasi MyKa OT IPUYACTHOCTY K GeflaM BCero Halllero Mupa, SKelaHue
XOTb YTO-TO B HeM M B ceOe M3MEHUTb, IIPEOROJIEB OTUYXKAEHUE OT CaMOTO
cebsa“? (ibid., 206). Sitova puts in this same category of strange self-overcomers
the hero of Tarkovsky’s final film, OFFRET.

According to Sitova, ,, Anexcansp, repoit JKepmeonpurouieHus, Toxe OCylie-
CTBUT CBOJI PUTYajl — CIIOKOJIHO, HECYETHO IOJATOTOBUT K IIOJKOT'Y KPacUBbIN
0O0JIBLION [OM, OTHACT €ro KakK >XepPTBY, KOTOpas JO/DKHA CIIaCTU OT aTOM-
Horo nokapa mup“?* (ibid., 204). ,,Is he mad?“ she asks. ,JI ma, u Het, moTomy
4TO IIPEOfjONIeHNe MCTEeP3aBIIero ero yyKaca — HeKUit IOCTYIIOK, IPUHOCSIUI
ocBoboxpenne ? (ibid.). Although Alexander himself will soon die, he leaves be-
hind ,,cpIHa, KOTOPBIIT TPEOTOIEET CBOIO HEMOTY, CKaXKeT ,B Havate 65110 CIIoBO'
u OyneT HMONMBATh TO CaMOe CYXOe JiepPeBO, KOTOPOMY JIO/DKHO 3a3e/eHeTh **
(ibid.). Just as Gorchakov finds more to interest him in Domenico and his sac-
rifice than in Eugenia and her self-centredness, so too is Alexander’s young son
attracted more by his father’s mixture of respect for Christian tradition (,in the
beginning there was the Word®) and samurai warrior spirit (not least evidenced
by Alexander’s choice of costume for his act of ritual sacrifice) than his mother’s
hysterical egoism. In stark contrast to the spiritual purity — old-fashioned Chris-
tianity with some dashes of Eastern flavour - enshrined in the tree by the water
where father and son commune and exchange the flame of civilisation, we have
the house, its merely ornamental Western high cultural contents and the deca-
dent, self-centred behaviour of its inhabitants, most notably of Alexander’s wife
Adelaide. In his bid to the Swedish Film Institute, Tarkovsky explained his central
goal thus: ,B ¢punbme OyzeT pedb MATU O CIIEYIOLMM: €C/IU MBI HE XOTUM JXUTb
KaK I1apasuThbl Ha Tejle OOLIecTBa U MUTAThCS IIONAMM TeMOKPAL[UI; eC/I MBI
He XOTUM CTaTb KOHQOPMUCTAMU U UAUOTAMU IOTPeOIeHNs, TO MbI JO/DKHBI
ot MHoro otkaszarbcsa *® (Tarkovskij in Bojadzieva 2012, 290). Without a readi-

21 ,Yes, but behind each of them lies an intolerable agony of involvement in the woes of our wide
world, a desire to change even a symbolic something in it and in oneself by overcoming aliena-
tion from oneself.

22 ,Alexander, the hero of OFFRET, also carries out a ritual of his own: he calmly, almost super-
naturally prepares the destruction of his big, beautiful home, offering it as a sacrifice in an
effort to save the world from fiery nuclear annihilation.“

23 ,Yes and no, because the overcoming of the terror which had disfigured him is a move which
brings him liberation.”

