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The article is devoted to the meaning and role of cinematography in modern culture.
The screen image of one or another concept or meaning can influence the formation of his-
torical and religious-philosophical ideas of society. Ingmar Bergman'’s film The Seventh Seal
tells the story of the historical events of medieval Europe. The phenomena and facts that
are shown in the film do not always correspond to the historical past. The director’s task
was different: to answer the questions that the representatives of the post-war generation
were contemplating on, using the basis of historical materials. The visual imagery of The
Seventh Seal became the basis for the cultural analysis in this article. The purpose of the
analysis was to identify the main idea of the film, as well as to reveal its symbolism. The
author turns to the theoretical legacy of Sergei Eisenstein, to his theory of intellectual cin-
ema, built on the basis of a simulative way of perception. This method makes it possible
to perceive the whole picture in one time space, where the problems of the past and the
present have something in common. Thus we get one of the main methods for revealing
the meanings of the film images presented in The Seventh Seal and we can understand what
the author wanted to say in his film. Berman’s film is a complex multi-level work in which
there is a visible layer related to the film’s storyline, and invisible layers related to the reli-
gious and philosophical views of the director himself. The first level is to show the his-
tory of Europe as the director sees it, namely, through negative stereotypes of the so-called
“dark and sinister Middle Ages” (superstitions, negative image of the Roman Catholic
Church, witches’ trials). Against the background of these historical events, the main char-
acter of the film is looking for an answer to his questions about the existence of God, and
therefore the meaning of life. His duel — a game of chess with another character of the
film, Death, must solve these questions: the life of a knight will depend on the outcome of
the game. The second level is Bergman'’s presentation of the Lutheran denomination with
critical attitude to Church Tradition, which is quite characteristic of him. Embodying the
teachings of Luther about the “visible” and “invisible” side of the church, the family of
itinerant actors in the film personifies the image of the living invisible church; unlike the
visible Roman Catholic church, it presents a pure and bright image of true Christianity.
The third level of the film should be correlated with the post-war modernity, in which
Ingmar Bergman lived. Here one can see the influence of Martin Heidegger’s ideas on the
work of the director of The Seventh Seal. ‘Dasein’ is one of the key concepts of Heidegger’s
philosophy that is relevant to this film. This concept means the existence of a person,
which is determined through the experience of their mortality, not in some future tense,
but here and now. That is why the theme of death becomes a key one, it determines the
meaning of a person’s life, and it also relates to the title of the film. The Seventh Seal is an
image of the Apocalypse, and this image is related not only to the end of the world, but
also to the end of the life of a single person, when the outcome of his life becomes clear.
