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Forord

Foreword

or drygt tre ar sedan satte sig fyra konst-

ndrer ned i chefsrummet pé Liljevalchs och

bdrjade tala om begravningsplatser, om

konst, dod och riter. Med sig hade de bilder

frén begravningsplatser i nar och fjarran -
ofta platser i férvandling dar stdders fortatning lett
till nya publika funktioner i det som vanligtvis bara
férknippas med sorg och tystnad. Amnet var mer
&n spannande och métet utmynnade i en dnskan
frén Liljevalchs sida att se en forstudie om en tankt
utstallning, kanske i vért eget hus, eller pé& négon
annan plats i Stockholm.

Slumpen &r ibland pé&passlig.

Under 2016 renoverar och grundforstarker vi
Liljevalchs, men vért behov av att for stockholmare
och tillresta besdkare genomfoéra intressevéckande
utstéliningar bestér. Parallellt med vért renove-
ringspredikament mognade konstndrsinitiativet il

A little more than three years
ago, four artists sat down in the
Director’s office at Liljevalchs and
began talking about cemeteries,
art, death and rites. With them
they had images of cemeteries
from near and far - often from
places in transition where urban
densification had led to new public
functions in places that are usually
only associated with sadness and
silence. The subject was enthralling
and the meeting resulted in Lilje-
valchs requesting a feasibility study
for a possible exhibition in our own
building or perhaps at another lo-
cation in Stockholm.

Chance is sometimes serendip-
itous.

During 2016 Liljevalchs is being
renovated and its foundations
reinforced. However, our need to
produce thought-provoking exhibi-
tions for the people of Stockholm
and visitors is constant. Parallel to
the predicaments of our renova-

tion, the artist-led initiative matured
into a proposal for an outdoor ex-
hibition with the dramatic title of
Death - An Exhibition about Life,
comprising works by nine artists
in a beautiful green landscape
design. Everything fell into place
and it was time to put the proposal
into practice.

We contacted Gunnar Bjork-
man, Park Manager of the Royal
Djurgarden  administration  who
helped us find Galarparken behind
the Nordic Museum adjoining Juni-
backen. We also contacted Juni-
backen and the Nordic Museum
on the coordination the children’s
educational activities and, in incle-
ment weather, holding seminars at
the Nordic Museum.

In addition to everything else, this
project demonstrates that neigh-
bourliness prevails on Djurgarden
and that we find ourselves on an
island open for unusual collabora-
tions with external partners. At Lilje-
valchs we are, of course, the hap-
piest of all as we get to remain on
Djurgérden in the summer of 2016,
only a stone’s throw away from our
building.

We would like to thank all the
curators and especially Lars Fuhre
for his congenial graphic design,
as well as the participating artists
whose works will open up for dis-
cussions not only about death and
our future resting-places but also
about art’s unyielding ability to
not only illustrate a theme but also
introduce new impulses therein.

Finally, to all our visitors this sum-
mer we would like to conclude with
Astrid Lindgren’s daily telephone
greeting to hersister: “Death, death,
death” - now that's settled.

Marten Castenfors
Director, Liljevalchs

®
N

ett forslag om en utomhusutstallning med den
dramatiska titeln Déden - en utstdlining om livet,
innehdllande verk av nio konstndrer i en vackert
gronskande landskapsgestaltning. Allt foll alltsé pd
plats och det blev dags for en redovisning i praktik.

Kontakt togs med parkchefen Gunnar Bjorkman
pd& Kungl. Djurgérdens forvaltning som hjdlpte oss
att hitta Galdarparken bakom Nordiska museet,
invid Junibacken. Och kontakt togs dven med
Junibacken och Nordiska museet fér samordning
av barnpedagogisk verksamhet och, vid déligt
vader, seminarieverksamhet p& Nordiska.

Sammantaget visar detta projekt att grann-
sdmja réder pd Djurgérden och att vi befinner oss
pd en 6 Oppen for ocksd ovanliga samarbeten med
externa partner. Gladast av alla &r naturligtvis vi pé
Lilievalchs eftersom vi under sommaren 2016 finns
kvar pé& Djurgdrden ett stenkast fréin vért eget hus.

Vi vill tacka alla inblandade kuratorer, och sar-
skilt Lars Fuhre for kongenial grafisk form, samt de
deltagande konstndrerna vars verk |ar dppna for
diskussioner inte bara om ddden och véra fram-
tida vilorum utom om konstens obdndiga férméga
att inte bara illustrera en tematik utan att infora nya
impulser i densamma.

Till sist vill vi till alla véra besokare i sommar av-
sluta med de hdalsningsord Astrid Lindgren gav sin
syster varje dag i telefon: “doéden, déden, doden”
- s& var det avklarat.

Marten Castenfors
Chef Liljevalchs



Doden — en utstillning om livet

En introduktion

Death — an Exhibition about Life

An introduction

Déden - en utstdllning om livet har sin upprinnelse
i fyra konstndrers (Lars Bergstrom, Stefan Karlsson,
Tomas Lundberg, Cecilia Runesson) gemensam-
ma intresse for doden och gravplatser som mansk-
ligt avtryck och tidsspegel. Alla hade de reflekterat
kring begravningsplatsernas laddning och kultu-
rella skillnader i utformning och bruk som de sett
under resor i Sverige och 6vriga varlden. Doden
har sin egen kulturhistoria och begravningsplatser-
na vittnar om olika religioners relation till déden,
om praktik och estetik och om svunna tiders gra-
var som markdrer av religiés, social och kulturell
tillhorighet. | Berlin finns exempel p& hur man an-
lagt lekplatser inne p& begravningsplatserna och
hur dessa fétt nytt liv. | Sverige vaxer nya gravskick
fram utifrén tidens forandrade behov, men det ar
l&ngsamma  processer och fortfarande praglas
svenska gravplatser i allmdnhet av likformighet,
underkastade stréinga regelverk for gestaltningen.

Death - An Exhibition about Life
has its origins in four artists’ (Lars
Bergstrom, Stefan Karlsson, Tomas
Lundberg, CeciliaRunesson)shared
interest in death and graves, as
mirrors of our time and human
footprints. They found common
ground in a fascination for cem-
eteries, their importance and cul-
tural differences in design and
use, encountered while travelling
in Sweden and abroad. Places
with their own cultural history, tes-
tifying to how different religions
relate to death, to the practices
and aesthetics of bygone times,
to graves as markers of religious,
social and cultural offiliation. In
Berlin, there are inspiring examples
of how landscaped playgrounds
have been placed inside cemeter-
ies providing them with new life.
In Sweden, new burial practices
are emerging based on chang-
ing needs, however, it is a slow
process. And Swedish cemeteries
are still generally characterised by

uniformity and strict regulations
regarding cemetery design. Dere-
lict and abandoned and no longer
deeply-rooted in the surviving rela-
tives, many Swedish graves evoke
associations to forgetfulness rather
than remembrance.

Must it be so? Is it perhaps time
for innovative thinking on ways of
preserving or materialising mem-
ory? What would happen if the
places where we commemorate
the memory of our dead were
more integrated in urban plan-
ning and a natural part of every-
day life? Could the cemetery be
an interesting and vibrant park, a
place for socialising and leisure?
In addition to being a place for
storing remains and ashes, what is
a grave today? And who are they
really for? With their sensibility for
time and space, form and concep-
tual content, would artists be able
to expand the notion of life, death
and the final resting place?

These types of questions have

Alderstrappan, 1678. Olja p& duk. Okénd holléndsk méstare
The Ages of Man, 1678. Qil on canvas. Unknown Dutch Master

ldag stér ocksd ménga gravar pd svenska be-
gravningsplatser forfallna och dvergivna och har
forlorat sin férankring hos négon efterlevande,
med foliden att de snarare vacker associationer till
glomska, an hdgkomst.

Men madste det vara s&? Ar tiden inne fér nya
tankegdngar kring former for att bevara eller ma-
terialisera minnet? Hur skulle det se ut om platser-
na ddr vi samlar minnet av véra déda var en mer
integrerad del i stadsplaneringen och en naturlig
del av vardagslivet? Kan begravningsplatsen bli en
intressant och inspirerande park, en plats for sam-
varo och fritid? Vad ar en grav idag, férutom en
plats for forvaring av stoft och aska? Vilken betydel-
se fyller en gravplats for manniskor 20167 Och for
vem ar den till? Kan konstndrer, med sin kansla for
tid och rum, form och konceptuellt innehdll utvidga
begreppet runt livet, déden och den sista resan?

Frdgor som dessa |&g till grund for den inbjudan
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Death — an Exhibition about Life

som utstdllningens nio medverkande konstndrer
fick sig tillskickad. Konstndrer ur olika generationer,
delvis fordelade over den klassiska &lderstrappa
som genom historien illustrerat manniskans aldrar
frédn fodelsen till det avslutande och slutgiltiga
trappsteget ner i graven. Bland de utvalda konst-
ndrerna finns b&de de som i tidigare arbeten rort
sig kring de aktuella frédgestdllningarna, och de
som aldrig gjort det. Hur skulle dessa konstndrer
gestalta idén om en grav?

Resultatet presenteras pé& Kungliga Djurgdrden,
ddr man redan idag finner ett flertal gravplatser
och minnesmarken varda ett besok. Den fysiska
platsen for utstdliningen &r en grdsyta beldgen
mellan tre institutioner som pé olika satt kan sagas
ha en relation till frégest&liningar om déden; Juni-
backen, Nordiska museet och Vasamuseet. Cen-
tralt placerat pd den cirkulara utstallningsplatsen
Gterfinns en dppen yta med ett solur. En plats for
moten och en urdldrig metod for tidsangivelse, dar
vi hoppas att ménga samtal kring konsten, déden
och minnet kommer att ta form och nya tankar
processas.

Minnesvarda samtal om livet, i var tid.

Curatorerna for Déden - en utstdlining om livet:
Pia Kristoffersson

Tomas Lundberg
Cecilia Runesson

Lars Bergstrom
Petter Hauffman
Stefan Karlsson

been discussed in the animated
conversations about life and death
in the working group that devel-
oped and whose members con-
tributed with their experiences, skills
and perspectives. We agreed on
a selection of artists from different
generations, distributed throughout
the classical Steps of Life, which
illustrate the ages of man, from
birth to the final and definitive step
into the grave. The selected art-
ists include those who have dealt
with these issues in previous works
and those who are treading new
ground. How would these artists
portray ideas about a grave?

The results are presented in an
exhibition at Royal Djurgérden,
an area which contains graves
and several monuments worth
visiting. The physical location of
the exhibition is a lawn situated
between three institutions that, in
different ways, can be said to have
a relationship to death as a sub-
ject - fictional and historical: Juni-
backen, the Nordic Museum and
the Vasa Museum. An open area
with a sundial in the centre of the
circular exhibition area, a place for
encounters with an ancient meth-
od of telling the time. We hope
that many conversations about
art, death and memory will take
shape here and new ideas will be
processed. Memorable conversa-
tions about life in our time.

The Curators of Death - An Exhibi-
tion about Life:
Lars Bergstrom  Pia Kristoffersson
Petter Hauffman Tomas Lundberg
Stefan Karlsson  Cecilia Runesson

Curatorer
Curators

Lars Bergstrom, Stockholm.

Del av konstnérsduon Bigert &
Bergstrém, som traffades pa
Kungl. Konsthégskolan 1986 och
sedan dess har skapat en méngd
olika konstprojekt, storskaliga
installationer, offentliga verk och
filmer.

Lars Bergstrom, Stockholm. Part of
the artist duo Bigert & Bergstrom,
who met at the Royal Institute of
Art, Stockholm in 1986. Since then
they have produced numerous art
projects, large-scale installations,
public works and films.

Pia Kristoffersson, Stockholm.
Tidigare chef for Gavle
Konstcentrum och utstdllnings-
producent pa Kulturhuset i
Stockholm. Numera verksam
som begravningsradgivare och
borgerlig officiant.

Pia Kristoffersson, Stockholm.
Previously Director of Gavle
Konstcentrum and exhibition
producer at Kulturhuset in
Stockholm. She is currently
a funeral advisor and a civil
officiant.

Petter Hauffman, Stockholm.
Landskapsarkitekt. Arbetar som
landskapschef pa Wingardh
Arkitektkontor med uppdrag i
olika skalor, fran stadsplanering
till parker och torg.

Petter Hauffman, Stockholm.
Landscape architect. Works as a
landscape director at Wingardh
Arkitektkontor with assignments
in varying formats, from urban
planning to parks and squares.

Tomas Lundberg, Géteborg.
Arkitekt och curator. Driver
Folkstaden, en arkitektverk-
samhet som Gven har initierat
och genomfért ett flertal
kulturprojekt/ utstdllningar.

Tomas Lundberg, Gothenburg.
Architect and curator. Runs
Folkstaden, an architectural
activity, and has initiated and
realised a number of cultural
projects/exhibitions.

II
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Stefan Karlsson, Géteborg.
Konstndr, curator och projekt-
ledare. Har drivit ett flertal
fristdende konstprojekt och
utstdliningar i Goteborg sGsom
Lagenhet och Sub Bau. Senaste
projektet Gr Stefan Karlssons
museum for délig konst.

Stefan Karlsson, Gothenburg.
Artist, curator and project
leader. He has run a number
of independent art projects
and exhibitions in Gothenburg,
including Apartment and Sub
Bau. His most recent project is
Stefan Karlsson’s Museum of
Bad Art.

Cecilia Runesson, Stockholm.
Skdadespelare. Medgrundare till
performancekollektivet Force
Majeure, gastcurator pé Réda
Sten Konsthall i Géteborg i mitten
av 00-talet. MA i Contemporary
Performative Arts.

Cecilia Runesson, Stockholm.
Actor. Co-founder of the
performance collective Force
Majeure. In the mid-2000s she
was a guest curator at Réda Sten
Konsthall in Gothenburg. She
holds an MA in Contemporary
Performative Arts.
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Golvdetalj, Taby kyrka, Sverige
Floor detail, Taby Church, Sweden
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ag har funderat éver hur méanniskor har

tankt om dédeni olika tider. Hur uppfattas

ddéden om man tror att man i dédségon-

blicket kommer att st& infor en domare

som héller réfst och rattarting dér det ska
avgodras huruvida man kommer till himlen eller
helvetet? Eller om man, som vi ateister, tror att det
bara ar slut i dodsdgonblicket? Hur uppfattar vi,
som lever i ett samhdlle ddr den fysiska doden
ar relativt frdnvarande, doden, till skillnad frén de
som levde i en tid dar doden var mer narvarande
i vardagslivet?

Min installation i Galdrvarvsparken vill suggerera
olika satt att do, forsdker pédminna om ddden, som
alltid varit en redlitet for manniskor. Jag har sokt
i etnografiska uppteckningar éver hur man betrak-
tade doden i olika delar av Sverige p& 1800-talet
och bérjan av 1900-talet. Jag har |&st dagstidning-
ar om var tids flyktingddd pd Medelhavet, skon-
litteratur om hur det a@r att dodas av bensinbombs-
tunnor som kommer frédn himlen. Jag har studerat
i larobocker for sjukvérdspersonal, hur man talar
om ddendet.