24 ,a son who overcomes his inability to speak by saying ,in the beginning there was the Word",
and who continues to water the parched tree which will one day be green with health.“

25 ,The film will be about the following: if we do not want to live like parasites off the body of
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ness for sacrifice of the kind made by Alexander, Tarkovsky argues, a vibrant
democratic order is impossible: ,,J/Inip Korga sHaelb, YTO TOTOB IIO)KEPTBOBATbH
€006011, MOKHO JOOUTLCA BO3/EIICTBUA Ha 001MiT Mporecc usHu. Llena - aTo,
KaK IIPaBUJIO, Hallle MaTepuaabHOe 6rmarococTossHme. Hy>KHO XXNUTh TakK, Kak
FOBOPMIID, a6bl IIPOBO3I/IAIICHHbIE IPUHIINIIBI IepecTany ObITh GOITOBHEI U
memaroryeii * (ibid.). By the end of Tarkovsky’s life, the apocalyptic nature of the
nuclear threat in particular made this readiness for sacrifice and moral self-culti-
vation all the more urgent: ,MsI X1BeM B Ba)KHeIIINIT IIEPUOJ ICTOPUM HALIIEN
IUIAHEeTBl ¥ JIOJDKHBI OCO3HATh, YTO STO IIepeJIOMHas 3110Xa. MHOroe 3aBUCHUT
oT camux moofeit. Ceifyac pelraonie BpeMs, HaJlo [IeiiCTBOBATh U MOHNMMATh,
nodeMy 3To Heobxopumo ? (ibid., 292). Such understanding is achievable only
through art, the main task of which is ,the resolution of the spiritual crisis
reigning all over the world“; Tarkovsky describes art as ,,the most selfless of all
human activities* because it responds to society’s need for ,uro-T0 Taxoe, 4To
CTUMY/IMPOBAJIO OBl [yXOBHOE Pa3BUTIE M Pa3BUBAIO OBl B YeJIOBEKE UYBCTBO
COOCTBEHHOTO ,A, MOOY>XHano Obl €ro CTPEeMUTHCA K MHAVBUAYATbHOCTH U
rymanHoctu “?® (ibid.).

The self-evident proposition that co-existence on a crowded, nuclear-capable
planet will only be possible if everyone comes to regard the survival of life or
civilisation beyond herself as more important than her own physical survival,
and that this will only be possible if we are willing to sacrifice at least some of
our material well-being all of the time and even all of our material well-being
some of the time, will paradoxically require a commitment to moral self-discov-
ery and painful truth-finding that no one, unaided by ,the best that has been
thought and said in the world® can be fully ready to undertake on her own.
Alexander confronts the material and cultural excess with which he has sur-
rounded himself and comes to see his privilege for what it is - a call to responsi-
bility and sacrifice — whereas Adelaide, for all her bourgeois comfort, has never
enjoyed a true humanistic education, and is utterly incapable of even beginning
the path to self-cultivation, consumed as she is by her hysterical fear of personal
annihilation. At the very least, we can say that Tarkovsky understood, and was
deeply preoccupied by, the direct link between the state of our intimate personal

society and enjoy the fruits of democracy, if we do not want to become conformists and blindly
consuming idiots, then we are obliged to give up a lot.”

26 ,Only when you know that you are ready to sacrifice yourself can you have an impact on the
overall process of life. The price, as a rule, is our material wealth. One must live as one says [one
should], in order that the principles one expounds become more than idle chatter and dema-
goguery.”

27 ,Welive in a crucial period in the history of our planet and should recognise that this is a piv-
otal era. A great deal depends on people themselves. Now is a decisive moment, and we must
act and understand why this action is necessary.”

28 ,something which stimulates spiritual development and develops a sense of self within the
individual, encouraging her to strive for distinction and humaneness*.
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relationships and the perilous state of the nuclearised Cold War world; the so-
lution to the latter could only be arrived at by hard work on the former, which
in turn could only happen if individual moral self-cultivation, culminating in
the recognition of the ultimate spiritual goal of readiness for sacrifice, were to
become the global norm. ,Moit ¢unpm HassiBaeTcsa JKepmsonpurowernue. A
pasBe TOTOBHOCTD K >KepTBe He JO/DKHA SABJIATHCSA €CTeCTBEHHBIM COCTOSHIEM
mymn?“® (ibid., 293).