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B crarpe ropopurcs O 3HaueHUMM U POAM KMHOMCKYCCTBA B COBPEMEHHON KyaAb-
Type. DKpaHHBIN 00pa3 TOTO MAM MHOTO IIOHATHUS MAU CMBICAAa MOXKET OKa3aTh BANSHIIE
Ha popMMpOBaHUE MCTOPUYECKNX U PEAUTMO3HO-PUAOCOPCKIX IIpecTaBAeHNIT oOIe-
cra. ®napMm Vurmapa beprmana «CeapMast edaTh» BeAET IIOBECTBOBaHIe 00 MCTOpIJe-
CKIX COOBITHSAX CpeAHeBeKOBON EBporrbl. SIBaeHus u $pakrhl, KOTOpble 4eMOHCTPUPYIOTCS
B (duibMe, He BCerda COOTBETCTBYIOT MCTOPUYECKOMY IIPOIILIOMY. 3ajada pexkuccépa
Oblaa ApyTOil: Ha OCHOBE MCTOPMYECKOTO MaTepuada OTBeTUTDL Ha Te BOIIPOCH], KOTOpLIe
BOAHOBaAU IIpeAcTaBUTeAell II0CAeBOEHHOIO IOKoAeHMs. Busyaapnsuiit psag «Ceabmoit
reqaTi» CTal OCHOBOM 445 KyAbTypOAOTMUYeCKOIo aHaAM3a B AaHHOII crathe. Ileapio aHa-
Au3a OBLAO BBIABAEHUE OCHOBHON mAeu (PpuibMa, a TakKKe pacKpbhITIE€ €TO CUMBOAVKIL
ABTOp OOparaercs K Teoperndeckomy Hacaeauio Cepres DiiseHINTeliHa, K €I0 TeOpun
MHTEeAAeKTYaAbHOI'O KIMHO, ITOCTPOEHHOJ Ha OCHOBe CHMMYALTaTMBHOIO CIIOCODa BOCIIPU-
STUA. DTOT CIHOCOO AaéT BO3MOXKHOCTb BOCIIPMHMMATh KapTUHY 1IeAMKOM B OAHOM Bpe-
MEHHOM IIPOCTPAHCTBe, IAe IepeKAMKaIOTCs IIpo0AeMBbl IIPOIIA0TO U HacTosero. Tak
MBI II0Ay4aeM OAMH M3 OCHOBHBIX MeTOAOB AAsl PacKpBITUs CMBICAOB IIpejcTaBAeHHBIX
B «CeabMOI1 ITeYaTy» KMHOOOPAa3oB M MOXKeM IIOHATh, YTO XOTeA CKa3aTh aBTOp B CBOEM
Juanme. Grapm bepmaHa — ®TO CA0KHOE MHOTOYPOBHEBOE IIPOM3BEAEHIe, B KOTOPOM
CYIIIeCTBYeT BMAVIMBIN CAOV, OTHOCAIIUIICSA K CIOKETHOM AMHuUM uabMa, ¥ HEBUAU-
MBIE CA0M, UMeEIOIIUe OTHOINEHNE K PEeAUTMO3HBIM M (PUA0COPCKUM B3rAsigaM CaMOTo
pexmccépa. Ilepsrlil ypoBeHb — 5TO ITOKa3 McTopun EBpOIIBI, Kakoil OHa BUAMUTCS pesKIC-
cépy, a MMEHHO — uepe3 HeraTUBHBIE CTePEOTUIIBI TaK Ha3bhlBaeMOTIO «MPayHOIO M TEéM-
Horo CpeaHeBEKOBbsA» (CyeBepus, HeraTMBHBIN 0Opa3 Prmvcko-KaToamueckoil Iiepksu,
rporieccel BeAbM). Ha ¢oHe »Tmx mcropmyeckmx COOBITUI TAaBHBIN Tepoil (puabMa
UIeT OTBeT Ha BOAHYIOIIME ero BOIPOCH O cyllecTBopaHuu bora, a 3HaumuT, 1 CMbIcAa
>kmsHN. Ero rmoeauHok — urpa B IraxmaTsl € ApyruM repoeM ¢uabma, CMepThIO, 401KeH
PeIIuTh DTU BOIPOCHL: OT JMCXOAa UIPHl OyJeT 3aBUCETh KU3HB phIaps. Bropoit ypo-
BeHb — DTO IIpe3eHTalus beprMaHoM Al0TepaHCKOIO BepOMCIIOBEAAHUsS C XapaKTePHBIM
AAsl HETO KPUTUYECKMM OTHOIIeHMeM K HepkosHomy Ilpesanmio. Bomaomas yuenue
1oTepa 0 «<BUAUMOI» U «HEBUAMMOI» CTOPOHE LIePKBU, CeMbsl CTPAHCTBYIOLIMX aKTEépOB
B p1AbMe OAUIETBOPseT 00pas XKUBOI 1IePKBYU HEBUANMOI, OHa, B OTANINE OT BUAVIMOIL
Pumcko-KaToAmaeckort, sSBASET YUCTBHIN M CBETABIN 0Opa3 HaCTOSAIIEro XpUCTUAHCTBA.
TpeTtuit yposens ¢prabma caeAyeT COOTHECTU C ITOCA€BOEHHON COBPEMEeHHOCTEIO, B KOTO-
poit xmua V. Beprman. 3aech mpocaexxmsaercs BamusiHue ugein Maprtuna Xaiigerrepa
Ha TBOpYecTBO pexkuccépa «Ceabpmoit nmeuatu». «Dasein» — 0AHO U3 KAIOUEBBIX IIOHSI-
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i puaocodpuu Xaiigerrepa, uMeloliee OTHOIIEHNE K JaHHOMY GuAbMy. DTO IOHATHE
O3HayaeT CyIllecTBOBaHMe 4Jel0BeKa, KOTOpoe OIlpejeasieTcsl yepes IepeskmBaHue CBOeil
CMepTHOCTHU He B KaKOM-TO OyAyIrieM BpeMeHH, a 34ech U ceitdac. VIMeHHO 1TosToMy Tema
CMepTHU CTaHOBUTCs KAIOUEBOM, OHa OIlpeJeaseT CMBICA KM3HU yeaoBeKa, OHa JKe MMeeT
OTHoOIIeHNe 1 Ha3saHMIo ¢puabMa. «CeabMasi IledaTh» — 5T0 00pas3 AIIOKAaAMIICHCA, U DTOT
oOpa3 mMeeT OTHOIIIEHNE He TOABKO K KOHITy CBeTa, HO M K KOHITY JKM3HM OTAEeABHO B3s-
TOTO YeA0oBeKa, KOrda IMOABOAMUTCS UTOT eT0 AUYHOM KU3HM.