Gunilla Bandolin

Vi dor
We Die

I have pondered how people have
contemplated death in different
epochs. How is death understood
if one believes that, at the moment
of death, one will stand before a
judge who will decide whether one
goes to heaven or to hell? Or, as
we atheists believe, that death is
the end? In a society where physi-
cal death is relatively absent, how
do we perceive death, in contrast
to those who lived in an age where
death was more present in every-
day life?

My installation in Galarvarvspark-
en attempts to suggest different
ways of dying, to evoke death,
which has always been omni-
present in people’s lives. | have
researched ethnographic records
for information on how death
was regarded in different parts of
Sweden in the 19th and early 20th
centuries. | have read newspaper
reports of the current refugee crisis
in the Mediterranean, and fictitious
accounts of what it is like to be
killed by petrol bomb barrels fall-
ing from the sky. | have consulted
textbooks for health professionals
on how to talk about dying.

The starting point for the work
is quotations that | have edited;
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Attestupa ur Erik Dahlbergs Suecia Antigua
Suicide precipice from Erik Dahlberg’s Suecia antiqua et hodierna

Gunilla Bandolin
Vi doér
We Die

primarily by changing the pro-
nouns to the first-person perspec-
tive. Read by actors, the quotations
are intended to create a sense of
hearing voices from the other side.
The loudspeakers are hidden in
tall grass and it is only possible to
hear the voices from the other side
when standing at exactly the right
spot next to a small bent spruce.
They tell us about their experience
of dying.

Gunilla Bandolin (b. 1954) works
primarily with site-specific works of
a permanent character in public
spaces. Reminiscent of Land Art,
often integrated in a planned envi-
ronment and providing some type
of functionality, Bandolin’s works
are focused on the viewer and
invite activity and physical action.
Her work Observatorium (2002) in
the canal of Hammarby Sjostad,
Stockholm, has become a much-
loved and popular seating plat-
form and viewpoint.

TEXTS QUOTED IN THE WORK
Louise Hagberg, Ndr déden gdstar: svenska
folkseder och svensk folktro i samband med
ddd och begravning, 1937

Jan Arlebrink, Déden och déendet - Etiska,

existentiella och psykologiska aspekter, 1999
Excerpts from Dagens Nyheter, autumn 2015

Utg&ngspunkten for verket dr citat som jag bear-
betat, i huvudsak genom att dndra pronomen sé
att perspektivet ar jag-form. Citaten ar inlasta av
ské&despelare, vilket ar tankt att skapa en kénsla av
att vi hor roster frédn den andra sidan. Hogtalarna
ar gdmda i hogt grés och bara nar man stér pé
ratt stalle, intill en liten krokt gran, hor man rosterna
frén den andra sidan. Att de berattar fr oss om sin
erfarenhet av att do.

Gunilla Bandolin (f. 1954) arbetar huvudsakligen
med platsspecifika konstverk i det offentliga rum-
met med en permanent karaktdr. Hennes arbeten
kan pdminna om Land Art (jordkonst) som gor in-
grepp i en befintlig natur men oftast dr integrerade
i en planerad miljo med néagon form av funktion
for de manniskor som vistas dar. Bandolin placerar
gdrna madnniskan i centrum och inbjuder betrakta-
ren att ta aktiv del med négon form av fysisk hand-
ling. I Hammarby sjostad finns sedan 2002 verket
Observatorium, som blivit en uppskattad och val-
besokt rund sittplattform och utsiktsplats placerad
i vattnet.

TEXTERNAS URSPRUNG
Louise Hagberg, Ndr déden gdstar: svenska folkseder och
svensk folktro i samband med déd och begravning, 1937
Jan Arlebrink, Déden och déendet - Etiska, existentiella och
psykologiska aspekter, 1999

Utdrag ur Dagens Nyheter, hosten 2015



Lilla bilden: Judiska kyrkogarden,
Berlin, Tyskland

Small image: The Jewish Cemetery,
Berlin, Germany

Stora bilden: Harlem, New York, USA
Large image: Harlem, New York, USA

Sju dikter av Eva Runefeldt
Seven poems by Eva Runefeldt

Brod och grav
Bread and Grave

Denna dag har borstig luft

dir lukten av varmt bréd ar lika

finrund som mammas gravsten,

och jag ser oxeltriden smyga ned

mot sjon under marsmarkens figelschirr
Skvitter sitt bl3, sitt vita som snurrorna
ivind

i min barnhand och dir fanns intill mig
sidenblankt snérda dockor drinkta i
volanger med kantbard i annan firg
Brottet i hinderna, domningen som kom
ur tyget nir guld motte vitt

Jag rann ur mig da

som nu vid mammas namn pi stenen

Jag vill iga dig som dockan upp ur déden

This day has brushy air

where the smell of warm bread is as

nicely round as mother’s gravestone,

and I see the Swedish whitebeam sneaking down
to the lake under the March ground’s birdy chirrup
Splattering its blue, its white like tops in the wind
in my child hand and there next to me
silk-smooth tight-laced dolls drowned in
Srills with borders of a different hue

The crack in my hands, the numbness that came
from the fabric when gold encountered white

I poured out of myself then

as now at mother’s name on the headstone

I want to own you like the doll up from death
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orsnds Gummi tvatt och smérj var en
stor verkstad som sdlde lastbils- och
personbilsddck till de flesta i Falun med
omnejd. Min pappa och hans dldre
bror dgde foretaget och jobbade dar
tillsammans under nastan 50 &r. | verkstaden fanns
ett stort lager; hyllor med dack frén golv till tak.
Lagret var alltid lite skrammande, samtidigt fasci-
nerande. Dacklagret finns kvar i mig som en plats
dar material flyttas och organiseras, dér mannisk-
ors liv blir ett med sitt varande. Man har sin identi-
tet i sitt eget lager. Efter att min farbror dog gjorde
jag en skulptur som hette Lager. Lager anvénds
aven for den har skulpturen 2016.

Lagers hojd dar som ett utsnitt ur verkstadens
héga lagerhyllor. Den stora metallkonstruktionen
liknar en kladstallning. Att arbeta med storre skulp-
turer ar att anvanda skala i relation till kroppen.
Jag vill att skulpturen ska vara monumental. Darfor
ar den storre och hégre an vér kropp.

Lager betyder ocks& skikt. Skulpturen @r place-
rad ute pd vanlig mark, ovanpd jord. Skulpturens
forsta lager ar en pladt med en form ungefdr lika
stor som hdlet man graver for en storre kista. P&
platen har jag slipat in “taggar” av typen OH NO,
OH YES, | WAS HERE, HERE, JA, NEJ, WOW, MOM,
FUCK ME, FUCK YOU och WHY. | was here har det
normala toalettklottrets status och &r samtidigt ex-
istentiellt. | sin pluralitet kan man se det som en
madnsklighet som sdger jag var hdr, jag finns snart
inte mer.

Veronica Brovall

Lager
Lager

Korsnds Rubber Wash and
Lubrication was a large workshop
selling lorry and car tyres to the
majority of people in Falun and
surrounding areas. My dad and his
older brother owned the company
and together they worked there for
almost 50 years. In the workshop
there was a large warehouse with
shelves filled with tyres from floor to
ceiling. It was always a little scary
and at the same time fascinating.
The tyre warehouse remains in me,
as a place in which materials are
moved and organised, where peo-
ple’s lives become one with their
being. In your own warehouse
you have your own identity. After
my uncle died | made a sculpture
called Lager (Warehouse) which
| also used in the making of this
2016 sculpture.

The height of Lager corresponds
to a section of the workshop’s high
storage shelves, the large metal
structure resembling a clothes rail.
When working with large sculp-
tures you use the scale in relation
to your body. As | want the sculp-
ture to be monumental it is larger
and taller than our bodies.

The Swedish word for warehouse,
lager, also means layer. The sculp-
ture is placed outdoors, above
ground. The sculpture’s first layer
is a metal sheet, approximately
the same size as the hole one digs
for a larger coffin. On the metal
sheet | have etched “tags” such
as OH NO, OH YES, | WAS HERE,
HERE, YES, NO, WOW, MOM, FUCK
ME, FUCK YOU and WHY. | was
here has the status of toilet graffiti,
while being existential. In its plu-
rality it may be seen as a human

Veronica Brovall,
Lager, 2010

Veronica Brovall,
Lager, 2010




Veronica Brovall, Lebenstreppe, 2011
Veronica Brovalll, Lebenstreppe/Steps of Life, 2011

Veronica Brovall, skiss till Lager, 2016
Veronica Brovall, Sketch for Lager, 2016

Veronica Brovall
Lager
Lager

expression that says | was here,
| will soon be no more.

The metal sheet also gathers
a layer of asphalt/tar that has
dripped down from the plaited tar
paper. The asphalt forms a shape,
a layer, a shadow of a body, evi-
dence of something happening,
that something has existed. Inside
the plaits, there is another layer with
the words, the letters and the lan-
guage that simultaneously breaks
and creates the form. The letters
protrude from the plaits. They are
like human voices and signs, short
and simplified like smilies.

The fact that the tar paper plaits
have melted provide the sculpture
with a sense of transformation.
Matter is converted and trans-
formed into another form. This
connects to ideas of body/soul
and presence after death. The
element of fire refers to death, to
disappearing, to cremation, to hell.
And the fact that the material has
been burnt and melted provides
the sculpture with traces of an ac-
tion. Melted asphalt glitters. When
they burn, the plaits almost break;
their expression becomes rawer
and more aggressive and that in-
terests me.

Veronica Brovall (b. 1975) lives
and works in Berlin. Working in a
sculptural tradition, Brovall is inter-
ested in the processing of materials
and how they become charged
with meanings. Brovall often works
in steel - a material as hard as the
tone of the expressions incorpo-
rated in her sculptures and there
is often an inherent critique of
the male hierarchies within which
Brovall works.

»
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Pladten samlar ocksé ett lager av asfalt/tjdra som
droppat ner frén tjdrpappsflator. Asfalten bildar en
form, ett lager, en skugga av en kropp, ett bevis
pd att ndgot har hant, att ndgot har funnits. Inuti
flatorna finns ytterligare ett lager med orden, bok-
staverna, sprdket som bryter och skapar formen
samtidigt. Bokstaverna sticker fram ur flatorna. De
ar som roster och tecken frdn madnniskan, korta
och simplifierade som smileysymboler.

Att tjagrpappsflatorna smalt ger skulpturen en
kansla av transformation. Materia omvandlas, gér
over i en annan form. Detta knyter an till idéer om
kropp/sjal och narvaro efter déden. Elden som
element refererar till dod, att forsvinna, kremering,
helvetet. Att materialet brants och smdlts ger ocksé
skulpturen spér av ett gérande. Smdalt asfalt blan-
ker. Flatorna gdr ndstan sdnder ndr de brdnns, de
far ett rdare och aggressivare uttryck som intresse-
rar mig.

Veronica Brovall (f. 1975) bor och verkar i Berlin.
Brovalll rér sig i en skulpturtradition och intresserar
sig for materialet och bearbetningsprocessen och
hur dessa bar pd betydelser och laddning. Ofta
arbetar Brovall i stél - ett material lika hért som
tonen i de uttryck som hennes skulpturer inforlivar,
inte séllan med en inneboende kritik av de man-
liga hierarkier inom vilka Brovall verkar.



Maffiagrav, Ryssland

= Mafia Grave, Russia
Bilvrak, Ensenada, Mexiko
Wrecked Car, Ensenada/Mexico
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Dormitory for the Dead

Jag trodde jag ldrde mej leva,
men larde mej att do.
Leonardo da Vinci

r ett historiskt mdnskligt perspektiv

har graven alltid varit en mer eller

mindre rik k&lla att 6sa ur for en viss

forstéelse av hur manskligheten levat

och verkat genom drtusendena. Gra-
ven har i de flesta fall varit den enda kdllan, det
som dterstdtt, det som bevarats, for att f& en glimt
av hur vi levt véra liv och détt.

Ur ett individuellt, personligt perspektiv ar graven
den sista viloplatsen, ditdt vi alla gér, antingen vi
vill eller ej. Vi ger alla tillbaka den tillfalliga lekamen
vi haft till Idns under en tid. Vi (mdanniskor, djur och
vaxter) ger tillbaka till den standigt cirkulerande
ndringskedjan pd& den har planeten. "Av jord &r

Leif Elggren

Sovsal for de déda

While I thought that | was |

earning how to live, | have

been learning how to die.
Leonardo da Vinci

From a historical perspective, the
human grave has always been a
more or less rich source to dip into
in order to gain some understand-
ing of how people have lived and
worked through the millennia. In
most cases, the grave has been
the only source, the only thing that
remains, that has been preserved,
to get a glimpse of how we have
lived and died.

From an individual, personal
perspective the grave is the final
resting place, where we all end up,
whether we want to or not. We all
return our temporary bodies that
we have borrowed for a time. We
(humans, animals and plants) give
back to the continuously renewa-
ble food chain on this planet. “For
dust thou art, and unto dust shalt

Max Klinger: The Plague, fran
sviten Vom Tode I, 1898-1909.
Max Klinger: The Plague, from
the suite Vom Tode Il, 1898-1909.
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Leif Elggren, skiss
Leif Elggren, Sketch

Leif Elggren, underlag till flagga
Leif Elggren, Sketch for flag

Leif Elggren
Sovsal for de déda
Dormitory for the Dead

thou return.” The grave (death)
both frightens and fascinates. We
resist, but are nonetheless drawn
there, to the inevitable end.

When | was invited to participate
in this project my thinking began
in the trenches, perhaps first and
foremost the trenches of the First
World War; the living dead who
were hounded from their trenches
only to slide back down again,
into the mud, the blood and the
dirt, the dead and the dying, after
a brief visit in the hail of bullets.
A tragic image of the brevity of life
and the abomination of war. Then
an idea took hold: a stylised bed,
or rather several, coming up out of
(or going down into) the grave. A
series of bunk beds. More like bed
skeletons. Like a detail from the
dormitory of the dead. The bed
as the place in which we are born
and die and, in between, sleep
and dream and love and suffer.
And give birth. The bed as the
most fundamental piece of furni-
ture in our lives.

Leif Elggren (b. 1950) has been
active as a conceptual artist since
the late 1970s, working with per-
formance, text, sound, video and
installation art. Elggren’s works of-
ten deal with topics such as power,
spirituality and existential questions
of life and death. A particular inter-
est of his has been King Charles XII
of Sweden and the circumstances
surrounding his death.

Thank you Zoltan Schnierer.

»
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du kommen och jord skall du &ter varda.” Graven
(doden) bade skrdmmer och fascinerar. Vi varjer
oss men dras andd dit, till det oundvikliga slutet.

Mina tankar i samband med att jag blev inbju-
den till detta projekt tog sin bérjan i skyttegravar-
na, kanske forst och frdmst skyttegravarna i forsta
varldskriget; levande ddéda som hetsades upp ur
gravarna for att oftast bara & glida nerigeni leran,
blodet och smutsen, déda eller dbende efter ett kort
besok i kulregnet. En tragisk bild av livets korthet
och krigets vedervardighet. En idé tog dé& sin form:
En stiliserad séng, eller snarare flera, kommer upp
ur (eller dker ner i) graven. En serie vaningssangar.
Mer som sdngskelett. Som en detalj ur de dédas
sovsal. Séngen som platsen dar vi fods och dor
och ddremellan sover och dréommer och dlskar
och lider. Och foder. SGngen som den mest funda-
mentala mébeln i véra liv.