In the film, as we have seen, Tarkovsky raises ,,BOIIpoc 0 3HAUMMOCTY TUIHO
OTBETCTBEHHOCTV ¥ JIMYHOI Bephbl YelOBeKa, CMOCOOHOTO B3ATDH MEPCOHANb-
HYIO OTBETCTBEHHOCTD 3a CyAbOBI MMpa B IPOTUBOBEC OOLIECTBEHHOI 6e30T-
BETCTBEHHOCTH, Hapsmeil Bokpyr > (ibid.). Something extraordinary is now
required to oppose this ,general irresponsibility® before it is too late: ,,Ceituac
4e7I0BeYeCTBO MOXKET CIIACTY TONMbKO TeHMII — He IPOPOK, HET! — a reH i, KOTOPbIit
copmynupyer HOBBIIT HpaBcTBeHHbI npean ™ (ibid.), one which calls for self-
cultivation and which could, in principle at least, convince everyone. ,Where is
this Messiah?“ Tarkovsky asks; Lyudmilla BojadZieva uncharitably argues that
Tarkovsky saw himself in the Messiah’s role, when it is clear that the only pos-
sible Messiah would somehow have to come from future generations (hence the
dedication of the film ,to my son Andryusha, in faith and hope®).** For Maya
Turovskaya, nevertheless, OFFRET marks the end of Tarkovsky’s evolution ,,from
confession to sermonising, from sermonising to sacrificial action. Although the
old Tarkovskian themes - ,home, family, intergenerational identity” - recur, for
Turovskaya there is in OFFRET a new and open determination to ,,BIuATH Ha
peasbHOCTD ¥ Ha’ke M3MEHSTH ee, MofJ0OHO coBy 1 feny meccun > (Turovskaja
1991, 181); the film itself is on this account best understood as a ,magical® attempt
to effect this spiritual change.** I would argue, however, that this desire to be use-
ful is nothing new in Tarkovsky, is present in all his earlier films and need not,
indeed should not, be regarded as a manifestation of any latent megalomania or
desire to play a messianic role in human history.

Nikolai Boldyrev comes closer to the novelty of OFFRET when he suggests that
»IOM, B KOTOPOM AJIEKCaHJIep XOTeJl YKPbITbCS OT BCETO MUPa, OKA3aJICs XPYII-
xoit mmmosneit; the hero makes a breakthrough, ,,mocturas HoBoro xauecrna
cpoeit pyumn®, and is no longer a victim of ,the circumstances of a mad world*

29 ,My film is called Sacrifice. And shouldn’t readiness for sacrifice indeed be our natural spir-
itual state?“

30 ,the question of the importance of personal responsibility and personal faith, a faith which
takes responsibility for the destiny of the world and opposes itself to the general irresponsibil-
ity reigning everywhere.”

31 ,Now only a genius can save humanity - not a prophet, but a genius who formulates a new
moral ideal.

32 Bojadzieva 2012, 293.

33 ,influence reality and even to change it, as with the words and deeds of a Messiah.”

34 See Filimonov (2011, 417) as well as Turovskaya's own 1991, 181.
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but rather a ,,spiritual warrior: thus does Alexander ,,save his young boy, whose
destiny defines the tone of the film ...“** (Boldyrev 2002, 329). Even here, however,
there is little which distinguishes Alexander from Tarkovsky’s Rublev, or even
his Ivan; if there is any discernible change in theme from IvANOVO DETSTVO to
OFERET, it is only insofar as Tarkovsky’s awareness of the apocalyptic threat fac-
ing humanity in the nuclear age, and of the even greater urgency of the need for
spiritual transformation towards moral truth, in which he had more or less from
the beginning believed, has grown. This faith has nothing whatsoever to do with
revelation, Christian or otherwise, but rather with action: as Tarkovsky himself
says, ,,5 lyMaro, 4TO 4e/oBeKa, TOTOBOTO II0XKePTBOBATb COOOII, MOYKHO CYMTATh
BepytomuM ¢ (Tarkovskij in Filimonov 2011, 418). For the others in the house,
Alexander ,,is a broken man, although in fact it is utterly clear®, Tarkovsky adds,
»4TO KaK pa3 OH-TO I CIIaceH. [...] Ajlekcanzep )epTByeT co00it, HO B TO 5Ke Bpe-
M1 BBIHY>KJaeT K 9ToMy 1 fpyrux ™ (ibid.).

