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Abstract

About the main psychological and philosophical aspects detached from the film Solaris directed by Andrei Tarkovski, as well as the cinema techniques used by the director to convey his messages to the spectator. In my exposition, I rely on the works of Andrei Tarkovsky (Sculpting in Time: Reflections on the Cinema), (Andrey Tarkovsky 1996) R. M. P. (The Science-Fiction Films of Andrei Tarkovsky), (Salvestroni 1987) Thomas P. Weissert (Stanislaw Lem and a Topology of Mind), (Weissert 1992) Vladimir Tumanov (Philosophy of Mind and Body in Andrei Tarkovsky’s Solaris), (Tumanov 2016) David George Menard (A Deleuzian Analysis of Tarkovsky’s Theory of Time-Pressure), (Menard 2003) Elyce Rae Helford (“We are only seeking Man”: Gender, Psychoanalysis, and Stanislaw Lem’s Solaris), (Helford 1992) Manfred Geier (Stanislaw Lem’s Fantastic Ocean: Toward a Semantic Interpretation of Solaris), (Geier 1992) Daniel McFadden (Memory and Being: The Uncanny in the Films of Andrei Tarkovsky) (McFadden 2012) and Richard Duffy (Sculpted in time: Heterotopic space in Andrei Tarkovsky’s Solaris). (Duffy 2003) In the "Introduction" I briefly present the relevant elements of Tarkovski's biography and an overview of Stanislav Lem's Solaris novel and the film Solaris directed by Andrei Tarkovsky. In "Cinema Technique" I talk about the specific rhythm of the scenes, the radical movement triggered by Tarkovsky in modern cinema, the role of symbolic and iconic elements, and affinities with the fantastic area of Russian literature. In Psychological Aspects I analyze the issue of communication in a human society of the future considered by Tarkovsky as rigid, the obsession of the house, and the personal evolution of Kris, Hari, and the relationships between them. In Philosophical Aspects, the film is analyzed through the philosophy of the mind (Cartesian dualism, reductionism and functionalism), the problem of personal identity, the theory of heterotopic spaces developed by Michel Foucault, and the semantic interpretations that can be deduced from the film. It also analyzes the issue of personal identity through Locke's philosophy. "Conclusions" show the general ideas of this essay, namely that Man's attempts to classify and maintain forms of interaction with unknown entities will always be condemned to failure and will reflect a major mistake in the panoptic world in which we live. In this framework of analysis of the philosophy of mind, functionalism seems to be the most intuitive. Solaris is, however, a movie that begins as a search for answers and comes to provide these answers with a whole range of different questions.
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Introduction

Andrei Tarkovski (1932 - 1986) was born in Russia. Tarkovsky directed the first five of his seven films (Ivan's Childhood (1962), Andrei Rublev (1966), Solaris (1972), Mirror (1975) and Stalker (1979)) in the Soviet Union; his latest films, Nostalghia (1983) and The Sacrifice (1986), were produced in Italy and Sweden. Andrei Rublev, Solaris, Mirror and Stalker are regularly listed among the greatest movies of all time. Ingmar Bergman was quoted as saying:

"Tarkovsky for me is the greatest (director), the one who invented a new language, true to the nature of film, as it captures life as a reflection, life as a dream." (Bielawski 2018)

The film history, Steven Dillon, says that much of the film was profoundly influenced by Tarkovsky's films. (Dillon 2006) Tarkovsky developed a theory of cinematography, which he called "sculpting in time." Through this he wanted to highlight the unique feature of cinema as an environment, to address our experience of time and to change it. The irregular film transcribes the time in real time. Using long shots and some cuts in his films, he sought to give viewers a sense of time, lost time, and the relationship between time and time.

The book Solaris (Lem 2012) is a 1961 philosophical novel of fiction by Polish writer Stanisław Lem. The book focuses on the themes of the nature of human memory, the experience and the inaction of communication between human and non-human species. The novel was transposed three times: in 1968, directed by Boris Nirenburg, closely following the book and maintaining the emphasis on the planet, rather than human relations; in 1972, directed by Andrei Tarkovsky, respecting the book vaguely and emphasizing human relations; and in 2002, directed by Steven Soderbergh, with George Clooney and produced by James Cameron, also going on human relationships and neglecting the themes suggested by Lem. In fact, Lem himself noted that none of the film's versions focus on the Solaris ocean:

"... ...to my best knowledge, the book was not dedicated to erotic problems of people in outer space... As Solaris' author I shall allow myself to repeat that I only wanted to create a vision of a human encounter with something that certainly exists, in a mighty manner perhaps, but cannot be reduced to human concepts, ideas or images. This is why the book was entitled 'Solaris' and not 'Love in Outer Space'."