Leif Elggren (f. 1950) ar verksam som konceptuell
konstndr sedan slutet av 1970-talet och arbetar
bland annat med performance-, text-, ljud-, bild-
och installationskonst. Elggrens arbeten rér sig ofta
kring dmnen som makt, andlighet och existentiel-
la frdgor om liv och dod. Ett sarskilt intresse har
Elggren visat Karl XII och omstandigheter kring
dennes dod.

Tack till Zoltan Schnierer.



Sju dikter av Eva Runefeldt
Seven poems by Eva Runefeldt

Eftermiddag

Afternoon

Linga eftermiddagen
haller stilla om sina timmar

s3 gulbleka, munlésa

Som i sakta slalomslingor
ror man sig dari,
vavs mot natt

da faller firg faller

Tiden gr rakt

Rakt igenom detta tunnare ljus
ar ett djur utan pals som
skyndar att inte drunkna

i stegen, och ridd limna sin doft

Bortom, sigs det
liknar detta
Det ir dar

de ir, de som forlorat

The long afternoon
silently clasps its hours

so sallow, mouthless

Slowly slaloming in it
one moves
weaving into night

when colours cast their casks

Time moves straight

Straight through this slender light
is an animal without fur that
hastens not to drown

in the steps, afraid of leaving its scent

The beyond, they say,
resembles this
It is there

they are, they who have lost

Att 6nska upp

ur minnets framkallningsvitska,
teckna dig pa papper under vatten,
leka inom sorgens tvangscirkel,

tro det gér att luta sig mot nira,
men dygnen hirsknar allt eftersom,
ansikten flyter till innan form

blir korta skall

I saknad ir man barn
Trycker sig in

i en gammal hérntand,
skjuter upp ett hrspanne

i tvarluggen fran forr

Bojer till min fot

dir tystast det ar
Munnen om
Halsbandet av plast,
en ljusbld pirla i taget

raknar de firdiglevda sa

Wishing up
from memory’s photographic developer,
drawing you on paper under water,
playing in sorrow’s circle of compulsion,
believing you can lean on closeness,

but the days go rancid by degrees,
faces flow into other forms,

become brief barks

In regret one is a child

Forces oneself into

an old eyetooth,

pushes up a hair slide

in the sharp fringe of yesterday

Bend-shaping my foot

where silence reigns

The mouth around

the plastic necklace,

one light-blue pearl at a time

counting thus the outlived



Anna Koch

i samarbete med ljudkonstnar

Anna Kochs ljudverk Magiska formler méter

&horaren en rést som talar om méten. Méten

mellan kropp, plats, minne och sprék. Ord

och bilder som handlar om déden i relation till

det som utgor ett nu. Ord som vi kanske till
vardags inte har plats for, eller ord som aktiverar
vart kroppsminne. Frdgor som vi ibland kanske
tanker men aldrig verbaliserar. Frégor stalls utan att
avkrdva svar.

Magiska formler &r ett vardagligt, poetiskt be-
traktande Gver sorg och hur vi tar hand om den.
Hur relaterar vi till déden och hur férbereder vi oss
for den idag? Vilka ritualer finns for att forkropps-
liga sorg? Ar det genom konkreta handlingar som
vi talar med vara férfadder, médrar, vénner och
barn? Kan min sorg bli din eller hela dig genom att
vi delar négot?

| det gamla Egypten och i ménga andra kul-
turer blev passagen till dédsriket den viktigaste
resan att ta hand om. Riter, formler och texter fung-
erade som besvdrjelser. | varenda detalj fanns en
innebdrd som kunde bidra till att denna resa och
passage kunde ske pd bdasta satt. En tro pd ett fort-
satt liv i ndgon form. Men kanske handlade det
inte bara om ett sedan; kanske var den praktiska

in collaboration with

Tomas Bjorkdal
Magiska formler

Magic Formulas

In Anna Koch’s sound piece Magic
Formulas, the listener encounters a
voice that talks of encounters be-
tween body, space, memory and
language. Words and images on
the subject of death in relation to
that which constitutes the present.
Words that in our quotidian life we
may not have room for, or words
that activate our body memory.
Questions that we may think of
but never articulate. Questions
are raised without demanding an
answer.

Magic Formulas is an everyday,
poetic contemplation on grief and
how we deal with it. How do we
relate to death and how do we
prepare for it today? What rituals
exist to embody grief? Do we talk
to our ancestors, mothers, friends
and children through concrete ac-
tions? Can my sorrow be yours, or,
by sharing, can it heal you?

In ancient Egypt and in many
other cultures, the passage to the
underworld was the most impor-
tant journey to undertake. Rites,
formulas and texts served as in-
vocations. Every detail was mean-
ingful in contributing to ensure
that the journey and the passage
would take place in the best pos-
sible way. One believed that life
continued in some form. However,
perhaps it not only concerned an

I |




Anna Koch, skissunderlag till
del av koreogrdfi, vattenfarg
Anna Koch, Sketch for part of
the choreography, watercolour

Anna Koch
Magiska formler
Magic Formulas

afterlife; perhaps it was the practi-
cal chore - the joint preparation -
that was most important.

Grieving need not involve deal-
ing with feelings that will pass; in-
stead it can be a place that opens
up in order to exist forever. A place
that invites us into a once-existing
community.

Magic Formulas is a sound piece
in which the listener’s attention is
turned inward. A space in which the
thoughts of the viewer interact with
the voice and the sounds in the
headphones. A space for move-
ment between listening, thinking
and speaking.

Tomas Bjorkdal has recorded
concrete sounds that have been
abstracted and edited. What re-
mains are traces, fragments, of
sounds that once existed.

Anna Koch (b. 1969) is a dancer/
choreographer who, with a foun-
dation in dance, moves between
different practices and fields. She
has been active on the Swedish
and international dance scene
since the 1990s. In 2006 she was
appointed Director of the dance
and art platform Weld in Stock-
holm and in 2013 she initiated
Weld Company, a dance compa-
ny comprising dancers and chore-
ographers from different genera-
tions and contexts.

Tomas Bjérkdal (b.1965) is a sound
artist with extensive experience of
working with theatre, art, dance
and film. Bjorkdal moves freely
between  experimental circles,
independent groups and institu-
tional theatres in Stockholm and
Goéteborg.
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sysslan - den gemensamma forberedelsen - det
viktigaste.

Att sorja behdver inte innebdra att arbeta med
kanslor som ska passera, utan kan vara en plats
som Sppnas for att stdndigt finnas. En plats som
bjuder in till en gemenskap som en gdng fanns.

Magiska formler @r ett ljudverk dar besdkarens
uppmdarksamhet forflyttas indt for en stund. Ett rum
dar besokarens egna tankar samverkar med den
rost och de ljud som finns i hérlurarna. Ett rum for
rorelse mellan lyssnande, tanke och tal.

Tomas Bjorkdal har spelat in konkreta ljud som
abstraherats och klippts bort. Kvar finns spér, brott,
av de ljud som en géng fanns dar.

Anna Koch (f. 1969) &r dansare/koreograf som ror
sig genom olika praktiker och falt med basen inom
dans. Hon har sedan 90-talet varit aktivinom den
svenska och internationella dansscenen och driver
sedan 2006 dans- och konstplattformen Weld i
Stockholm. 2013 initierade hon Weld Company, ett
danskompani med dansare och koreografer frén
olika generationer och sammanhang.

Tomas Bjérkdal (f. 1965) ar ljudkonstndr med stor
erfarenhet frén arbete inom teater, konst, dans och
film. Bjorkdal rér sig fritt mellan experimentella kret-
sar, fria grupper och institutionsteatrar i framférallt
Stockholm och Géteborg.



Lilla bilden: Trinity Cementary, Harlem,
New York, USA

Small image: Trinity Cementary, Harlem,
New York, USA

Stora bilden: Galdrvarvets Kyrkogérd,
Stockholm, Sverige

Large image: The Galarvarv Cemetery,
Stockholm, Sweden

(?verlesta kyrkogard, Skarplinge, Sverige
Overlévsta Cemetery, Skarplinge, Sweden



2 Berit Lindfeldt

ag vill uppfatta utstdllningen och sam-
manhanget som en mojlighet att i litet

storre skala f& arbeta med de eviga fré-

gorna. Jag letar form och litar till dess

uttryck, snarare an att géra skulptur for

min egen eller nédgon annans grav. Mina tankar
om en skulptur till utstaliningen har styrts av den
alltid narvarande doéden, men framst av livet i dess
praktiska och formbara gestalt. Utomhus ar forut-
sattningen och jag méste arbeta i ett material som
tél att vistas ute och - viktigast av allt - har en lock-
else for mig. Jag har valt att arbeta med svartan
i gummimaterialet. Det djupt svarta gummit - hdr i
form av tréd, ett spill i den industriella processen
- betonar allvaret men ocksé leken. Den svarta tré-
den som lindas, sdommas och broderar i en till synes
andl6s, padgdende verksamhet - en mening, ett liv.
Konen har en kontaktyta mot jorden och spetsen
pekar uppét. Denna enkla form har ett lugn, en
vardighet och en stravan. En férbundenhet med
jorden och en “himmelsk” riktning, ddr volymen
fortunnas sakta. Polerna i en mdnniskas liv blir
tydliga. Vad vill jag séiga med det? Aven en form

Jordisk tagg
Earthy Point

| would like to interpret the exhibi-
tion and the context as an oppor-
tunity to work, on a slightly larger
scale, with the eternal questions.
| am searching for form and rather
than making a sculpture for my
own or someone else’s grave | will
rely on its expression. My ideas for
a sculpture for the exhibition have
been steered by the ever-present
death and primarily by life in its
practical and malleable  form.
The work has to be outside and |
have to work in a durable mate-
rial and - most importantly - it
has to hold an allure for me. I have
chosen to work with the blackness
of rubber. The deep black rub-
ber - here in the form of thread,
a waste product of the industrial
process - emphasises gravity but
also playfulness. The black thread
that is being wound, seamed and
embroidered in a seemingly end-
less, ongoing activity - a purpose,
a life.

The cone has an interface with
the ground and its point points
upwards. This simple form pos-
sesses calm, dignity and ambition.
An attachment with the earth and
a "heavenly” direction where the
volume gradually attenuates. The

Berit Lindfeldt, skiss,
Jordisk tagg

Berit Lindfeldt, Sketch,
Earthy Point



Lilla bilden: Berit Lindfeldt, Nos, 2000
Small image: Berit Lindfeldt, Nose, 2000

Stora bilden: Berit Lindfeldt, Ogrds (detalj), 2001
Large image: Berit Lindfeldt, Weed (Detail), 2001

Berit Lindfeldt
Jordisk tagg
Earthy Point

polarity of a person’s life becomes
clear. What do | want to express?
Even a form can speak. In this
context perhaps about the earth
between us, about constraint and
also about desire. A cautious lis-
tening to the earth, a questioning
glance at the sky, meekness and a
certain defiance in relation to our
inevitable living conditions.

In addition to being the loca-
tion of the final resting place, a
grave is a place | visit to remain
connected to my dead. Perhaps
to find some peace and quiet to
focus my thoughts, to remember, to
mourn, to be close. Perhaps to get
to know my roots, to contemplate
life and ponder my own mortality.
We all need the stillness of a cem-
etery, don't we? A protected zone
in which to take death seriously, a
place where death may exist par-
allel with our ongoing life. Because
despite everything, life goes on
completely beyond our control.

Berit Lindfeldt (b. 1946) works with
sculptures, in both large and smalll-
er scale. Exploring materials, chal-
lenging and experimenting with
scale, she creates associative and
subtle encounters between objects
and space. Public works in Stock-
holm include Steg in Vallingby
City and Gossen eller Ar du prins
i ndgon saga?

Thank you Metso, Ersmark.
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kan berdtta. | detta sammanhang kanske négot
om jorden mellan oss. Om bundenhet, men aven
om langtan. Ett varsamt lyssnande mot jorden, en
frdgande blick mot himlen. Saktmod men ocksé
ett visst trots gentemot vara ofréinkomliga livsvillkor.

En gravplats ar, forutom platsen for den slut-
giltiga vilan, en plats for mig att gé till for att hdlla
kontakten oppen med mina ddda. Det kan vara
for att i lugn och ro fokusera tankarna, minnas,
sorja, vara ndra. Det kan vara for att kanna sina
rotter, en kontemplation Sver livet och att besinna
sin egen dodlighet. Stillheten p& en kyrkogérd ar
vi val i behov av? En fredad zon ddar man fér ta
doden pd& allvar, dar doden far finnas parallellt
med det pdgdende livet. For det p&gdr ju trots allt,
helt utanfor vér kontroll.

Berit Lindfeldt (f. 1946) arbetar med skulptur i stérre
och mindre format. Lindfeldt utforskar materialen,
utmanar och laborerar med skalan och skapar
associativa och underfundiga moten mellan ting
och rum. Ett offentligt verk, Steg, av Lindfeldt kan
ses i Vallingby centrum, ett annat i Skarpndck,
Gossen eller Ar du prins i négon saga?

Tack till Metso, Ersmark.



Sju dikter av Eva Runefeldt
Seven poems by Eva Runefeldt

Besoken
The Visits

Ogonblickligt upplyfta Instantly lifted up

spatserar de they saunter

utan riktning och gravitation without aim or gravitation

i stadens breda ljud och in the city’s wide sounds and
storflikiga liten large-lobated calls

De frvillar sig, They lose their way,

haller hand {6r min mun hold a hand across my mouth
men jag dagdrommer inte lingre, but I'm no longer daydreaming
Hir hastar s3 Here such haste

Solcellspaneler ovanpé gravnischer
pé kyrkogérden i Santa Coloma De
Gramelet, ndra Barcelona, Spanien
Solar panels sit on top of mausoleums
at the Santa Coloma de Gramenet
cemetery near Barcelona, Spain




“e Mandana Moghaddam

Skulptur av serien Exodus

Sculpture of the series Exodus

Déden ar bekant! Trots vart férsok att fly
undan foljer déden oss. Den skuggar och
till och med betraktar oss. Ju mer vi flyr frén
den, desto ndrmare och bekantare visar doden
sig. Men ddden visar ocksd vagen, visar tiden och
- kanske annu mer paradoxalt - skapar tiden for
oss. Det ar doden, som med sin grymma gestalt,
skapar ramen for livet; en ram som ger mening i
livets mest meningsldsa stunder, dven pé& en plats
som en gdng i tiden kallades "hem’. Déden hjdlper
oss att packa véra berdttelser; de enda som blir
kvar efter resans slut.”
| ett tidigare verk av Mandana Moghaddam -
en tre minuter ldng video med titeln Exodus (2012)
- ser vi en anhopning anonyma resvdskor som
under stillsam tystnad flyter pd& vattenytan. Verket
vdcker pdtagliga associationer till flyktingkatastro-
ferna pd& véra varldshav, vilka i vér tid utvecklats till

“Death is familiar! Despite our
attempts to escape it, death fol-
lows us. It shadows us and it even
observes us. The more we flee it,
the closer and more intimate it
becomes. However, death also
guides us, shows us the time and -
perhaps even more paradoxically
- creates time for us. It is death
whose cruel shape creates the
framework for life; a framework
that provides meaning during life's
most meaningless moments even
in a place that was once called
‘home’. Death helps us to pack our
stories, which is all that remains
after the journey.”