Viktor Filimonov offers arguably the best analysis of Tarkovsky’s final film,
even going so far as to suggest that OFFRET was the final nail in the coffin of So-
viet tyranny and its creator the ,final communist":

IMocnemuuit HOCTYIOK TapKOBCKOTO OT/IMBAETCS B CUMBOJI KOHIIA BpeMeH,
CYpOBO IIOMEUEHHBIX 0e3[J0MbeM 0T€4eCTBEHHOTO colManusMa. BosHuka-
eT MBIC/Ib, YTO MIMEHHO HAIlIVM CUPOTCTBOM XYHZOXHMK ObUI IIOCTAH B MUP
MICKaTh [YXOBHOE MpUCTaHuIle, 00beqyHsIOIIee IPUPORY U deloBeKa.*
(Filimonov 2011, 422)

Filimonov laments that ,,Hudero moxosxxero COBEPIINTb B IOCTCOBETCKMIL
HePUOT yKe He MPeACTAaB/IsANOCh BO3MOXXHBIM — B TAKOJ IPOCTORYLIHO OTKPO-
BEHHOII JI0 TeHNanbHOCTH ¢opMe. [...] TapKOBCKMIT OKA3a/ICs TOCIEAHNM ,KOM-
MYHICTOM', HACTIEFHIKOM MMEHHO PYCCKUX TeHIEeB, MOZOOHBIX [J0CTOEBCKOMY
u Toncromy“® (ibid., 422-423), who, like Matthew Arnold in CULTURE AND
ANARCHY and at around the same time, ,,were able to feel the force of the religious
idea at a time when it appeared of dubious relevance® (ibid., 423). Filimonov, in-
deed, praises OFFRET for the ,nakedness’ of its religious feeling, ,,cymecrsenHoro

35 ,the house in which Alexander wanted to hide from the world appears as a fragile illusion [...]
finding a new quality in his soul.

36 ,Ithink that a person who is ready to sacrifice herself can be considered a believer.”

37 ,thatitis precisely he who is saved. [...] Alexander sacrifies himself, but at the same time calls
on others to do likewise.”

38 ,Tarkovsky’s final act [of creation] appears as a symbol of the end of decades of homelessness
for Russian socialism. It raises the idea that the artist was sent into the world, on the back of our
orphanhood, to search for a spiritual home uniting nature and human beings.”

39 ,nothing similar has been possible in the post-Soviet period in such a simple and brilliantly
frank form. Tarkovsky was the last communist, a successor to precisely those Russian geniuses,
such as Tolstoy and Dostoyevsky*.
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IUISL HECKONIBKMX ITOKOIEHMIT HALIIMX COOTEYECTBEHHMKOB, ITO3HABIINX COOTasH
upen ,cyactbs gas Bcex O (ibid.). In OFFRET,

Ocraercs muiub 6€3yMHBII IOABUT HIT4eM (aKTHIeCKN He TOATBEPXKeH-
HOIT Bepbl B HEJOCTYIIHBI MMEHHO Tebe CMBICT HMOJCTYIAOLIETO VIMEH-
HO TBOero HeOBITHs Ha 3eMite. V] Torga B HammM KuHemarorpade, MoxeT
ObITh, OIIEpPBBIE B €T0 UCTOPUM OOpeTaeT BCEMEHCKME MACIITA0bl TMYHAs
Ipama OJHOTO-eAMHCTBEHHOTO YelT0BeKa, Kak e ObI 9TO OblTa Tparefus
yenoro Hapoaa.* (Ibid.)

This is why, Filimonov concludes, ,,lipeoponeBas Bcio ,I706anpHYI0 pobie-
MATHUKY' 9TOI KAPTHHBI, CTIEKYET IIPOIECTD €€ MMEHHO KaK MHTVMHBII JTHEBHUK
Anppes TapKoBCKOro, KaK 3aBeplIaioliye (3eMHbIe) CTPAHUIBL €I0 AYXOBHOII
aBro6morpadun“? (ibid.).