- Stanislaw Lem, Solaris Station (December 8, 2002) (Lem 2006)

Tarkovsky recognizes these differences, saying that there is a contradiction with Lem's initial idea, because he was interested in the problems of inner life, spiritual problems, so to speak, and Lem was interested in the collision between man and Cosmos. In an ontological sense of the word, in the sense of the problem of knowing and the limits of this knowledge - it is about that. Lem even said that mankind was in danger, that there was a crisis of knowledge when man did not feel ... This crisis is growing, a snowball, takes the form of various human tragedies, including scientists. (Jerzy and Neuger 1985)

The difference is evident from Tarkovsky's explanation of Solaris's transposition process. Tarkovsky commented Lem's novel saying that he was attracted by the book only because he first met a work that could say it is a story of atonement, a remission, in a simple, classic sense of the word, when we remember the sins of the past. (Jerzy and Neuger 1985)

In 1972, Tarkovsky finished the film Solaris. He worked on the script along with Fridrikh Gorenshtein.

Solaris has as characters Natalia Bondarchuk (Hari), Donatas Banionis (Kris Kelvin), Juri Järvet (Dr. Snaut), Vladislav Dvorzhetsky (Henri Berton), Nikolai Grinko (Kris Kelvin's father), Olga Barnet (Kris Kelvin's mother) Solonitsyn (Dr. Sartorius) and Sos Sargsyan (Dr. Gibarian).

The film is a psychological drama unfolding aboard a space station that orbits the Solaris planet. The three members of the team have psychological problems, so the psychologist Kris Kelvin is sent there to assess the situation but faces the same mysterious phenomena as the others.

Tarkovsky and Lem collaborated on film adaptation of the novel.

Tarkovsky focuses on Kelvin's feelings for his wife, Hari, and on the impact of space exploration on the human condition.

The soundtrack of the film is the prelude to Johann Sebastian Bach's chorus for organ, Ier ruf 'zu dir, Herr Jesu Christ, BWV 639, played by Leonid Roizman (the central theme of the film), and an electronic composition by Eduard Artemiev. Hari has his own musical subtext, a cantus firmus by Artemiev inspired by J. S. Bach's music, which is heard at the death of Hari and at the end of the film. (Artemyev 1991)

Solaris premiered at the Cannes Film Festival in 1972 and won the Grand Jury Special Prize and was nominated for the Palme d'Or. A list of the world's best 100 movie releases compiled by Empire magazine in 2010 ranked Tarkovsky's Solaris 68th. (Empire.com 2017)

Stanisław Lem claimed that he "never really liked Tarkovsky’s version” of his novel. (Lem 2012) Tarkovsky would have gone so far as to produce Crime and Punishment rather than Solaris, omitting the epistemological and cognitive aspects of his book. (Bereś 1987) For Tarkovsky, the existential conflict exposed by Lem was just the starting point for developing the character's inner life. (Jerzy and Neuger 1987)

1 Cinema technique

Tarkovsky opposed to the movie editing and considered that the basis of the art of cinematography (movie art) is the internal rhythm of images. He considers cinema as a representation of distinctive currents or time waves, transmitted in the film through its internal rhythm. Rhythm is at the heart of the "poetic film". A rhythm like a movement inside the frame ("sculpting in time"), not as a sequence of images in time. (Menard 2003) As Donato Totaro says, editing brings together sequences that are already filled with time. (Totaro 1992, 24) Time within the frame expresses something significant and true that goes beyond the events itself, received differently by each spectator. The rhythm is not determined by the length of the sequences, but by the pressure of time passing through them. (Menard 2003)

In a statement articulating the similarities between Deleuze, Tarkovski and Foucault's heterotopic[1] model, (Foucault 1971) Deleuze states

"The time image has the power to affect the way we think by cutting off the ordered flow of chronological time, the continuity upon which the unity and wholeness of the subject is founded. The time image fuels thought and pushes it to the limit where new concepts take shape, and new forms of subjectivity and ways of being in the world atise." (Deleuze 1985)

For Ian Christie, who discusses the problems of formalism in cinematography, Tarkovsky's film produces a radical movement in modern cinema because it releases the film from the director's constraints, allowing the film to live in its own time:

"Formalism, they [David Bordwell & Kristin Thompson] believe, unlike some structuralist and psychoanalytical methodologies, crucially implies an active spectator … Bordwell proposes a ‘constructivist’ theory which links perception [Tarkovsky] and cognition [Deleuze] … Bakhtin’s most influential concept is probably ‘dialogism’, which emerged particularly from his study of Dostoevsky’s novels … involves distinguishing between an author’s direct speech and that of his characters… Bakhtin showed how these (i.e. ‘speech genres’) interact with literary genres to define a ‘genre memory’ [Tarkovsky] which sets limits to each genre… Maya Turovskaya (1989) has used the concept of the chronotope to illuminate Andrei Tarkovsky’s idea of cinema as ‘imprinted time’." (Christie, Hill, and Gibson 1998)