In an earlier work by Mandana
Moghaddam, a three-minute long
video entitled Exodus (2012), we
see an accumulation of anony-
mous suitcases, quietly floating
on the water. The work provokes
tangible associations to the refu-
gee crisis which has transformed
our seas and oceans into veritable

Mandana Moghaddam,
skulptur av serien Exodus,
2016 (fotomontage)
Mandana Moghaddam,
Sculpture of the series Exodus,
2016 (Photo montage)




Mandana Moghaddam
Skulptur av serien Exodus

Sculpture of the series Exodus

burial sites for those who perish
during the hazardous journeys.
For this exhibition, Moghaddam
has developed and materialised
her Exodus series into a number
of suitcases cast in concrete, which
makes the light luggage extremely
heavy and impossible to move by
hand. The suitcase as shackles
rather than bearer of hope and
opportunities.

Mandana Moghaddam (b. 1962 in
Iran) lives and works in Gothen-
burg. She works with installation,
photography and video and
her art often deals with issues of
alienation and communication. In
her work The Well, she installed
a well in different places (Stock-
holm, Bangalore, Géteborg, South
Korea), allowing people to com-
municate in real time by calling
into the well.

»
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veritabla begravningsplatser for alla de manniskor
som omkommer under den osdkra farden. Till
denna utstdlining har Moghaddam utvecklat och
materialiserat Exodus-serien i ett antal gjutna res-
vaskor i betong som gér det latta bagaget blytungt
och omajligt att med handkraft forflytta. Resvdskan
som boja, snarare dn bdrare av férhoppningar
och mojligheter.

Mandana Moghaddam (f. 1962 i Iran) bor och
verkar i Goteborg. Hon arbetar med installation,
fotografi och video och hennes arbeten behandlar
ofta frégor om framlingskap och kommunikation. |
verket The Well (Brunnen) installerade hon en brunn
pd& olika platser i varlden (Stockholm, Bangalore,
Géteborg, Sydkorea) och 1at manniskor kommuni-
cera i realtid genom att ropa ner i brunnen.
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Stora bilden: Margarita di Savoiq, Italien
Large image: Margarita di Savoia, Italy

Lilla bilden: Grav, Norra
begravningsplatsen, Stockholm, Sverige
Small image: Grave, the Northern
Cemetery, Stockholm, Sweden

De tre bréderna frén Hali, Island
The three brothers from Hali, Iceland
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Sonja Nilsson

ur skulle jag sjalv vilja bli begravd?

Mina tankar leddes snabbt och ratio-

nellt in p& att nadr déden intrader blir

det ju de efterlevandes viljor som

maéste f& avgdra. Hur skulle de ndra

och kdra runt mig tanka? Jag stdllde frégan och

fick svaret att min grav mdste innehdlla ett holo-

gram, att det verkligen skulle passa for mig och

mina klurigheter. Det var komiskt p& négot satt. For

egen del tankte jag att om det dr s& personerna

omkring mig vill ha det ska de s& klart f& det sé.

Men frédgan dterstod - vad skulle kénnas bra for

mig, om det inte var fér mina anhdrigas 6nskemdl?

Det var i stort sett omdjligt for mig att komma pé

négot som kunde kdnnas spdnnande, fint eller
lockande i ndgon form.

| stdllet kom bara en kdnsla av sorg. Kremering

kandes for rationellt, likt sophantering, och moder-

na metoder, som frystorkning fér kompostering,

The Moskvin Girls

The Moskvin Girls

How would | like to be buried?
I quickly and rationally surmised
that when death occurs, the deci-
sion will be made by those who
survive me. How would my loved
ones reason? | posed the question
and received the answer that my
grave should contain a hologram,
as this would be appropriate for
me and my ingenious tricks. It was,
in a way, comical. For my part,
| reasoned that if this is how they
want it, then, of course, this is how
it will be. However, the question
remained - disregarding the wish-
es of my relatives, what would feel
right for me? It was virtually impos-
sible to think of anything that felt
exciting, beautiful or attractive.
Instead, | felt only a sense of grief.
Cremation felt too rational and
akin to garbage disposal, modern
methods such as freeze drying for
composting felt as if one were on
par with a plant. And being buried
in the cold, dark earth felt like
being put away and forgotten.




Sonja Nilsson, The Moskvin Girls
(detalj), 2016
Sonja Nilsson, The Moskvin Girls
(Detail), 2016

Sonja Nilsson
The Moskvin Girls
The Moskvin Girls

As my thoughts began to wander |
remembered an article | had read
some years ago about a man
who had dug up the bodies of 26
young women, mummified them
and turned them into human-size
puppets. For ten years he lived with
them as if they were his children.
He dressed them in nice, colourful
clothes, talked to them, sat them in
front of the television and arrang-
ed birthday parties for them.

The regret | felt over the distance
to the dead turned into a happier
daydream about this place where
the gap between the dead and
the living has been bridged.

Sonja Nilsson (b. 1977) lives and
works in Berlin. Her work is charac-
terised by an interest in inner psy-
chological processes and events,
with the exploration of vision as a
recurring theme. Visually, Nilsson
often plays with illusory tricks, such
as having viewers see themselves
from behind far away in a corridor,
or figures that manifest themselves
as independent three-dimensional
video projections in the middle of
the room.

»
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som att bli likstalld med en planta. Att bli nergravd
i den kalla, morka jorden kdndes bara som att det
handlade om att bli undanstoppad, bortglomd.

S& bdrjade mina tankar vandra och jag mindes
ett reportage jag last for nédgra &r sedan om
en man som gravt upp kropparna av 26 unga
kvinnor, mumifierat dem och gjort dem till dockor
i mdansklig storlek. Under 10 érs tid levde han
med dem som om de var hans barn. Han klddde
dem i fargglada fina kiader, pratade till dem, satte
dem framfér teven och ordnade fédelsedagskalas
for dem.

Min sorg over distansen till de doéda dvergick
till en gladare dagdrém kring denna plats dér glap-
pet mellan de déda och de levande suddats ut.

Sonja Nilsson (. 1977) bor och verkar i Berlin. Hennes
arbeten kdnnetecknas av ett intresse for inre psyko-
logiska processer och skeenden. Genomgéende
ar ocksé utforskandet av seendet. Visuellt leker
Nilsson ofta med illusoriska tricks; som att betrak-
taren langt bort i en korridor kan se sig sjdlv sedd
frén ryggtavlan. Eller gestalter som uppenbarar sig
som fristéende tredimensionella videoprojektioner
mitt i rummet.



Galdrvarvets kyrkogard, Stockholm, Sverige
The Galarvarv Cemetery, Stockholm, Sweden

Sju dikter av Eva Runefeldt
Seven poems by Eva Runefeldt

Vinterdjur
Winter Animals

Osaliga vinterdjur

i rastldsgirden
Lever om, hivar sig,
sig hiver som brosk
fran led, som

tanke ur hjirna,
lossnar s3 Litt

Ats av jord som ho

Min virme gar

runt det drivande minnet
dir en monolitisk

sorg flyter

sénder sig,

Nu och hir

och lukt

Cursed winter animals

in the runway of restlessness
Running riot, heaving about,
hoisting itself like gristle
from a joint, like

a thought out of mind,

so easily detached

Eaten by soil like hay

My warmth encircles
the driving memory
where a monolithic
grief floats

itself apart,

Now and here

And smell



o Bjorn Perborg

6den kan férefalla innehdlla en para-

dox - & ena sidan ska minnet av den

dode bevaras och manifesteras, & an-

dra sidan ska den déde snarast ddljas

for omvarlden. Prestationerna (i livet)
ska kommas ihdg. De hyllas i nekrologer och fdr
gdrna hamna i historiebdckerna sé att ocksé kom-
mande generationer kan minnas den dddes stor-
d&d pd jorden. Att vilja bli bortgldmd finns inte ens
som alternativ. Kroppen, ddremot, ska omedelbart
doljos. | synnerhet ar det formultningsprocessen
man vill délja. Den traditionella graven tillgodoser
bdda dessa dnskningar. Den dodes kropp kan for-
multna osynligt, nedgrdvd under jord. Samtidigt
bevaras minnet av den dodes prestationer, om dn
reducerade till namn och biografiska data, ingra-
verade i stenen.

Mitt bidrag till utstallningen tar avstamp i ett slags
bouppteckning, ett bokslut vid livets slut. Detta bok-
slut innehdller en materiell och en andlig sida. Den
materiella handlar om en livstids ackumulation av
foremal, dgodelar, tillgdngar och skulder. Den and-
liga har snarare formen av ett slags utvardering av
de val i livet som gav det en bestdmd riktning. |
bé&da fallen landar vi i vad jag brukar kalla for ett
indirekt portratt: Genom att ta del av en mdnniskas
ackumulerade dgodelar, eller vad hon sdger sig
ha &ngrat mest i livet, gér det att skapa sig en gan-
ska god bild av vem den mdnniskan d&r, eller var.

Bokslut
Balancing the Books

Death appears to contain a
paradox - on the one hand, the
memory of the dead should be
preserved and manifested, on the
other hand, the deceased should,
as soon as possible, be hidden
from the world. The (life) achieve-
ments should be remembered.
They are celebrated in obituaries
and inscribed in the history books
so that future generations can
remember the deceased’s deeds
on earth. Wanting to be forgotten
is not even an option. The body,
however, should immediately be
hidden. In particular, it is the de-
composition process you want to
hide. The traditional grave satis-
fies both of these desires. The de-
ceased’s body can decompose
out of sight, buried underground.
At the same time the memory of
the deceased’s achievements are
preserved albeit reduced to name
and biographical data engraved
in stone.

My contribution to the exhibition
takes its starting point in a kind of
estate inventory, the book balanc-
ing at the end of life. This balancing
of the books comprises a material
and a spiritual side. The material
part is about a lifetime of accumu-
lation of objects, properties, assets
and liabilities. The spiritual side
takes the form of an evaluation of
the choices that determined the
direction of life. In both cases we
end up in what | usually call an in-
direct portrait: By making a survey
of a person’s accumulated posses-
sions, or what they claim to have

Matshalt

Bjorn Perborg, skiss
Bjorn Perborg, Sketch
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Bjorn Perborg, skiss
Bjorn Perborg, Sketch

Bjorn Perborg
Bokslut
Balancing the Books

regretted most in life, it is possible
to create a pretty good picture of
who the person is, or was.

In the exhibition an oversized
guitar amplifier represents an en-
tire lifetime of accumulated pos-
sessions. Abandoned in a field
in Djurgdrden, it stands there as
a reminder of how someone has
reduced their life to the bare non-
essentials. The distinctive logo,
Marshall, in white script has been
replaced by dates of birth and
death. The form of the Marshall
stack associates to a raised grave-
stone.

At certain intervals a sacred
sounding song cycle streams out
from one of the Marshall stack
speakers. A text, a list of everything
a person regretted in their life,
has been set to music for a boys'
choir in the spirit of Arvo Part. This
timeless music with slightly un-
expected text elements may be
understood as a kind of contem-
porary requiem.

Bjérn Perborg (b. 1974) works pri-
marily with sculpture and anima-
tion. Perborg has also previously
broached aspects of death, in
works such as the animation All
the Dead | Have Seen in which he
described all of his encounters with
dead bodies, which at the time
of making the film was only three
(2009).

Thank you Max Dahlberg, Orust's boat
building course, Emma Jansson, Alexandra
Shabo.
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| utstallningen representeras en hel livstids samlade
dgodelar av en &verdrivet dimensionerad gitarr-
forstarkare. Overgiven pé ett falt p& Djurgarden,
stdr den dar som en pé&minnelse om hur ndgon
reducerat livet till bara det allra onddigaste. Den
karakteristiska logotypen, “Marshall”, i vit skrivstil
ar utbytt mot fodelse- och doédsdatum. Marshall-
stackens form i sig anknyter till en rest gravstod.

Med visst intervall strommar en sakralt kling-
ande sdngcykel ur en av Marshallstackens hog-
talarlédor. En text som dar en upprakning av allt en
madnniska &ngrat i sitt liv har tonsatts for gosskor
i Arvo Parts anda. Denna tidldsa musik med latt
ovantade textinslag skulle kunna forstés som ett
slags samtida rekviem.

Bjoérn Perborg (f. 1974) arbetar framst med skulptur
och animation. Ocksé i tidigare verk har Perborg
narmat sig aspekter av doéden, till exempel i anima-
tionen All the Dead | Have Seen dar han beskrev
samtliga moten med déda kroppar han hade varit
med om, vilka vid tiden for filmens tillkomst bara
var tre stycken (2009).

Tack till Max Dahlberg, Orusts béatbyggarutbildning, Emma
Jansson och Alexandra Shabo.



Lilla och stora bilden: Judiska kyrkogarden,
Berlin, Tyskland

Small and large image: The Jewish Cemetery,
Berlin, Germany

Bvre bilden: Berlin,
Tyskland
Above: Berlin, Germany

Undre bilden: Margarita
di Savoiq, Italien

Below: Margarita di
Savoia, ltaly
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borjan av 60-talet dék Rauschenbergs get
upp p& Moderna Museet i Stockholm. Jag
flinade &t den som alla andra, men det fanns
négot i den som berérde mig. Ett tiotal &r se-
nare medverkade Sivert Lindblom, Bjérn Lévin
och jag i en utstdlining p& Moderna Museet som
vi kallade Live Show, vilket gjorde en stor del av
vernissagepubliken uppenbart besviken. Min de
av evenemanget bestod till stor del av ndgot som
liknade Rauschenbergs get fast storre, svartare
och instdngd i en monter. Det var helt enkelt en
hohdssja. Svartmalad. Detta var 1974, d& man fort-
farande kunde upptdcka hohdssjor (“det svenska
landskapets flaggskepp”, som Werner Aspenstrém
uttryckte det), i det déende bondesamhdaillet.

Med undertecknads insats i Déden - en utstdll-
ning om livet teruppvdcker jag hdssjan. Inuti en
yttre vitmdélad trastomme - ett skelett till en bygg-
nad, om man sé vill - placeras en stélkonstruktion
som bl a innehéller en svartad hohdssja. Titeln pd
arrangemanget &r ATEL - ett gammalt svenskt ord
for den plats dit man lockar villebrdd med sad
eller déda krékor. | Svenska Akademiens ordbok
ar "atel” lika med det litet torftiga “lockbete”. En
tysk ordbok gar rakt pd sak: “atel” = "Aas”. For att

Ulrik Samuelson

ATEL

CARCASE

In the early 1960s, Rauschen-
berg’s goat turned up at the Mod-
erna Museet in Stockholm. Like
everyone else | sniggered at it, but
there was something about it that
touched me. Some ten years later,
Sivert Lindblom, Bjérn Lévin and
| participated in an exhibition at
Moderna Museet we called Live
Show, which left most of the open-
ing crowd cold. The main part of
my contribution consisted of some-
thing similar to Rauschenberg’s
goat, only bigger and blacker
and confined in a display case.
It was, quite simply, a hay drying
rack. Painted black. This was in
1974 when one could still find hay
drying racks (“the flagships of the
Swedish landscape”, as Werner
Aspenstrém put it) in the dying
farming society.