Filimonov also reproduces, in full for effect, Alexander’s plea to Heaven, in
which he begs God to save his ,,children, friends, wife, Victor and ,,all those who
feel the coming of the end, and are afraid not for themselves, but for those around
them® from a war after which there will be ,no winners and losers, no cities, no
villages, no grass, no trees, no water in the springs, no birds in the sky. [...] T will
give You all that I have, only make everything as it was before, like this morning,
make the war go away. [...] Help, God, and I will do all that I have promised,
Alexander begs (Tarkovsky, 1985). Even if humanity contains armies of blind,
self-centred Adelaides, Tarkovsky argues, the show simply must be allowed to go
on; Alexander burns down his house, in all its high-cultural decadence, in a bid
to avert the looming tragedy of an aborted global civilisation. To do so, he calls on
all the civilisational resources he possibly can in a bid to recapture its monotheis-
tic essence in a context where it can no longer survive on its own:

ITepennerenne A3bI4ECKOM Maruy M XpUCTUAHCTBA — OT NE€PEXXMBAHMA UC-
YEPIIAHHOCTY BBICOKOJ €BPOIENICKON KY/IbTYPBI, TAK VWM MHAYE IIbITAI0-
1eficsl eBaHTeNbCKUM MudoM. [eporo, Kak U ero CosfjaTento, He TONbKO
MOJIUTBOIA, HO ellje X Maryell HeoOXO[UMO 3aTOBOPUTD Y>Kac, 0OysBIIMIL

ero. (Ibid.)

40 ,meaningful for several generations of our countrymen who embraced the temptation of the
idea of ;happiness for all“

41 ,all that remains is a mad act of unverified faith in a meaning which will be unavailable pre-
cisely to you as you contemplate your own approaching non-existence on Earth. And then,
perhaps, we have for the first time in the history of our cinema an individual drama of universal
scope, as if it were the tragedy of a whole nation. [...]“

42 ,beyond the whole ‘global problematic’ of this film, we should see it as part of Tarkovsky's inti-
mate diary, the final (earthly) pages of his spiritual autobiography.“

43 ,The interweaving of pagan magic and Christianity is born of the feeling of the redundance of
[contemporary] European high culture and the need somehow to recover the evangelical myth.
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The participatory knowledge of culture is precisely what provides this ,magic’
unattainable by other means: in his desperate bid to save humanity, ,, Tapkos-
CKUJI NpU3BIBAET Ha [IOMOINDb BCI0 COTBOPEHHYIO 3a THICSAUYENETHS MICTOpUUe-
CKOI1 ¥ HOVCTOPMYECKOI )XI3HM MUPOBYIO KYJIBTYPY, HaUMHasI C ee 0OPSILKOBO-
Mudomornvecknx nctokos** (ibid.).

Filimonov is also right to weave into his analysis Andrei’s acute guilt at hav-
ing ,sacrificed® his own family to pursue his art both at home and, in the end,
abroad: ,AHppeit pakTHUeCKN OTKA3a/ICs OT AOMa MaTepyasbHOrO, 3eMHOTO.
On Bech OBIT IIOTTIOLEH ,[JOMOM KY/IbTYPbI, CBOMM TBOPUECTBOM, ITOXKEPTBOBAB
IJIsL 9TOTO U OOIeHNEM C CBIHOBBSIMMU, C KPOBHBIMU pofcTBeHHMKaMu “ (ibid.,
432). Still, without wanting to give up his broader mission and instead doing his
absolute best to incorporate his children into the intergenerational civilisational
struggle, Tarkovsky sought ,criacenne B moctynke — BBIATY HaBCTpedy CBOUM
CTpaxaM KakK CyOBeKTY >KepTBOIPUHOLIEHN I, 3asIBUB 00 9TOM IyOIMYHO 1 3a-
BelllaTe/IbHO IOKAasIBLINMCH II€Pef CHIHOM, HO YTBEepAuB: ,B Hauame (Bce-Taknm)
6n1710 Cr1oBO ““° (ibid.).