Karouesbre caosa: V1. Beprman, «CeapMast medaTb», XpUCTUAHCTBO, KMHOVICKYCCTBO,
cMmeprts, poitiaps, Cpeanesekosbe, M. Xaiigerrep, AloTepaHCTBO, PuMcko-kaToamdeckast
11IepKOBb, XpaM, Antokaauricuc, Dasein.

A work of art can be important factor in influencing a person’s worldview
only when it demonstrates the unity of life and creativity, combining them in its
content. It is difficult to call elementary copying of life an art, although today rep-
resentatives of postmodernism may disagree with this statement, claiming that
the display of the continuous flow of life in art can be perceived and evaluated
as a cultural phenomenon. Nevertheless, speaking about “pure art” or about the
“art for art” theory, we raise the questions: to what extent aesthetics and the ide-
ological content of this trend in culture can influence public consciousness, and at
what level of social life they will be reflected? Refined art in its pure form, which
has no real relationship with life, with its problems, facts and phenomena, hardly
plays a large role in the life of society and in the life of a person. In our opinion,
art is worth something when it affects the emotional sphere of individual, exert-
ing a deep influence on everything that can excite a person: feelings, ideas, val-
ues, interests and, ultimately, worldview.

Real art reflects the problems and arises issues that the artist rethinks and cre-
atively reworks, embodying this or that idea in his work. In this case, a work of
art becomes an expression of both the historical era and the eternal themes that
excite a person of any historical era. Meanwhile, the combination of life realities
and human activities aimed to comprehend these realities does not always lead
to their synthesis and organic unity. Only due to such synthesis, the meaning or
idea of the work of art becomes obvious, fulfilling the most important aim for
which it was created. Speaking about this side of creative activity in particular,
and about art in general, Mikhail Bakhtin wrote that “such a combination of real-
ity and creativity can be called ‘mechanical’ if its individual elements are con-
nected only in space and time by an external connection, and not imbued with
an internal unity of meaning < ...>. The three areas of human culture — science,
art and life — gain unity only in the person who brings them to their unity”. The
problem of synthesis can only be solved by the personality of the creator, who,
through comprehending reality and experience, bears personal responsibility:
“for what I have experienced and understood in art, I must answer with my life,
so that everything that I have experienced and understood does not remain inac-
tive” [Bakhtin 1994, 7]. Thus, the main task of art, if one follows Bakhtin’s reflec-
tions, is not to ignore life, but, on the contrary, to actualize vital issues, turning to



136 O. A. Sukhorukova The Seventh Seal: The History of Visible and Invisible Confession

the high and eternal themes of life. Showing personal experience of feelings and
reflection, the author must reflect it in his work with full responsibility for what
he presents to the world. Therefore, “art and life are not one, but must become
one in me, in the unity of my responsibility” [Bakhtin 1994, 8].

The above statements about the goals and significance of art place our research
in the field of visual theology, namely, in the field of cinematography, where
screen forms can broadcast Christianity, its history and dogmas, and, which is
especially important, interpret all this in accordance with the author’s position.
This, perhaps, is one of the most important, key moments of filmmaking, espe-
cially if it concerns philosophical or religious topics. In this case, the author’s
responsibility is especially high, since his understanding of worldview problems,
the historical aspect of the development of a particular religious denomination,
answers to pressing questions of our time, and all this visual information con-
cerns a large audience. Compared to other types of art, cinema as a special syn-
thetic genre does not have a very long history, however, despite its “youth”, from
the 20™ century to the present, the works of this trend has been playing the role
of transmitting meanings and values, performing important communicative func-
tion in the intercultural interaction of peoples.