My contribution to Death - An
Exhibition about Life is a resur-
rection of the hay dryer. Inside a
white-painted wooden frame - the
skeleton of a building, if you will -
a steel structure has been placed,
containing, among other things, a
blackened hay drying rack. The
title of the arrangement is ATEL
- an old Swedish word for the
place where prey was attracted
with grain or dead crows. In the
Swedish  Academy’s dictionary,
“atel” is defined as the somewhat

son, Héssja (1974),
loderna museet, Stockholm, Sverige

Ulrik Samuelson, Hay Drying Rack, 1974,
Moderna museet, Stockholm, Sweden




Ulrik Samuelson, skiss
Ulrik Samuelson, Sketch

Ulrik Samuelson
ATEL

CARCASE

vacuous “lockbete” (bait). A Ger-
man dictionary gets straight to the
point: “&tel” = “Aas” (carcase). A
couple of extra words lighten it up
somewhat: “Wo ist Aas, sammeln
sich die Adler” (For wheresoever
the carcase is, the eagles gather).
The English and French have prac-
tically the same word for “atel”:
“carcase” or “carcasse”, which
translate into Swedish as “corpse,
butchered body, animal skeleton”
and which, in both English and
French, has the additional mean-
ing of “structure”. There remains
only the French spelling of “atel”,
that is, “autel” meaning “altar”
- but that, surely, is purely coinci-
dental.

| end my text with a few words
by John Berger: “The limitations of
art relate to its content as death
does to life. If, while fully conscious
of death, we could concentrate
our entire attention upon life, what
we experienced would acquire the
quality of a work of art.”

Ulrik Samuelson (b. 1935) has since
the 1950s worked as a draftsman,
painter and sculptor. A number of
his public works can be found in
central Stockholm, including in the
Kungstrddgdrden  underground
station and at Hdétorgshusen on
Sveavdagen.

Thank you A big THANK YOU to the Royal
Academy of Fine Arts for generous support
from the Géran Lagervall Foundation and
the Sigrid Westerberg Grant Fund.

muntra upp det litet f&r man ett ord p& vagen: “Wo
Aas ist, sammeln sich die Adler”. (Dar ateln finns,
samlas ornarna). Engelsman och fransman over-
satter “atel” med i stort sett samma ord “carcase”,
eller “carcasse”. Vilket till svenska blir “lik, slaktad
kropp, djurskelett” och hos bd&da dven “bygg-
nadsstomme”. Aterstar bara att “atel” med fransk
stavning, d v s “autel”, betyder “altare” - men det
ar val en ren tillfallighet. Vad som motiverar hds-
sjans medverkande i en utstdlining som denna ar
att alla allvarligt syftande konstndrliga projekt ar
forsok till gestaltningar av forhdllandet mellan de
inkompatibla storheterna livet och doden.

Ndagra ord av John Berger fé&r avsluta min text:
"Konstens begrdnsning star i samma forhdllande
till sitt innehdll som doéden till livet. Om vi, i fullt
medvetande om dodens existens, kunde koncen-
trera var uppmdrksamhet pé livet skulle vi erfara
négonting liknande det som kdnnetecknar ett
konstverk”.

Ulrik Samuelson (f. 1935) sedan 50-talet verksam
som tecknare, mdlare och skulptor. Ett flertal offent-
liga arbeten av Samuelson é&terfinns i Stockholms
innerstad, bland annat i Kungstradgdérdens tunnel-
banestation och vid Hotorgshusen, pé Sveavagen.

Ett stort TACK till Kungl. Akademien fér de fria konsterna for
generost stod ur Goran Lagervalls stiftelse och Sigrid Wester-
bergs stipendiefond.



Sju dikter av Eva Runefeldt
Seven poems by Eva Runefeldt

Allt genom o
Everything through o

Allt genom o Everything through o

Dra den kroniska sjilen Pull the chronic soul

som en nisduk igenom like a handkerchief through
Benbitarna limna Leave the bone pieces
Liten hog sig krummar Little pile hunching itself
likt skraimt husdjur like a frightened pet

Kolumbariet, Norra begravningsplatsen, Stockholm, Sverige
Columbarium, the Northern Cemetery, Stockholm, Sweden




%2 Bakgrund/Konstnirlig iscensiattning
Background/Artistic staging

Petter Hauffman: Ett tydligt, runt och stort landskap-
selement p& en grasyta mellan Vasamuseet och
Junibacken far besokaren att undra vad som gém-
mer sig innanfér den héga bambuhd&cken. Ingéng-
arna ar tillslutna utan insyn och ett besok blir ett
mdste. Val dar inne avskdrmas besckaren frén om-
givningen, vinden mojnar och det blir lite varmare.
Fjarilar flyger och dofter av timjan och andra Gtbara
vaxter sprider sig. De olika graslagda géngvagarna
stralar samman i en mittpunkt, dar en silverkladd 12
meter ldng solursvisare skjuter upp ur marken. Runt
mittplatsen ar de olika konstverken utplacerade,
som klockslag i livets hdrliga rundgéng. Har kan
méten uppstd och besdkarna lapa sol i dlderstrap-
pans graddng.

~
~
~
~
~

Petter Hauffman: On a grassy area between the
Vasa Museum and Junibacken, a large, well-
defined, circular landscape element makes the visi-
tor curious about what is concealed behind the tall
bamboo hedge. The closed entrances, blocking the
view, make a visit essential. Once inside, the visitor
is shielded from the surrounding world, the wind
abates and the temperature rises slightly. Butterflies
flutter and the air is transfused with the smells of
thyme and other edible plants. The grass-laid walk-
ways converge at a central point, where a 12-metre
long silver-plated sundial gnomon sticks up out of the
ground. Encompassing the centre, the artworks are
installed like strokes of the clock in the wonderful cir-
cle of life. This is a place for encounters where visitors
can bask in the sun on the steps of life.

ASNWYSY A

Stefan Karlsson: Min son Knut (3 ér) och jag
brukar leka att en bat dr en bil och tvart-
om, och ibland bygger vi egna leksaker.
Med inspiration och hjdlp av lille Knut har
jag byggt om vanliga sandleksaker till nya
objekt som inte behdver vara anvandbara.
Livet dr inte alltid sa rationellt och forutsag-
bart som vi ibland férestdller oss; dessa
leksakshybrider fungerar som en reflektion
Over livets forunderliga nyckfullhet.

Stefan Karlsson: Sometimes my son Knut
(3) and | play a game where we pretend
a boat is a car and vice versa, and some-
times we make our own toys. Inspired and
helped by little Knut, | have remodelled ordi-
nary sand toys into new objects that are not
necessarily functional. Life is not always so
rational and predictable as we sometimes
imagine it to be; these hybrid toys serve as a
meditation over the marvellous capricious-
ness of life.

Stefan Karlsson, Nya leksaker, 2016
Stefan Karlsson, New Toys, 2016

Ritning byts ut om den kommer,
annars far den vara kvar.
ey /yd
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Bakgrund/Konstnirlig iscengﬁtt . 1g' ol &, pLr
Background/Artistic staging . .

1 i .
h e A . Pia Kristoffersson:
4 A Vi & dr stdndigt omgivna av den déda vdrl-
- dq__s-_fpremal Ocﬁ fenomep {And& -ar det
ol fg ting som vécker storre 2‘obehag hos 0ss
'_l'_'l,,.'.f dn det att se en mdnniska féngad i den,
o i A
i tminstone om man ska déma efter de an-
Fa, ir&ngningar vi. gor for att hdlla* Lolole]
Kkropparna utomisynhdill.”
Bigert & Bergstrom, SeeSaw, skiss L b Karl Ove Kndusgérd, Miftkamp 1
Bigert & Bergstrom, SeeSaw, Sketch ‘,.l'" i
T

realitet. Vi tycks sta n&sta_' a undran-

S Ollll'et ; | fér vd som ren fakisk
The Sundial 2

déd by the ob- 1 &
 the realm of

rpses out of sight.”
Karl Ove Knausgard, My St

eps dead bedies out of sight butis also

’ E}orocterised by a fear of death in general; ¢

! oth as an existential problem and a reality. '«
We seem to be almost as puzzled by what' #
will happen to us when we die as we are by

* the etefnal question pf & pessible fterlife.

| utstaliningens mitt star en 12 meter hég
solursvisare som sdnker sin vandrande
skugga 6ver dlderstrappans steg

In the centre of the exhibition there is a
12-metre high sundial gnomon whose
wandering shadow descends over the
steps of life




Stefan Karlsson: Dédskallepaletten var forst tankt
som en mdlning till en annan utstélining, men jag
valde slutligen att stélla ut ndgot annat pa grupp-
utstallningen Tombola i Slottskogen. Symbolen foll
i glémska och det var langt senare som den blev
aktuell igen, denna géng som logga for utstallning-
en Déden - en utstdllning om livet.

Stefan Karlsson: The skull palette was first conceived
as a painting for another exhibition; however, inthe
end | opted to exhibit somethingelse in the group
exhibition Tombola i Slottsskogen. The symbol was
all but forgotten until much later when'it once again
became relevant, this time as the logotype for the
exhibition Death - An Exhibition about Life.

Cecilia Runesson: Déden som den ultimata gravita-
tionen/tankar om en gravsten.

Alltefter graden av nedbrytning och férruttnelse av
en kropp kan man traffa pé olika arter av nekrofaga
insekter. NGr smorsyrejdsningen sdtter in, attraheras
vissa skalbaggsarter, sdsom skinnarbaggar. Vid for-
tvalning av fettet infinner sig andra arter.

Ett drastiskt exempel frén asatarnas brokiga skara
erbjuder kyrkogards- eller likbaggen som med luk-
tens hjalp s6ker sig ned till de dédas kroppar, tva-tre
meter under jord, for att hdr lagga sina agg.

Allra sist, nar alla mjukdelar Gr konsumerade och
kroppen bérjar mumifieras, kommer de med krafti-
ga kakar utrustade ben- och hdratare, sGsom vissa
dngrar och tjuvbaggar.!

Och d&nda... denna uppdtriktade, férsonande
gest! En tankekraft som Gverlever insekternas hung-
riga kdkar!

Den envisa férhoppningen om ett liv bortom detta,
ett nytt méte - en tro och ett hopp som bestrider alla
rationella teorier. Men som 6vervinner alit.

Cecilia Runesson: Death as the ultimate gravita-
tion/thoughts on a headstone.

Depending on the rate of degradation and putre-
faction of a body, various species of carrion-eating
insects can be encountered. When butyric acid fer-
mentation sets in, it attracts certain species of beetles
such as carrion beetles. As the fat saponificates other
species arrive.

A drastic example of the motley crew of scavengers
are the coffin or carrion beetles, who, aided by their
olfactory system, find their way down, two-three me-
tres below ground, to the dead bodies to lay their
eggs.

Finally, when all the soft parts have been consumed
and the body begins to mummify, the bone- and
hair-eating dermestid and spider beetles arrive with
their powerful jows.!

And yet... This upward, conciliatory gesture! A pow-
er of thought that survives the insects’ hungry jaws!

The persistent hope of a life beyond, a new en-
counter - a belief and a hope that denies all rational
theories and that conquers alll.

I Skadedjur och snyltgéster i hus, hem och férréd, Rolf Mathlein,
Bror Tunblad. Centraltryckeriet, Bords, 1971.

Han, jW.C van gorcum, var protestant och hon,
lady j.C.P.H van aefferden, katolik. De kunde ddarfor
inte dela grav, eller ens bli begravda pa samma kyrko-
gard. Tva hdnder som méts Gver muren besegrar férbudet.

He, j.W.C van gorcum, was protestant and she, lady j.C.P.H
van aefferden was catholic. Consequently they could not
share the same grave or even be buried in the same cem-
etery. Two hands connected over the wall overcome the
prohibition.

Bakgrund/Konstnirlig iscensittning

Background/Artistic staging

Tomas Lundberg: Caput mortuum, (av latin caput
'huvud’ och mortuus 'déd’) &r ett brunlila fargpig-
ment som bestér av jarnoxid. Inom alkemin innebar
Caput mortuum ett vardel6st aGmne som blivit Gver
frén en kemisk operation och star for nedgang och
forfall.

Infopaviljongens utformning bygger pa olika idéer
som satts samman. Dels har den katolska gravplat-
sens form tagits upp med hus och slutna nischer for
urnor. Dels idén att de anhériga eller personen sjalv
valjer ett antal symboliska vardagsféremdl som
placeras pa gravplatsens hyllor. Alla foremal samt
fasaden malas monokromt i Caput mortuum for att
understryka ett minne. Nagra av hyllorna Idmnas
tomma fér att bjuda in publiken att ta med egna
vardagsféremal, som ocksa malas, till sin gravplats.
Den nedre delen av infopaviljongens fasad klds med
speglande stalplat som ger en lekfull illusion om att
huset svdvar ovan marken.

Tomas Lundberg: Caput mortuum, (from Latin caput,
‘head’ and mortuus, ‘death’) is a brownish purple
pigment composed of iron oxide. In alchemy, Caput
mortuum signified a worthless substance left over
after a chemical operation, representing decline
and decay.

The design of the information pavilion is based on
a combination of different ideas, such as the design
of Catholic cemeteries, with their buildings and closed
niches for urns, and the idea that relatives or the in-
dividual him- or herself select a number of symbolic
everyday objects which are placed on the shelves of
the grave. All the objects as well as the facade are
painted in monochrome in Caput mortuum to em-
phasise a memory. Some of the shelves have been
left empty, inviting the public to bring their own every-
day objects, which will also be painted, to their grave.
The lower part of the facade of the information pavil-
ion is covered with reflective steel providing a playful
illusion of the building hovering above the ground.

Caput

Mortuum
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Hans Ruin
samtalar med
in conversation with

Anna-Karin Palm

n disig dag i januari traffas vi for att
samtala om gravar och minne, Hans Ruin
och jag. Hans ar professor i filosofi vid
Sodertdrns hogskola och sedan ett antal
dr involverad i ett stort tvarvetenskapligt
forskningsprojekt kring tid, minne och representa-
tion, dér han bland annat har studerat gravens
kulturhistoriska och filosofiska betydelse. Sjalv ar
jog en skonlitterar forfattare som periodvis nar
drdmmar om att omskola mig till begravnings-
entreprendr och dar mycket intresserad av dodens
plats i véra liv. S& jag borjar med att fréga Hans
Ruin hur han, ur sitt perspektiv, ser p& gravens be-
tydelse.