Tarkovsky is not the Messiah, but rather a man who recognises that he rep-
resents a culture and civilisation in crisis, a man who must sacrifice himself and
his home to make room for a new generation which, instead of closing itself off
within the self-regarding walls of decaying Western high culture, will rediscover
’the Word’ by looking outward from Europe and creating a new global cultural
synthesis for a new century:

Bex 9T0i1, YCTIOBHO TOBOpsI, Aekopauun [fomal, mo noruke ¢uiabma, uc-
yepriazncsi. OHa MOJONUIA K KPUSUCHOMY PyOexy, 3a KOTOPBIM ee OXKI/a-
0T CMEPTb, IorpebeHe U BO3POXK/EHNE B KAKOM-TO HOBOM, HEBELOMOM
KadecTBe. BmecTe ¢ Heil HO/KeH yMepeTb U peobpasuTbcs AleKCaHfep
KaK HOCUTEJIb BBICOKVIX JYXOBHBIX LIEHHOCTEl eBPOIEIICKOIl KYIbTYphl. B
3TOM CYTb )KePTBOIIPMHOLIEHV IIepef] TMLOM MUPOBOIL KaTacTpoQuL. |[...]
ITO U eCcTb 3aKOHBI, XYLOXXHUKOM HaJi cO00JT MpUSHAHHBIE, 10 KOTOPLIM
MBI 1 06s13aHbI 6617111 651 ero ,cyauTh.* (Tarkovskij in Filimonov 2011, 433)

For the hero of the film, as for its creator, not only prayer but also magic are needed to stave off
the terror which is engulfing him.“

44 ,Tarkovsky marshals the support of a world culture created over thousands of years of history
and prehistory, starting from its mytho-ritualistic origins.”

45 ,Andrei effectively abandoned his material earthly home; he was entirely absorbed with the
,house of culture’, with his own art, and sacrificed his relationships with his sons and blood
relatives for it.

46 ,salvation in an act — meeting his fears and turning the meeting into a sacrificial act, a public
declaration of repentance before his son, all the while affirming his choices: ,In the beginning
(after all) was the Word"“.“

47 ,The century which gave rise, so to speak, to the décor [of the house] is, according to the logic
of the film, exhausted. It has reached a crisis point, at which death, burial and rebirth in some
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The Weltethos or Global Ethic movement remains a young movement faced with
the particular challenge of bridging the religious world which gave birth to it at
the 1993 Parliament of World Religions and the secular world which must also
embrace it if it is to play a meaningful role in 21%-century global public life. No
Weltethos worthy of the name could exist without Russian contributions of some
sort; the goal of this short paper has been to show that Andrei Tarkovsky offers a
worthy and suitably contemporary example of a Russian voice on the side of the
idea of a Global Ethic. The whole thrust of Tarkovsky’s ceuvre, even when he is
talking about Russia, is Russia’s contribution to human civilisation considered
as a global whole; Tarkovsky’s earlier films, not discussed here, each explore the
oneness of that civilisation and collapse the distinction between sacred and secu-
lar which the Weltethos movement, led by the pioneering work of Hans Kiing, is
also busily trying to overcome.