Our research concerns Ingmar Bergman’s film The Seventh Seal, which was
presented in theatres in 1957 and became classic of the world cinema. Film critics,
philosophers and culturologists wrote and talked about Bergman’s work, draw-
ing attention to key issues that were present in dramatic works and in films shot
by Bergman according to his own scripts: the existential choice of a person, pain-
ful searches for oneself in a complex and chaotic world [Skorokhod 2003]. The
key problem of The Seventh Seal was the theme of death, which is directly related
to the search for the meaning of life. Critics wrote and spoke about the peculi-
arities of the film’s aesthetics, its mystical component and, of course, about the
historical canvas, which, in their opinion, did not correspond much to the story
[Sinitsyn, Sinitsyna 2016]. In the world of cinematography, it often happens that
while working on a film about certain historical period, the author may distort
the facts and fails to observe scientific reliability. However, due to his talent,
the director creates a visual picture of the past so well that inconsistency of this
screen image with the historical past will not only interfere with the perception
of the film, but, on the contrary, will receive positive reviews from the public.
Moreover, the constructed image of the past will subsequently be perceived by
society as a real history and have a tremendous impact on the formation of his-
torical ideas among people for many years. The responsibility of the author in
this case is extremely high.

The Seventh Seal should be viewed from two perspectives: (1) the historical
period that the film tells about, and (2) the personality of the film director, his
religious and philosophical views. Bergman’s work is a complex, multi-layered
work of art, in which each layer requires understanding and deciphering. In this
process, we will be helped by the theoretical legacy in the field of cinematogra-
phy by Sergei Eisenstein, a classic of world cinema, who has created a number
of works devoted to the problem of cinematography. Having brought the film
montage to a high artistic and semantic level, Eisenstein made it the basis of the
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famous concept of “intellectual cinema”, according to which, in order to reveal
the meaning of a film, it is necessary to provide visualization of concepts by cre-
ating screen images. Today, the concept of “intellectual cinema” can be under-
stood due to the theory of “internal monologue”, which “is consistent with the
main provisions of modern psycholinguistics, which considers internal speech as
‘rolled up’ external. Any word can turn into a term on the basis of which a whole
system of images is built with a movable centralization of meaning” [Sinelnikova
2007, 76-77]. This system of images, unfolded as a result of the film screening,
works on the basis of a simulative way of perception, which makes it possible
to perceive the whole picture, placing the historical past and the present side by
side, giving them the opportunity to coexist. Analyzing The Seventh Seal, we make
the assumption that Bergman’s cinematic method is based on a simulative way of
perception: in the picture, the problems of the present are transferred to the past
and vice versa. Everything that worries the author also worries his characters in
the past, and concepts and meanings are transmitted through a whole series of
images created by the director.

The first layer of the film is one of the visible layers lying on the surface of the
visual text of The Seventh Seal. Here is the historical plot, on the basis of which the
author constructs the picture of the Middle Ages. Let us recall the plot.

A Swedish knight, Antonius Block comes back from the crusade, accompanied
by his squire Jons. While the squire is sleeping, Death (the angel of Death in the
form of a man) appears before the knight, who is not frightened by him; on the
contrary, one gets the impression that his appearance was expected for Antonius.
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The only thing the knight asks for is to wait for a while, because he has a question
to which he must find an answer. This question, as it will become clear later, is
associated with his religious faith, which has weakened: the knight’'s former con-
viction that God exists now causes his great doubts. The knight invites Death to
play a game of chess. Death agrees under the condition: the knight’s victory will
resolve the issue of postponing his death, and if Antonius loses, Death will take
him. The game of chess becomes the starting point for uncovering the plot, and
the film ends with it.

The return of the knight and the squire to their home, their path is a chroni-
cle of events and phenomena that describes the medieval society. We see the epi-
demic of plague, a procession of people leading a “witch” to execution, a theater
of wandering actors, a procession with the sick and holy fools, a temple being
painted by an artist, and a tavern — one of the most crowded places where sim-
ple morals reign — a social cut of the ordinary worldly life. There are a series of
characters who personify the types of medieval culture. Among them there is the
already named knight Antonius, a deeply religious person in the past — one of
the main archetypes of the Christian Middle Ages. His squire, Jons, does not seek
faith; on the contrary, he is convinced that everything that bothers his master is
nothing more than a delusion and is not worth being so puzzled by. The squire’s
frustration turned into irony and skepticism. Now he is rationalist who does not
believe in anything. It seems that he is a person of a borderline, marginal cul-
ture — the outgoing Middle Ages and the upcoming New Age. Jons is opposed to
the cleric Raval — not so much out of faith or lack of it, but in relation to the usual
norms of human behavior. So, for example, Jons saves a peasant girl from Raval,
who, despite his rank, turned out to be an ordinary thief and rapist and who, as it
turned out a little later, was one of the main agitators of the crusade, to which the
knight Antonius Block had gone earlier.