Hans Ruin Jag tror att vérden av de platser dar
vildgger de doda dr ett slags ursprung for det som
sedan kallas religids kult. Bandet mellan de levan-
de och de ddda via en materiell [dmning - ben,
aska, stenar, en minnesplats - fascinerar mig som

On a hazy day in January, Hans
Ruin and | get together to talk
about graves and memory. A Pro-
fessor of Philosophy at Sédertérn
University, Hans is involved in
a long-term interdisciplinary re-
search project on time, memory
and representation, including the
cultural historical and philosophi-
cal significance of the grave. A fic-
tion writer who periodically dreams
of retraining as a funeral director, |
am greatly interested in the place
death occupies in our lives. | begin
by asking Hans Ruin how, from his
perspective, he regards the signifi-
cance of the grave.

Hans Ruin | believe that taking
care of the places where we lay
our dead to rest is a kind of origin
of what would later be called a re-
ligious cult. As a philosopher | am
fascinated by the bond between
the living and the dead via mate-
rial relics - bones, ashes, stones.
There is every indication that that
the practice is one of the oldest

consistent practices in human cul-
tural history in general. The strange
thing is that the burial customs
arise almost simultaneously with
the human race.

Anna-Karin Palm In an interest-
ing text recently published in the
Swedish daily Dagens Nyheter
you talk about the ancient cult of
Mnemosyne. In this mysterious
cult, memory was central and seen
as a divine force for survival. You
write about something called gold-
leaf poetry, ritual poems that were
written on thin gold leaves and
fastened around the neck of the
dead, prompting the dead to drink
from the River of Memory in Hades
to gain eternal life. Here the writ-
ing attains a ritual meaning and
becomes a vehicle for the soul’s
rescue from oblivion and disap-
pearance.

HR Memory is our tie to those
who survive us. One of the most
prominent Egyptologists is German
researcher Jan Assmann, who co-
founded an institute for memory
research in Germany. In one of
his texts he mentions that some
of the oldest occurrences of writ-
ing - some 3,000 years before the
Christian era, that is, circa 5,000
years ago - appeared on graves.
The epitaph tells us not only who
lies there, it also tells us who this
person was and what they did.
According to Assmann, the first
Egyptian literature was written on
graves.

AKP This also applies to the Nor-
dic countries; our literature begins
with the rune stones.

HR Yes, it is the same gesture,
albeit 3,000 years later. There are
various theories about how writing
was first used and when it began
to appear. lts initial function may

»
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filosof. Allting tyder p& att den praktiken ar bland
de langsta genomgdende praktikerna i mansklig
kulturhistoria éver huvud taget. Det markliga ar att
gravskick uppstér ndstan samtidigt som mannisk-
an uppstdr som sldkte.

Anna-Karin Palm | en intressant text du skrev i
Dagens Nyheter nyligen talar du om den antika
Mnemosynekulten. | denna mysteriekult var minnet
centralt och sdgs som en gudomlig Sverlevnads-
kraft. Du skriver om ndgot som kallas guldblads-
dikter, rituella dikter som skrevs pé tunna guldblad
och fastes runt halsen p& de déda. Dar uppmanas
de doda att dricka ur minnets flod i Hades for att
vinna evigt liv. Skriften f&r har en rituell innebdrd
och blir ett medel for sjdlens raddning ur glomska
och férsvinnande.

HR Minnet ar vér knut till de efterlevande. En
av varldens mest berdmda egyptologer ar den
tyske forskaren Jan Assmann, som varit med och
grundat ett institut for minnesforskning i Tyskland.
| en av sina texter skriver han att négra av de all-
ra dldsta bevarade férekomsterna av skrift - dé
talar vi om kanske 3000 &r fore var tiderdkning,
alltsé for cirka 5000 &r sedan - ar just p& gravar.
Gravskriften berattar inte bara vem det dr som lig-
ger ddr utan ocksé& vem den hdr personen var och
vad den gjorde. Assmann menar till och med att
den forsta formen av egyptisk litteratur var det som
skrevs p& gravarna.

AKP S& ar det ju i Norden ocksd, att vér litteratur
borjar med runstenarna.

HR Ja, om an 3000 é&r senare s& dr det samma
gest. Det finns olika teorier om vad man egentligen
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have been purely practical; it was
easier to keep track of how much
grain one had if one made some
kind of symbol for it. However,
fairly soon in the history of writing
one realised that it was a tool for
survival. Whatever you put in the
earth, you become anonymous;
writing, however, enables the
grave to bear your name, to relate
your story and pass it on. Interest-
ingly, the oldest surviving function
of the word sema - the same stem
as in semantics, semiotics, which
we translate as “sign” - means
“grave”.

AKP The ultimate sign...

HR The ur-sign! The grave is the
original sign.

AKP What do you think about the
phenomenon of the remembrance
garden? |'ve thought a lot about it.
| don't really know when the prac-
tice began in Sweden, only that
it has become increasingly com-
mon. Firstly, it may have to do with
it being regarded as simpler, we
move around more today and we
may not know exactly where we
belong. The idea of one's native
land is no longer of great impor-
tance. | mean, if you're going into
the ground you should have a spe-
cial relationship with that particular
place. The remembrance garden,
or the scattering of ashes, implies
a sort of deindividualisation of the
place and even an anonymisation.
There are no names. It is perhaps
more about becoming nothing,
being part of a greater whole. |
think that in Sweden although we
are increasingly secularised, many
people still believe in some unde-
fined “something”. It probably has
to do with nature, a larger context.

»
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forst anvande skriften till nar den borjade dyka upp.
Det &r mojligt att den forst hade en rent praktisk
funktion, att det var Iattare att hélla reda pd hur
mycket spannmdl man hade om man gjorde
ndgot slags tecken for det - men ganska snart
i skriftens historia inser man att det har ar ett
verktyg for att dverleva. Vad du an lagger i jor-
den s& ar du anonymiserad, men skriften gor det
mojligt att I&ta graven bdra ditt namn, berdtta din
historia och fora den vidare. Och det ar fantastiskt
att den dldsta bevarade funktionen av ordet sema
- allts&d samma stam som finns i semantik, semiotik
med mera och som vi dversatter med "tecken” -
det ar "grav”.

AKP Det yttersta tecknet...

HR Sjalva urtecknet! Graven ar urtecknet.

AKP Men hur ser du d& pd fenomenet med min-
neslundar? Jag har funderat en del pé& det. Jag vet
inte riktigt ndr man boérjade med den praktiken i
Sverige, men den har blivit allt vanligare. Dels har
det kanske att géra med att det ses som enklare. Vi
flyttar runt mer idag, man vet kanske inte riktigt var
man hér hemma, frdgan om hembygd dr inte lika
sjalvklar léngre. Jag menar, om man ska ner i jor-
den s& méste man ju ha ett sarskilt forhallande till
just den platsen. Minneslunden, eller spridande av
den dodas aska, innebdr ju ett slags avindividuali-
sering av platsen, och dven en anonymisering. Dar
finns inga namn. Det handlar kanske mer om att
bli intet, att uppgd i en stdrre helhet. Jag tanker att
&ven om vi i Sverige ar alltmer sekulariserade s& ar
det ménga som andé tror pé “ndgot”, oklart vad,
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men att detta ocks& har med naturen att gora, ett
storre sammanhang. Kanske uttrycker minneslun-
den ocksd detta?

HR Ja, om man betraktar minneslunden teolo-
giskt s& handlar det val mer om ett slags kretslopps-
tdnkande, det vi har varit uppgdr i kretsloppet. Vi
ger tillbaka, vi &tervander dit vi kom ifrén. Men det
ar ju ocksé vad den kristna begravningsakten ut-
trycker, att vi &tervander till jorden.

AKP Men det rr ju framférallt jordbegravningar,
dar kroppen sdnks i jorden. Och d& handlar det
om den individuella férmultningen. | minneslunden
ar det val mer frdga om att uppgd i ett storre, oper-
sonligt minne? En plats for att minnas de doda,
men utan namn eller individuella tecken. Och det
blir ju ndgot helt annat. Gravplatser har val histo-
riskt handlat mycket om att har vilar just den har
personen. Kanske inte ndr det gallde slavar eller
de som sdgs som lagre stéende.

HR Nej, precis, graven har alltid varit en klass-
frdga. Det ar forstds politiskt det ddr, vem som
tillerkanns individualitet och darmed har ratt till
en egen grav. Minneslunden som modernt feno-
men mdste ha uppstatt under 1900-talet, d& det
fortfarande rasade svéra strider kring eldbegdng-
else och urnbegravning - i den protestantiska varl-
den. Bland katoliker dr eldbegdngelse fortfarande
mycket ovanligt.

Perhaps the remembrance garden
is an expression of this?

HR From a theological point of
view, the remembrance garden
represents a type of cyclical think-
ing; that which we were is ab-
sorbed into the cycle of life. We
give back, we return from whence
we came. And this is expressed in
the Christian funeral ceremony, our
return to the earth.

AKP However, this primarily con-
cerns earth burials, where the
body is lowered into the ground.
This is about individual decompo-
sition. In a remembrance garden
is it not rather a question of being
absorbed into a larger, impersonal
memory? A place to remember the
dead but with no name or indi-
vidual signs. And this is something
completely different. Historically,
cemeteries have emphasised that
here lies this particular person, well,
perhaps not in the case of slaves or
people regarded as inferior.

HR Exactly, the grave has always
been a question of class. Politics
are, of course, involved; who is
conferred individuality and thus
has the right to their own grave.
The remembrance garden as a
modern phenomenon probably
emerged in the 20th century when
cremation and urn burial were
highly contended issues in the
Protestant world. Among Catholics
cremation is still very unusual.

AKP This is also the case in Juda-
ism and Islam, isn't it?

Skogskyrkogdrden, Enskede, Sverige
The Woodland Cemetery, Enskede, Sweden
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HR Yes, the body should be put
in the earth. | think that crema-
tion is increasing in the Protestant
world and it has several interesting
roots. One is rationality. It is more
hygienic, it is simpler and it takes
up less space. An urn, or the scat-
tering of ashes, is easier to handle.
At the same time there is also a
religious background to cremation.
It's probably no coincidence that it
originates in a culture that revives
and is linked to antiquity, espe-
cially to Ancient Greece. Already
in Homer, there are descriptions
of funerals that are cremation pro-
cesses, providing fire with a myth-
ical-religious function. Perhaps the
remembrance garden is a kind of
extension of such a process, a ra-
tionalisation of it? It's easier; there's
no grave to care for. That which
will happen, the body’s return to
circulation, we can take care of
ourselves and then it is finished.
It becomes a kind of compression.

AKP And if the place itself has be-
come more complicated, because
we move around more, then may-
be you could say that the remem-
brance garden comes closer to the
elements of fire and air than the
earth? That it better expresses this
movement and changeability? But
what happens to the burial site, its
memento mori - the cemetery that
has existed in all cities and villages
and has been a physical reminder
of death, death in the middle of
the village?

HR The location of cemeteries
is also a political issue; it has to
do with how a community sees
itself and also how it, so to speak,
anchors itself. In many ancient cit-
ies the burial place was located

AKP Det gdller val Gven inom till exempel juden-
domen och islam?

HR Ja, ddr ska kroppen ner i jorden. Jag tror att
kremeringen okar i den protestantiska varlden och
den har flera intressanta rétter. En ér rationaliteten.
Det dr mer hygieniskt, enklare, och det tar mindre
plats. En kruka eller utstrédd aska dar enklare att
hantera. Men samtidigt finns det en langre religi-
6s bakgrund till kremeringen. Det dr nog ingen
tillfallighet att den kommer fram ur en kultur som
&teruppvdacker och knyter an till antiken, framférallt
grekerna. Redan Homeros beskriver begravning-
ar som ar kremeringsprocesser, man ger elden en
mytisk-religios funktion. Kanske dar minneslunden
ett slags forldngning av en sé&dan process, en ra-
tionalisering av den? Det blir enklare, ingen grav
att skota om. Det som ska ske, kroppens dtergdng
till kretsloppet, det kan vi ombesérja, sedan dr det
avslutat. Det blir som ett slags komprimering.

AKP Och om sjdlva platsen har blivit mer kompli-
cerad, darfor att vi ocksd ar mer i rorelse, s& kan-
ske man kan sdga att minneslunden mer nérmar
sig eldens och luftens element dn jordens? Att den
battre uttrycker den har rérligheten, foranderlighe-
ten? Men vad hdnder d& med sjdlva begravnings-
platsen, dess memento mori - kyrkogdrden som
har funnits i alla stader och byar och varit en fysisk
pdminnelse om doéden, déden mitt i byn?

HR Var man lagger gravplatserna ar ocksé poli-
tiskt, det har att géra med hur en gemenskap ser
pd sig sjalv, men ocksé pd hur den liksom ank-
rar sig sjalv. | ménga av de antika stdderna lag
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gravplatsen en bit utanfér staden. Men de kristna
plockade upp en sed frén romarna, dér man skul-
le ha de déda ndrasig, i ett slags evig pakt. Kyrkan
placerades ofta mitt p& gravarna, som en marke-
ring av att kyrkan blir rummet, kontaktytan, mellan
de levande och doda, som fdrseglas av religionen.
De finaste gravarna var inne i sjdlva kyrkan, under
stenldggningen dar man gick. De levande och
déda existerade tatt tillsammans. Men i modern
tid, med borjan kring franska revolutionen, fick
man hygieniska problem med begravningsplatser
inne i storstdderna och det var d& man skapade
de stora, rationella begravningsplatserna mer i
utkanten av staden. De frikopplades ocksd frén
kyrkan och var éppna for alla medborgare, oav-
sett tro eller harkomst. Det dr dé& man bygger till
exempel Pére-Lachaise i Paris, en gigantisk park
som placerades utanfor stadskarnan. Den ar stat-
lig, losskopplad frén kyrkan. Och det ar ju béde
Skogskyrkogarden och Norra Kyrkogérden i Stock-
holm ocksé.

AKP Det p&minner mig om en mycket speci-
ell text, Johan Olof Wallins tal vid invigningen av
Norra Kyrkogdrden 1827. Som jag minns det utgdr
han frén jamlikhetstanken. Har bygger vi den nya
staden, hdr finns plats for alla, har réder ingen
bostadsbrist, har finns inte hog eller 1&g, hela den
tankefiguren... Begravningsplatsen blir liksom den
andra staden, skuggan av den moderna staden.

HR Den blir en spegling av det moderna
projektet...

AKP Men om det ar s& att gravplatsen idag

outside the city. The Christians
continued a Roman custom of
keeping the dead close, in a kind
of perpetual pact. The church was
often placed on top of the graves,
to indicate that the church is the
space, the interface, between the
living and the dead, sealed by
religion. The finest tombs were in-
side the church, located under the
paving stones upon which one
walked. The living and the dead
existed closely together. But in
modern times, the French Revolu-
tion, hygiene problems at burial
sites in the big cities arose and
that's when the large, rational cem-
eteries on the outskirts of the city
were created. They were also de-
coupled from the church and were
open to all citizens, regardless
of faith or descent. It was at this
time the Pére Lachaise Cemetery
in Paris was built, a gigantic park
situated outside the city centre. It
is owned by the state and discon-
nected from the Church. As are the
Woodland and the Northern cem-
eteries in Stockholm.

AKP [t reminds me of a very
special text, Johan Olof Wallin's
speech at the 1827 inauguration
of the Northern Cemetery in Stock-
holm. As | recall, he starts out from
the idea of equality. Here we are
building the new town, there’s
room for everyone, there’s no
housing shortage and there’s no
high or low, that figure of thought...
The cemetery is like a second city,
the shadow of the modern city.