The central pillar of Tarkovskian civilisation, as we have seen, is Opferbe-
reitschaft or ,readiness for sacrifice’, which also features prominently in the Dec-
laration Toward a Global Ethic and in the work of Weltethos pioneers Hans Kiing,
Karl-Josef Kuschel, Tu Weiming and others. We are not born with an oversupply
of this Opferbereitschaft; while Kiing and Kuschel describe the need for ,,reflec-
tion, meditation, prayer and positive thinking® in order to refine our capacity
for it, they also recognise that art and literature play a vital role in this civilis-
ing process.*® The films of Andrei Tarkovsky surely do represent a rich fount of
inspiration in this regard, but my main argument in this paper has been that
Tarkovsky intended them precisely as such. The very raison d’étre of Tarkovsky’s
final two films, NosTALGHIA and OFFRET, consists in the fact that Tarkovsky’s
quest for a Global Ethic already transcended, by the 1980s, the boundaries of the
Soviet Union and even of Western Europe to include the world as a whole. The
primacy of the Global Ethic theme for Tarkovsky - the urgency of the need for
a ,new moral ideal® in the face of the nuclear threat among others - may even
chiefly explain his painful decision to emigrate in order to make these two films
and to make them available to a global audience. Alexander’s kimono is far more
than the ,nod to Kurosawa“ that Tarkovsky jokingly said it was; it was also Tarko-
vsky’s way of inviting the entire ,East’, as he reductively conceived of it, to the
table of a truly global high culture, to be built by us in a new house on the ruins
of Alexander’s sacrifice.

new unforeseen form now await it. Along with [the décor] Alexander, as the bearer of the high
spiritual values of European culture, must also die and be transformed. This is the essence of
his sacrifice in the face of a global catastrophe. [...] And these are the very laws, recognised by
the artist himself, by which we ought to judge him.“

48 See for example Jens 1986, a collection of contributions to the Tiibinger Theologie-Literatur-
Symposion organised at the University of Tiibingen in May 1984.

253



Jonathan Keir

Tarkovsky, Andrei, SACRIFICE (Zhertvoprinoshenie), Svenska Filminstitutet/Ar-
gos Films/Film Four International, 1985.

Tarkovsky, Andrei, NosTaLGIAa (Nostalghia), Radiotelevisione Italiana (RAI),
1983.

Arnold (1869), Matthew: Culture and Anarchy, in: http://www.gutenberg.org/
cache/epub/4212/pg4212.html, 1st ed. 1869 (10.10.2014).

Bojadzieva (2012), Lyudmilla: Andrej Tarkovskij: Zizn’ na Kreste. — Moskva:
ANEF.

Boldyrev (2002), Nikolaj: Stalker, ili trudy i dni Andreja Tarkovskogo (,,Stalker,
or The Works and Days of Andrei Tarkovsky®) - Ural L.T.A.

Filimonov (2011), Viktor: Andrej Tarkovskij. - Moskva: Molodaja gvardia.

Jens (1986), Walter /Kiing, Hans/Kuschel, Karl-Josef (eds.): Theologie und Lite-
ratur: Zum Stand des Dialogs. - Munich: Kindler.

Kiing (1993), Hans: ,,Erklarung zum Weltethos® (,Declaration Toward a Global
Ethic’), in: Parlament der Weltreligionen, Chicago U.S.A., 4 September 1993
[http://www.weltethos.org/1-pdf/10-stiftung/declaration/declaration_
german.pdf (1.10.2014)].

Kiing (2010), Hans: Anstindig wirtschaften: Warum Okonomie Moral braucht.
- Miinchen: Piper Verlag.

Liu (2012), Shuxian: ,,Contemporary New Confucianism: Background, Varieties
and Significance®, in: Dallmayr, Fred / Zhao Tingyang (eds.): Contempora-
ry Chinese Political Thought: Debates and Perspectives, Lexington: Uni-
versity Press of Kentucky, pp. 91-109.

Sitova (2012), Vera: ,,Putedestvie k centru dusi®, in: Jaropolov, Y. A. (ed.): Neiz-
vestnyj Tarkovskij: Stalker mirovogo kino. - Moskva: Eksmo, pp. 195-208.

Tarkovskij (1989), Andrej: ,XX vek i chudoznik®, in: Iskusstvo kino, 1989, no. 4,
pp. 88-106.

Turovskaja (1991), Majja: 7Y ili filmy Andreja Tarkovskogo. - Moskva: Iskusstvo.

254



	Through Christendom and Beyond. Andrei Tarkovsky and the Global Ethic Project (Jonathan Keir)
	Introduction
	Tarkovsky and Weltethos
	Nostalghia
	Sacrifice
	Concluding Remarks
	Filmography
	Works Cited