A considerable part of the film narration is occupied by wandering actors,
including the family of Jof and Mia with a young son, as well as actor Jonas
Skat, who is free from family life, a person who is clearly not burdened by moral
principles. Jonas Skat seduces the blacksmith’s wife Lisa (or she seduces him);
it is difficult to establish primacy here, the main thing is that both Jonas and the
blacksmith’s wife, and the blacksmith Plog himself — all of them represent a cer-
tain category of ordinary people who are not engaged in search for high mean-
ings, and live for sensual pleasures. All the everyday vanity of these people is
shown through ordinary scenes of everyday life, reminiscent of the plots of the
Decameron: Lisa’s escape with an actor, scenes of jealousy, attempts to justify
herself and blaming each other in everything on, etc. Observing all these vicissi-
tudes of a simple and unpretentious life with passions and human weaknesses,
Jons the squire ironically mentions that somewhere, as people say, there are
human-like animals — monkeys.

In the film, we see a violation of historical chronology, where the author
places at the same time such events as the plague epidemic, the crusades to the
Holy Land, the life of the artist Albertus Pictor, whose name is mentioned in the
film and with whom the protagonist and his squire talk. Such a mixture of histor-
ical facts and phenomena does not correspond to reality, but the director, appar-
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ently, did not try to completely recreate the past, follow the chronology of events
and adhere correct presentation of historical attributes. The purpose of the film
was different. In our opinion, the author wanted, through the historical past, to
answer the topical questions of his time, while broadcasting his understanding
of Christianity. This became the second semantic level of the film, which reflects
Bergman’s religious ideas, his understanding (or interpretation) of Christianity.

The Seventh Seal is a presentation of the Lutheran faith, of the experience of
the Protestant faith, the denomination that reflects one of the main places in the
religious life of Sweden. Being Lutheran by education, living in a country that
adopted this religion in the 16" century, Bergman received an inoculation from
Catholicism, which influenced formation of his worldview. As a result, we see
how the director perceives the Middle Ages and how the Roman Catholic
Church is viewed through the Middle Ages. Transferring his understanding
of Christian truth through the visual series of the film, Bergman demonstrates
a negative image of Catholicism, presenting the usual set of clichés that have
already entered the everyday consciousness of the modern viewer and are asso-
ciated with the so-called “dark and gloomy Middle Ages”. This can be seen in
several episodes, in the behavior of the characters and their dialogues. We see
a negative image of the priests of the Roman Catholic Church on the example
of one of the clerics, whose behavior does not correspond not only to the status
of a church minister, but even to the way of behavior of an ordinary Christian.
The crusades, who have become a proverbial story, are cited as an example when
it is necessary to reproach Christianity, reminding about violence, shedding of
blood, intolerance and violation of Christian ethics. It is not a coincidence that
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the main character, a knight, returns from a crusade, and his search for faith in
God becomes the main leitmotif of the film. The knight’s faith, after many years
of hard wanderings, has weakened so much that there is a threat of completely
losing it. The knight’s search for faith in God is accompanied by the appearance
of another important character — Death. For Christianity, the opposition of God
and death is natural, for God means life and the source of human life, and leav-
ing God inevitably leads to death. The history of mankind begins with the story
of leaving God, with cutting oneself off from the source of life, as evidenced by
the well-known Biblical story about the Fall. That is why both the knight’s elusive
faith and his attempts to regain it throughout the film are visualized through the
image of a duel with death.

The search for faith, and therefore the search for the meaning of life, is shown
through three important episodes of the film: (1) an attempt to see in the eyes of
the so-called “witch” — a young girl doomed to execution — the mystical side of
life, to find out the truth about the existence of God and the devil; (2) a scene in
the church, consisting of two parts: the dialogue in the church between Jonas and
the artist and the confession of Antonius Block; (3) a scene of the knight meeting
a family of traveling artists and talking to them. How did this search end?