HR It becomes a reflection of the
Modern Project...

AKP But if it is true that the ceme-
tery is now declining in importance,
with graves that are not cared for
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or visited or that more people are
choosing to have funerals without
concrete burial sites, what does this
imply for our collective memory? |
have an idea - and now I'm spec-
ulating wildly - that today we live
in a sort of “temporal pride”, that
we somehow believe that our time
is an eternal now which bears no
relation to other times. This is what
makes us believe that it is unneces-
sary to create tombs for eternity; it
is as if there is nothing afterwards.
As the writer John Berger says in
his “Twelve Theses on the Economy
of the Dead”, in capitalist modern
society you start to treat the dead
as if they had never existed. Then
there is no memory either.

HR But is there not a grain of
truth in us having lost faith in the
great future? The period when
the remembrance gardens were
established was characterised by
tremendous optimism about the
future, one wanted to get away
from something, go further and for-
ward! Today we live with a shrink-
ing future horizon, which is also un-
stable; it has no footholds. | believe
that if we are looking for some ele-
mentary intellectual or spiritual an-
chorage today, we could start with
our contact with the dead and our
own recent history. My feeling is
that an astoundingly large number
of people still cherish these places.
Most of the people | ask have a
very clear idea of where their loved
ones are buried, sometimes three
generations back. Another interest-
ing thing is this that graves are dug
up and people reburied. The grave
has become visible as a political
vision. This was clearly demon-
strated during the wars in former

minskar i betydelse, med gravar som inte skots
eller bescks, eller att allt fler valjer en begravning
utan konkret gravplats, vad innebdr det d& for vart
gemensamma minne? Jag har en tanke - och nu
spekulerar jag vilt - om att vi idag lever i ett slags
"tidsligt hogmod”, att vi pé& négot sdtt tror att den
har tiden &r som ett evigt nu och inte har négra for-
bindelser med andra tider. Att det dr det som gor att
vi inte behover skapa négra gravar fér evigheten.
Det &r som om det inte finns négot efterdt. Som for-
fattaren John Berger sdger i sina “Tolv teser om de
doda”, s& bdrjar man i det kapitalistiska, moderna
samhdllet betrakta de déda som om de aldrig hade
existerat. D& finns ju egentligen inget minne heller.
HR Men ligger det inte n&gonting i det dar att vi
har forlorat tron pé& den stora framtiden? Att den
har perioden dé& minneslundarna har kommit fram
har praglats av en vdldig framtidsoptimism, man
ville bort frdn né&gonting, vidare, framdét! Och den
krympande framtidshorisont vi lever med idag ar
ocksd instabil, den har inga fastpunkter. Jag ténker
att om man idag soker ndgon elementdr andlig
eller sjalslig fastpunkt, s& blir andéd kontakten med
de déda och den egna ndraliggande historien
né&gonting ddr man kan bdrja om. Min kansla ar
att folk &dndd i forbluffande hég grad vérdar de
har platserna. Jag tycker att de flesta jag fragar
har en mycket klar bild &ver var deras ndra, sdg
en, tvd eller ibland tre generationer tillbaka, ligger
begravda. Och en annan intressant sak &r det har
med att vissa gravar grdvs upp, att folk ombe-
gravs. Graven har blivit synlig ocksé som en politisk
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vision. Det blev tydligt under Jugoslavienkrigen, till
exempel. | den ortodoxa kristendomen ar graven
enormt viktig. | fredsférhandlingarna i Kosovo, dé
man borjat dela upp befolkningen i olika grupper
som skulle bo pé olika platser, ingick det i forhand-
lingarna att man skulle skriva in vissa dagar dd
folk skulle f& &tervanda till platser for att bescka
sina doda, att sékra fria passager. Men det blev en
s&dan stor folkforflyttning att ménga grévde upp
sina familjegravar och tog med sig de doda, for
att sedan kunna grdva ner dem igen dér man nu
skulle bo. Det ar ett valdigt tydligt exempel pé& att
graven ocksé dar det som fdster oss vid jorden.

AKP Men kan du ténka dig nya, andra sdatt att
anvdnda begravningsplatsen? Kan det bli som en
park, dar manniskor har picknick och umgés? Att
man inte vill skrdmmas av det tunga, hogtidliga
som forknippas med en klassisk gammal kyrko-
gdrd? Sjalv vet jag inte, jag tycker det &r vackert
ocksd, att man inte ska rasta hundar eller dricka
vin pé& kyrkogdrdar, att man garna fdr tala lite tys-
tare och boja latt pd huvudet... Kan man tanka sig
en begravningsplats dér den hogtidligheten inte
alls finns?

HR Nej, for det innebdr ju béde att visa respekt
for dem som dr borta, men ocksd att visa respekt

Yugoslavia. In Orthodox Christian-
ity the grave is hugely important.
During the peace talks in Kosovo,
after the population had begun to
be divided into groups that were
to live in different places, an inte-
gral part of the negotiations was
the earmarking of certain days
when people could secure free
passes to visit their dead. However,
the movement of people was so
great that many dug up their fam-
ily graves and brought the dead
back to be reburied where they
were now to settle. This is a very
clear example that the grave also
binds us to the earth.

AKP Can you imagine new and
different ways of using the cem-
etery? Could it resemble a park
where people picnic and social-
ise? A place where you are not
intimidated by heavy, solemn
feelings associated with a classic
cemetery? | don't know, | think it's
beautiful, too, that we should not
be permitted to walk dogs or to
drink wine in cemeteries and that
we should lower our voices and
incline our heads... Can one imag-
ine a cemetery completely devoid
of ceremoniousness?

HR No, because it implies show-
ing respect for those who have
passed on, and for our own finite-
ness. We don't run around as if we
were eternal.

Margarita di Savoig, Italien
Margarita di Savoig, ltaly
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for sin egen dndlighet. Man springer ju inte runt
SOmM om man vore evig.

AKP Det var nog det jag menade med vart “tids-
liga hdgmod”, vi tror inte riktigt pd& att vi ar dodliga
langre, eller hur? Det dr ett problem i var tid. For det
gor ju ocksé att det inte finns ndgon skam, man
far gérna vara hur girig som helst, eller begé alla
dodssynder som finns. Fér de doda ser oss inte och
sedan ar det bara slut.

HR Ja, doden blir ett misslyckande. Inte ett dde
man gér emot med Sppna o6gon. Men jag tror
att andakten ocksd har att géra med att déden
faktiskt ar kuslig, och darfor ar de har platserna
naturligt kusliga. De klassiska antropologerna som

Berlin, Tyskland
Berlin, Germany

AKP That is probably what | meant
by our “temporal pride”; we don't
really believe that we are mortal
anymore, do we? This is a prob-
lem of our time. It also means that
there is no shame; you can be as
greedy as you like, or commit all
of the mortal sins that exist. For the
dead cannot see us and then it's
just over.

HR Yes, death becomes a failure.
Not a fate you embrace with open
eyes. However, | believe that rever-
ence also has to do with the fact
that death is eerie, and therefore
these places are naturally eerie.
Classical  anthropologists ~ who
have written about the culture of
death, from Frazer and onwards,
use the binary oppositions pity and

Inre och yttre gravar

Interior and Exterior Graves

fear, the two basic affects. Pity rep-
resents commiseration with those
who have entered into death. The
dead are, so to speak, in a weak
state. They exist in some way but
they are completely helpless, un-
able to act. They need us, to be
remembered, to be something.
That's one aspect. The other one is
fear, a fear that they will not leave
us alone. This can be expressed as
vampires or zombies, or the like,
but it can also be that which per-
tains to them and which never lets
go of us, the unresolved conflicts,
the dramas, the demands.

AKP Perhaps we need rituals and
the ritual space to deal with this, to
bridge the distance. It is difficult for
me to envisage a cemetery com-
pletely free of...

HR ...of these basic aspects, yes,
it would be strange, | can't even
really understand why. It's inter-
esting to consider, to attempt to
comprehend, that we live in com-
munity with them, that they are
not gone. How one carries a dead
family member is something that
everyone has to deal with. When
the dead are no longer able to
carry themselves we have to take
responsibility. | believe that this is
inescapable. This is what the con-
ventional phrase “you live on in
our memories” expresses; you are
gone and cannot carry yourself so
we will carry you. Thus, we also turn
ourselves into a cemetery. There is
an exterior grave, the stone or the
urn, but the internal grave is the
one that everyone takes with them
and makes it their responsibility.
This, | believe, is something tremen-
dously deep and elemental. You
can see it in old people, | think, in

skrivit om dddskultur, dnda sedan Frazer och fram-
&t, anvander motsatsparet pity and fear, det ar de
tvd grundaffekterna. Pity stdr for meddmkan med
dem som trdtt in i doden, de déda ar sé att séga
i ett svagt tillstdnd. De finns p& né&got satt, men de
ar helt hjalplésa, ofdrmégna att handla. De behd-
ver oss, for att kommas ihdg, for att vara négot.
Det ar det ena. Det andra ar fear, radsla for att de
inte kommer att I&dmna oss ifred. Det kan uttryckas
som vampyrer eller zombies eller liknande, men
det kan ocksd bara vara det hos dem som aldrig
sldpper taget om oss, de oldsta konflikterna, dra-
merna, kraven.

AKP Jag tanker att man behdver riten och det ri-
tuella rummet for att kunna hantera det har, kunna
overbrygga avsténdet. Det ar darfor jag har svart
att se en begravningsplats helt fri frdn...

HR ...frdn de ddr grundaspekterna, nej, det vore
ju konstigt, jag kan inte ens riktigt se varfor. Det ar
intressant att tanka, att férsdka ta in det har, att vi
lever i en gemenskap med dem, de &r inte bara
borta. Hur man tar med sig en déd familjemed-
lem, det &@r négot som alla méste handskas med.
Nar de doéda inte I&ngre klarar att béra sig sjalva,
dé& méste vi ta ansvar. Det tror jag inte man kom-
mer ifrén. Det ar vad den dar konventionella fra-
sen uttrycker, “du lever i v@ra minnen”, visserligen
ar du borta och kan inte bdra dig sjalv, men vi
bar dig. Darigenom gér man ocksd sig sjdlv till en
begravningsplats. Det finns en yttre begravnings-
plats, som ar stenen eller urnan, men den inre be-
gravningsplatsen ar den som alla tar med sig och
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gor till sitt ansvar. Det dér tror jag dr ndgot enormt
djupt, och elementart. Man kan se det hos gamla
manniskor, tycker jag, det som hander i livets slut-
fas, d& vacks annu mer kanslan av att vara den
sista, den enda kvar som bdr minnen av personer
som inte Iangre lever. Det blir mer och mer koncen-
trerat for varje generation, komprimeras till négra
f& anekdoter, som berattas om och om igen.

AKP Ddar har du ju ocksd berdttandet och skrif-
ten! Det ar gravskriften och det som foljer med
den, dédsrunor och minnesteckningar. Men det ar
ocksd det muntliga berattandet, som du talar om,
och det &r ndgonting annat.

HR Ja, det ar négonting annat. Det dr kroppen
som forsvinner, och den ar lika viktig att tanka over.
Graven som stdr dar ute, den star dar darfor att
i regel s& finns det en fysisk [dGmning, som grad-
vis upploses och forsvinner. Den har sin speciella
magi i att den har en koppling till kroppen och jor-
den. Men det som vi anhdériga sjdlva bdr med oss,
nar vi besdker graven och utfor olika riter, tander
ljus eller Iagger dit en sten eller s&, det &r vért an-
svar, det fortsatta bdrandet, och det &r en annan
sida av gravplatsen.

Anna-Karin Palm ar forfattare.
Hans Ruin &r professor i filosofi, Sédertérns hogskola.

the final phase of life. The feeling of
being the last one becomes even
more pronounced, being the only
one left who carries the memories
of those no longer living. It be-
comes increasingly concentrated
with each generation, compressed
to a few anecdotes which are re-
told over and over again.

AKP And there you have the nar-
rative and the writing! The epitaph
and all that it entails, obituaries
and eulogies. And also storytelling,
but that's another matter.

HR Yes, it is. It is the body that dis-
appears and this is equally impor-
tant to consider. The tomb is there
because usually there is a physical
relic which gradually dissolves and
disappears. It has its own special
magic in that it has a connection to
the body and the earth. But what
we, the kin, bring with us when we
visit the grave and perform various
rites, lighting candles or placing a
stone, is our responsibility, the con-
tinued carrying and that is another
aspect of the cemetery.

Anna-Karin Palm, author.
Hans Ruin, Professor of Philosophy,
Sodertdrn University.

Norra begravningsplatsen, Stockholm, Sverige
Northern Cemetery, Stockholm, Sweden
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Jag har aldrig fattat varfér man inte
bara férsvinner ndr man dér, och sen
kan allt bara fortsétta som vanligt fast
man inte ldngre ar ddr. Jag har alltid
velat ha en helt blank gravsten. Inget
eftermdle, inget namn. Eller forresten,
jag vill att det ska sté ‘pdfund’.

an kan nastan héra Andy Warhol
sdga dessa ord. Hans dnskan gick
emellertid inte i uppfyllelse. Istdllet
restes traditionsenligt en gravsten
med namn, fodelse- och dods-
datum samt ett kors. Det &r det som ar problemet
nar man ar déd; man kan inte langre lagga sig i.
Frits dog i cancer 2013. Det var naturligtvis ing-
en enkel resa, men han uthdrdade den med sin
lakoniska spiritualitet och originella humor intakt
dnda till slutet. “Trots sjukdomen och det krym-

I never understood why
when you died, you didn’t
just vanish, and everything
could just keep going on
the way it was only you just
wouldn't be there. | always
thought I'd like my own
tombstone to be blank.
No epitaph and no name.
Well, actually, I'd like it to
say ‘figment’.

Famously spoken by Andy Warhol,
you can almost hear him say the
words. But after he prematurely
died he didn't get his wish. Instead,
a traditional gravestone was erect-
ed, inscribed with his name, birth
and death dates and a cross. That
is the problem when you are dead,
you can no longer interfere.

Frits died of cancer in 2013. It
hadn’t been an easy journey, natu-
rally, but he carried it with his char-
acteristic laconic wit and quirky
humour until the end. “Despite
the disease and limited prospects
| can do whatever | want. To linger

around, to travel, | really have ‘the
great holiday feeling'.” He strongly
desired to be more than his dis-
ease. After he was diagnosed with
terminal cancer, he started a video
blog called De Dingen en de Dood
(Things and Death), contemplat-
ing life and (approaching) death,
which he sent to his friends every
now and then so he could avoid
mentioning the progress of his
illness, or as he put it, “explain why
| am not dead yet”.

In the last film, which he sent
just a few days before he died, he
spoke about how he was prepar-
ing for death and what had been
important to him in life. He referred
to a painting that depicted the love
triangle between him and his two
lovers in the past. He had recently
lent it to the Museum of Broken Re-
lationships, a travelling exhibition
revolving around the concept of
failed relationships and their ruins.
The exhibit had just opened at the
Old Church in Amsterdam. One of
the two lovers in the painting, his
husband (also called Frits), had
died some years ago, the other
(Paul) had married another man.
But towards the end of his life this
trinity became the essence of eve-
rything.