Deleuze writes about Tarkovsky's text about the "cinematographic figure" as follows:

"Tarkovsky says that what is essential is the way time flows in the shot, its tension [i.e. time-pressure] or rarefaction, ‘the pressure of time in the shot’. He appears to subscribe to the classical alternative, shot or montage, and to opt strongly for the shot (the ‘cinematographic figure’ only exists inside the shot)." (Christie, Hill, and Gibson 1998)

The interior of the space station is decorated with full reproductions of the painting cycle of The Months (The Hunters in the Snow, The Gloomy Day, The Hay Harvest, The Harvesters, and The Return of the Herd) by Pieter Brueghel the Elder, and details of Landscape with the Fall of Icarus and The Hunters in the Snow (1565). The film also makes reference to Tarkovsky's previous film in 1966, Andrei Rublev, by placing the icon of Andrei Rublev in Kelvin's room. Tarkovsky's references and allegations in the film are attempts by the director to provide a historical perspective in the art of cinematography to evoke the viewer's feeling that cinema is a mature art. (Jerzy and Neuger 1987, 137–60)

Tarkovsky contrasts, in film, Earth as the source of life and the obsolete and inert space station, along with dynamic images of underwater plants, fire, snow, rain. The contrast also appears between the original scenes (visit to his father's house with a lively pond and blooming trees) and the final one in the same place, but where this is cold outside, the pond is frozen, and the trees are naked.

Tarkovsky included levitation scenes for their photogenic value and magical inexplicability. (de Brantes 2008) Water, clouds and reflections were used by him for their surreal beauty, for photogenic value, and for their symbolism. (Bellis 2008)

Solaris has precise and creative affinities with the fantastic area of Russian literature.

The metaphoric interactions, bipolarities, ambiguous miracles we also meet to Bulgakov, Dostoevsky, Gogol and Strugatsky, Tarkovsky transfer them to the image. In the film, the dialogue between mankind and the planet manifests itself exclusively through images, exemplifying, in an original and complex way, how the image communicates and contributes to the development of knowledge. (Salvestroni 1987)

Tarkovsky appeals to a whole gallery of famous paintings hanging on the station walls and repeatedly focused, and three film inserts: Berton's investigation; Gibarian's message before suicide, and a childhood movie shot by his father. These sequences, like the products of the ocean's unconscious, act as a teleportation in time, defying causality and allowing the past and even the dead to return (Gibarian, Kris's mother, Kris's dog from childhood). Although there is among some scientists and philosophers the idea that one can ever imagine a reality defying causality, an argument that can bring fiction on an equal footing with "reality." (Sfetcu 2018)

The movie critic Maya Turovskaya claims that the past has a special significance for Tarkovsky, he is always on an equal footing with the present; the world of imagination coexists with the real world. What Tarkovsky presents as dreams, imaginations, memories is the "individual flow of time" of the character. In this scheme of things, all moments in time are co-equal, existing alongside the apparent intrigue. (Turovskaia 1989)

2 Psychological Aspects

Tarkovski's film is a drama of pain and partial recovery centered on the psychology of the Solaris station crew. Tarkovski wanted to address this way the deeply emotional and intellectual science-fantastic genre, considered by him to be superficial.

The film approaches a central phenomenon of Klaus Holzkamp's critical-psychological analysis of human perception: the perceptions of the human world are significant to human beings. (Geier 1992) In perception, human beings are oriented towards an objective sense, which objects possess it in connection with the vital activity of the people. By virtue of this quality, the localization of meanings in objects is exclusively a characteristic of the human world. (Holzkamp 1989, 119) The human world is significant in that it is an objectification of the evaluation of utility and hence of human power. Under these circumstances, Solaris can have no meaning, disorienting the human society.

Solaris is a noetic complex species - a species with the property of thought, (Griffin 1998) that evolved under conditions completely different from ours. In our metaphysical system, although two species reach a noetic integrative level, their particular sub-levels may be different and will never be able to tell whether the gap between them lies outside the contact window of the other. (Weissert 1992)

The film focuses on the issue of communication, in a human society of the future considered by Tarkovsky as rigid. This society refuses to accept diversity, both a dogmatic refusal to check Berton's astronaut's testimonies and an intention to destroy what he fails to understand. (Salvestroni 1987) The spectator deduces the characteristics of this future society, but which is very similar to Tarkovsky's Soviet reality, only indirectly, from the way Berton investigates the metaphor of the mechanical world induced by the
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