The knight saw nothing in the eyes of the unfortunate girl, apart from fear
and horror. It is especially important for our research that he also did not find
an answer to his questions in the church. In the church, where the knight comes,
there are only two characters: the artist and Death. The church is empty, there are
no people there. The ringing emptiness of the church is frightening, no one prays
there, we do not see any service. This emptiness is discordant with the tavern
shown in the film, which is filled with people, it is noisy there, and it is evident
that life is there, in all its manifestations. In the church, the squire talks with the
artist Pictor, who paints the dance of death. A dialogue arises between the artist
and the squire.

— Why all this daubing?

— To remind people of death.

— That won’t make them any happier.

— Why make them happy? Why not scare them?

— Then they won’t look at your picture.

— Yes, they will. A skull is more interesting than a naked woman.

— If you scare them, then they think and... are still more scared. And fall into the
arms of the priests.

— That’s not my business.

— You're only painting your picture.

— I paint life as it is. Then folk can do as they like.

There are two notable details in this dialogue. Firstly, both what he draws on
the wall of the church and what Albertus Pictor is talking about are rather refer-
ences to pedagogy, to instruction and teaching. And here, in spite of the deduced
image of death — the “dance of death” that is leading people — there is nothing
unusual that goes beyond the framework of real life. The painting created by the
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artist is a visual metaphor of death, which reminds people that their life path will
end sooner or later. The depiction of death without depicting the Supreme Divine
principle, the source of eternal life, deprives this picture of the sacred and tran-
scendental meaning, because one of the main features of religious painting is the
depiction of what is capable of withstanding death and destroying it. Turning
to the history of religious painting, we note: “The path of religious art tells us
that one of the main <..> of its foundations is the search for God, the sacred
transcendental higher principle”, conquering death [Sukhorukova 2019, 59]. In
Christian art, these searches were completed in icon painting, which is “theology
in paints”. The Savior’s icon is the image of God who conquered death. Coming
back to Pictor’s artistic activity, we argue that it is an example of Protestant eth-
ics, the instruction of a person on how and who can intimidate and scare him,
turn him away from the bustle of everyday life, returning him to religious life.
The drawing of death without the image of the Divine testifies not to the theol-
ogy of painting, not to the search for God. It is rather one of the artistic didactic
visual exercises designed to re-educate people.

The second detail of the dialogue is a reminder of death. Here one can see an
indication of one of the main ideas of Martin Heidegger, according to which the
understanding of mortality determines the existence of a person in this world.
But we will speak about it later.

As for the scene of confession in the church, it is one of the most significant
ones: a knight who comes to church confesses, without knowing it, to Death, with
whom he plays chess. Why does he confess to Death? Probably because there is
no God in the church. The holy became not holy, and death reigns where eternal
life should have been.
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And only having met the family of wandering actors, Antonius finds
answers to his questions. Looking at the family in which love and harmony
reign, admiring family happiness and anxious attitude of parents to a child, the
knight says: “Faith is such a torment, but now it doesn’t matter next to you.
For me it will be a sign and a source of joy”. The family of actors is a bright
image against the background of the gloomy Middle Ages, in which the offi-
cial false religiosity dominates, in which there is nothing sacred, but there is
superstition, the horror of death, debauchery and witches’ trials. We see that
the family is opposed to the official church, and Jof and Mia with their young
son are the prototype of the Holy Family, which, unlike the official Catholicism
shows, demonstrates true Christianity: God is love, and where love is, there is
no death. The rescue of the actors’ family from death at the end of the film con-
firms this idea. Jof, the father of the family, is gifted with the ability to see the
mystical side of life, he was given visions of the Mother of God with the Son. Jof
is the only one of all the characters in the film who sees the chess duel between
Death and Antonius.

Criticizing Catholicism, Bergman contrasts it with the Lutheran confession,
using the example of a family of itinerant actors. To confirm this conclusion, let
us turn to the main thesis of Luther’s teaching about the Church, which deals
with its visible and invisible side. According to Luther, “we understand the
church in two senses: as a visible society and as an invisible fellowship. The visi-
ble society or the visible church, to which all the baptized, including the unright-
eous and unbelievers, belong, is no more than a mass church, its very existence is
a matter of chance. The true church is a spiritual society that unites its members
together with the unity of hope and love, and therefore has only believers and
justified members. It exists wherever the gospel is purely preached and the sac-
raments are performed correctly <...> the true church is invisible, supersensible,
and it is only one that is holy and infallible, for it is controlled directly by the
Spirit of grace <..>. Luther regards the visible church as a symbol, as a repre-
sentative of the true invisible church, and the visible church has meaning for him
only as a pedagogically necessary institution” [Znosko-Borovsky 1992, 86-87].
Thus, if we follow Luther’s teaching about the “visible” and “invisible” side of
the church, the family of itinerant actors becomes the image of the living invisible
church, which is led by the Spirit of Grace, and this is how it differs from the visi-
ble Roman Catholic Church.

The third level of the film should be related to the modernity in which Ingmar
Bergman lived. The middle of the 20" century, the time after World War II, was
characterized by a special understanding and vision of life. First of all, it was a
time of criticism of traditional values, revision of basic ideas about the individ-
ual and the family, a change in the way of life and the intensification of youth
participation in political life. It is not a coincidence that in 1950-1960 the ideas of
A. Camus and M. Heidegger were very popular, since the work of these philos-
ophers raised the burning questions of the meaning and meaninglessness of life,
which concerned everyone. The problems of human existence related to these
issues, human’s relationship to history and tradition occupy one of the main
places in public consciousness [Kurabtsev 2018, 190]. This ideas affects literary
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creativity, cinematography and socio-political activity, in which youth move-
ments occupy one of the first places in the political rating.

The ideas of M. Heidegger influenced the worldview of Bergman. Despite
the closeness of Heidegger’s ideas to Orthodox theology, there is no doubt that
Lutheranism had a great influence on the formation of his views. The call to aban-
don theoretical and speculative theology, to abandon Hellenic wisdom, which in
Christian theology represented as “falling apart” from the experience of primor-
dial Christianity, experiencing an encounter with God “in life and through life” —
this all resembles the Lutheran’s interpretation of Sacred Tradition. Heidegger
tried to demythologize theological-speculative metaphysics in order to explore
the meaning of Christianity in factual life. He tried to deduce the fundamental
question about a human from the traditional system of dogma, and for this it was
necessary to return to the original pure Christianity, to its mystical immediacy,
in which human is able to independently understand the truth through direct
communication with God. In fact, Heidegger speaks of “mystical consciousness”,
which theoretically cannot be substantiated in any way [see: Konacheva 2018,
316-319]. In The Seventh Seal, we see, using the example of Jof and his family, a
reflection of these ideas of Heidegger: in the life of a single soul, cognition of God
occurs, and then the soul turns out to be the dwelling place of God.

The next important point in Heidegger’s philosophy concerns the key concept
of Dasein. It means the existence of a person, which is determined through the
person’s experience of their mortality, not in some future time, but here and now.
“The first thing that appeals one’s attention is that in Being and Time the death of a
person (Dasein) is transferred from the future tense to the present. For Heidegger,
death is an always given in present; it exists in every moment as unrealized yet
inevitable structural possibility. A person lives side by side with death, his whole
life is just ‘being-to-death’ (Sein-zum-Tode)” [Zavaliy 2010]. Understanding
death as a way of being a person, linking existence with the search for the mean-
ing of life — this philosophy runs like a red line through all layers of the film.
Hence the name The Seventh Seal not by chance becomes the logical conclusion of
this theme, and this name has its own explanation.

The Seventh Seal is one of the symbols of the Revelation of John the Evangelist,
or the Apocalypse, one of the most complex religious texts in the New Testament.
Turning to the interpretation of Seraphim Rose, it highlights the key semantic
moments of the Apocalypse, which can be correlated with the film The Seventh
Seal. Rose writes that “Christ comes to every person, everyone must live their
time in this world and die. In this sense, the coming of Christ is very close for
each of us. This is quite true, because eschatology, the doctrine of the end of the
world, refers not only to the end of the world, but also to the end of our lives,
because when each of us dies, they go to another world and there await the end
of this world” [Rose 2000]. Thus, the Apocalypse is not only the end of the world
in general, but also the end of the life of every person, this is the end of their life
path, this is the judgment on them. The Apocalypse takes place in a person’s life
here and now, and this approach to death, when a person comes face to face with
it, makes them think about how they live and what is the true meaning of their
existence.
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This is how the problems of being a person living in the twentieth century
resonate with the historical and philosophical content of the film material, on the
basis of which Bergman'’s film reflects on what real Christianity is, where God is
and what the meaning of human life is.
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