Frits was to be buried with his
husband at Zorgvlied, an idyl-
lic cemetery just outside Amster-
dam. Paul would be in charge of
the funeral and, possibly, a small
monument. Although he didn't
claim to be involved in his own
funeral, “my funeral is your party”,
or to be engaged with a memorial
on their grave, Frits couldn't help
himself and provided some clear
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pande framtidsperspektivet kan jag gora vad jag
vill. Jag kan ta det lugnt, resa, jag r verkligen pé
'semesterhumor’.” Han ville inte bara vara sin sjuk-
dom. Nar han fick diagnosen obotlig cancer star-
tade han videobloggen De Dingen en de Dood
(Saker och dod) dar han delade med sig av sina
betraktelser dver livet och (den annalkande) do-
den. Filmerna skickade han till sina vanner med
jdmna mellanrum for att slippa prata om hur sjuk-
domen fortskred, eller som han uttryckte det, “for-
klara varfér jag dnnu inte har dott”.

| den sista filmen, som han skickade négra dagar
innan han dog, berattade han hur han férberedde
sig for doden och om det som hade varit viktigt
i hans liv. Han ndmnde en mélning som gestalta-
de en kdrlekstriangel mellan honom och hans tvé
tidigare man. Han hade nyligen lédnat ut den till
Museum of Broken Relationships, en turnerande
utstdllning om misslyckade relationer och deras
efterverkningar som hade Sppnat i Old Church
i Amsterdam. En av de tv& mdnnen i mdiningen,
hans make (som ocksd hette Frits), hade détt nag-
ra &r innan, och den andre (Paul) hade gift sig
med en annan man. Mot slutet av sitt liv blev den
har trefaldigheten allt f6r Frits.

Frits jordfdstes med sin man i Zorgvlied, en idyl-
lisk begravningsplats strax utanfor Amsterdam.
Paul hade hand om begravningen och eventuellt
ett litet monument. Trots att han hdvdat att han inte
ville ldgga sig i sin egen begravning, “min begrav-
ning dr er fest”, eller i nédgot minnesmdrke, s& hade
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Frits dndd Idmnat tydliga direktiv. Det méste vara
ett bord av ndgot slag. Han var valdigt fortjust i
ett gravmonument som hade formen av ett monu-
mentalt bord pd dekorativa lejontassar som han
hade sett p& kyrkogdrden pé San Michele, Dodens
6 i Venedig, och som ocks& varit inspirationen for
den tillfalliga minnesvérden pd& hans makes grav.
Det var av yttersta vikt att foreningen mellan de
tre m&nnen skulle forevigas. P& ett eller annat satt.
Frits forestallde sig dem som tre gnomer.

En av Frits vanner, konstndren Raoul (Chailloux),
fick i uppdrag att utforma monumentet. Det skulle
skildra och integrera de férslag Frits gjort medan
han var i livet.

Men hur ar minnet beskaffat? Vilka minnen ska
man bevara och i vems namn? Hur skapar man
ett minnesmarke som bdde speglar den avlidne
och fungerar som trost for de efterlevande? Hur
utformar man ett monument som gestaltar Frits
excentriska personlighet och samtidigt ar en plats
ddr hans vanner och familjiemedlemmar kan sorja
och minnas honom?

Bordet var nyckeln. Bordet som metafor fram-
manar bilder av ménniskor som samlas for att dta,
dricka, prata om gladje och njutning, men hdar, pé
graven, &r det mer &n en metafor; det dr ocksé en
lank mellan liv och dod. Resultatet blev ett slags sti-
liserat bord som balanserar pé tre ben varav samt-
liga bdr upp en liten sits. Bordet técker inte graven
utan oppnar sig for den, riktar ljuset mot det som
forenar och lindrar kdnslan av forlust, ensamhet

directives. It had to be a table, of
some kind. He was particularly en-
chanted by a grave monument in
the shape of a monumental table
on ornamental lion feet, which he
had seen in the cemetery of San
Michele, the Island of the Dead, in
Venice, and which had also served
as inspiration for the temporary
memorial at the grave of his hus-
band. Of utmost importance, the
union of the three men would have
to be immortalised. One way or
another, though Frits imagined
them as three gnomes.

Raoul (Chailloux), artist and
friend of Frits, was commissioned
to design the monument. It was to
capture and integrate the sugges-
tions Frits had made when he was
still alive.

Yet, what is the texture of mem-
ory? Which memories to preserve
and in whose name? How can
a memorial both reflect the de-
ceased, and be of comfort to
the survivors, friends and family?
How to design a monument which
could be both performing the
eccentric spirit of Frits and be a
place for his friends and family to
mourn and remember him at the
same time?

The table was pivotal. While its
metaphor conjures up images of
people getting together, eating,
drinking and talking of pleasure
and joy, here, on the grave, it is
more than a metaphor, it is also
an intermediary between life and
death. Almost a drawing, it be-
came more an outline of a table,
leaning on three legs on each of
which a small seat is mounted.
It does not cover the grave but

Frits nionument; Amsier_darh, Holland. '
Frits Visser avled i cancer 2013.

Frits" monument, Amsterdam, Holland.
Frits Visserpassed-away of ‘cancer-in 2013.




Frits vanner vid hans grav
Frits” friends at his grave.
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instead it opens up to it, highlight-
ing connectivity and alleviating the
suggestion of loss, loneliness and
absence that a grave evokes. It is
an invitation to sit down together,
to chat, to remember and to con-
template.

The troika is woven into the de-
sign, too. Probably much less prom-
inently than Frits had envisioned,
the intricate name engravings in
the rim of the table are flanked
by three little gnomes. Traditional
gravestone embellishments, like
sculpted angels, doves and flowers
still prevail in graveyards, but these
symbols, denoting religious beliefs,
social class, profession and other
aspects of the deceased could
hardly capture the life of Frits.

Gnomes don't usually appear
on graves. However, these obscure
miniature spirits living below earth
have appeared in numerous an-
cient mythologies, often guarding
precious underground treasures.
Just as they do here, almost as Frits
had imagined it.

Renée Padt, curator and producer.
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och frdnvaro som en grav kan vdcka. Bordet ar
en inbjudan att satta sig ner tillsammans, for att
smdprata, minnas och begrunda.

De tre mdnnen &r integrerade i gestaltningen,
men troligen mindre framtrddande an Frits hade
forestdllt sig. De intrikata namninskriptionerna pé
bordskanterna flankeras av tre smé& gnomer. Tradi-
tionella gravutsmyckningar som skulpterade ang-
lar, duvor och blommor ar fortfarande de domi-
nerande inslagen pé& gravar men dessa symboler,
som betecknar religids tro, samhdllsklass, yrke eller
andra aspekter av den avlidne, rdcker inte for att
beskriva det som var Frits liv.

Gnomer brukar inte fdrekomma pd gravar. Men
dessa skygga, smé varelser som bor under jorden
dyker ofta upp i mytologin som vdaktare av vdrde-
fulla underjordiska skatter. Precis som har. Ungefar
som Frits hade ténkt det.

Renée Padt &r curator och producent.



Sju dikter av Eva Runefeldt
Seven poems by Eva Runefeldt

Overgéng

Transition

Tanklésa 6verging, Thoughtless transition,

en déd slipper ut vid a dead one escapes at

de vita strecken, the white lines,

faster slarvigt sin fastens sloppily its

haka chin

pa vem som helst on amyone

De déda star helst for sig sjilva The dead prefer to stand by themselves
Inte pd vig, varken enskilt Not on their way, neither separately
eller i klunga men kryper ibland nor in a group but creeping sometimes
in i en annan kropp med en vike into another body weighing

under tio gram less than ten grams

Jag vet I know

att kattbettet i min axel that the cat bite on my shoulder

ir ditt, si vid

gronljus,

in i din sla bridska,

en krusning bara

Som att stinga synen djupt
inifrn,

strax ir det dver och nu vara
mitt i den nybredda gatans tjirlukt,
drippande tallbarr, smaskrik,

en ullrock som tjocknar i kylan
och du tillbaka i déden

Jag ir ovan jord

is yours, so at

green light,

into your lazy haste,

Just a ripple

Like closing down one’s gaze from deep
inside,

it’'ll soon be over and then being

in the midst of the new-broadened
street’s tar smell,

dripping spruce needles, whimpers,
a woollen coat thickening in the cold
and you back in death

Iam above ground



Min (o)personliga

evighet

My (im)personal

eternity

Om framtidens begravningsplatser
On the Cemeteries of the Future

Ana Udovic

ivet ar foranderligt, men déden &r konstant.
Eller ar den det? Den méste inte vara det
i sin gestaltning: Begravningsplatserna.
Mdénga begravningsplatser ser ut som de
alltid gjort, foljer traditionen. Andra har en
mer individuell prégel. Frdgan &r vad som kom-
mer att ske i framtiden. Kommer vdra gravar och
minnesmdrken att se annorlunda ut?

-Kanske verkar gravplatser féréndras 1&ng-
samt med tanke pd hur évriga samhdllet gér mot
6kad individualism. Det hdnger ihop med begrav-
ningslagen och kulturmiljdlagen, men ocksé& med
de skyldigheter som forvaltarna har - begravnings-
platser ska se vardade ut. Men jag skulle sGga att
det individuella &dndd finns ddr, parallellt med det
gemensamma, sdger Carola Wingren, professor

Life changes, but death is
contant. Or is it? In its representa-
tion in cemeteries it does not have
to be. Many cemeteries follow
tradition and look like they always
have. Others have a more indi-
vidual character. The question is
what will happen in the future, will
our graves and memorials look
different?

“When one considers how so-
ciety is moving towards greater
individualism it may appear that
cemeteries are slow to change.
This is a consequence of legisla-
tion regulating burials and cultural
heritage and also the obligations
of the cemetery trustees - cemeter-
ies must be well-kept. However, |
would say that, in addition to the
communal, there is still an individ-
ual character,” says Carola Wing-
ren, Professor of Landscape Archi-

tecture at the Swedish University of
Agricultural Sciences and project
leader for an innovative project on
contemporary cemeteries in which
both users and cemetery staff have
been interviewed.

The project also studied land-
scape architects’ proposals for a
new cemetery design: the Jarva
Cemetery Competition. In order to
address the shortage of cemeteries
in Stockholm, the plan is to build a
modern cemetery in north-western
Stockholm, a burial site that will in-
tegrate the present, the future and
the past and cater to today’s de-
mands for diversity. The winner of
the Jarva Cemetery architectural
competition is the project Islands
by Danish landscape architect
Kristine Jensen in collaboration
with Poul Ingemann.

“Since the Middle Ages, we have
built cemeteries by enclosing a
large area with constellations of
graves in sections. However, in
the project Islands, the graves are
defined islands placed in the sur-
rounding landscape,” says Karin
Soderling, project manager for the
Jarva Cemetery.

This is important because Jarva
is a cultural reserve with an active
outdoor life and one must also take
an older cultural landscape con-
taining Viking graves into consid-
eration. As Kristine Jensen’s burial
sites are demarcated islands, both
outdoor recreation and the conser-
vation of protected areas outside
of the islands will be possible. The
entrance will be clearly marked,
either in the form of a lean-to or a
gate. The islands themselves can
be very different and enclosed by
fences or ditches.

“With the Islands project we are
attempting to create a more mod-
ern cemetery, where mourners and
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i landskapsarkitektur vid SLU som varit projekt-
ledare for ett framdtblickande projekt om samti-
dens begravningsplatser dar sdval brukare som
de som arbetar pd begravningsplatser intervjuats.

| projektet har man ocksé studerat hur land-
skapsarkitekter gett forslag till ny utformning av
begravningsplatser: tavling Jarva begravnings-
plats. Tanken &r att Stockholms brist p& begrav-
ningsplatser ska avhjdlpas genom att bygga en
modern begravningsplats i nordvastra Stockholm,
en plats som integrerar nutid, framtid och ddtid och
fungerar med dagens krav pd méngfald. Den som
vann arkitekttavlingen om Jarva begravningsplats
ar danska landskapsarkitekten Kristine Jensen som
i samarbete med Poul Ingemann presenterade
projektet “Oarna”.

-Anda sedan medeltiden har vi byggt begrav-
ningsplatser genom att hégna in ett stort omréde
som sedan inreds med gravkvarter. Men med
"Oarna” finns begravningsplatserna som avgrén-
sade oOvar i det omkringliggande landskapet,
berdttar Karin Soéderling, projektledare for Jarva
begravningsplats.

Det ar viktigt eftersom Jarva ar ett kulturreservat
med ett aktivt friluftsliv, samtidigt som dar finns
ett aldre kulturlandskap med exempelvis gamla
vikingagravar att ta hdnsyn till. Eftersom Kristine
Jensens begravningsplatser dr avgrdnsade oar,
mojliggors bdde friluftslivet och bevarandet av
skyddade platser utanfér darna. De ska vara tyd-
ligt markta med en entré, som dr antingen som ett
vindskydd eller port man gdr igenom. Sedan kan
oarna sinsemellan vara hogst olika - omgdardade
med hdagn eller med diken.



100 2 Déden — en utstillning om livet

Death — an Exhibition about Life

-Med oarna forsdker vi ocksé skapa en mer
modern begravningsplats, dar det &r sérjande och
deras behov som ska vara styrande for utform-
ningen - ett demokratiskt perspektiv i stallet for det
teknokratiska eller byrdkratiska perspektivet, sager
Karin Séderling.

Jarva begravningsplats ska genomféras och for-
hoppningen dr att forsta gravsattningen ska kunna
bli av 2018.

Svenska begravningsplatser i allménhet verkar
forandras ldngsamt, vilket kan ha sin forklaring i
det strdnga regelverk som hanger ihop med olika
tiders behov av kontroll ver biologiska eller bakte-
riologiska processer.

Men det finns ocksa ett estetiskt arv fran 1950-
och 1960-talets modernism, ddr man efterstrévade
strama och stilrena begravningsplatser. Inget fick
sticka ut. Ofta skulle alla gravstenar i samma kvar-
ter vara i samma hojd, men séddana regler har pé
manga stdllen luckrats upp efter hand. P& 1960-
talet hade en nalle vid en gravplats troligen inte
accepterats, men det gér bra i dag. Saker forand-
ras dndd, och begravningsplatser speglar samhdal-
let av i dag, pd flera satt, vilket gor att gamla fore-
stallningar kan krocka med nya.

-Att en gravplats ska vara “vardad” och inte
forfalla passar inte alltid med vér tids idé om att
naturen behdver dtererdvra stadens harda och till-
rattalagda ytor. Dar finns en motsattning - vad ar
forfall och vad ar natur? Vissa tycker att kyrkogar-
darnas gréna ytor kan ge utrymme for ekosystem,

their needs will steer the design - a
democratic rather than a techno-
cratic or bureaucratic perspective,”
Karin Séderling explains.

The Jarva Cemetery will be im-
plemented and the first interment
is planned for 2018.

In general, Swedish cemeteries
appear to change slowly, which
can be explained by the stringent
regulations related to the require-
ments for control over biological or
bacteriological processes.

There is also an aesthetic heritage
originating in the modernism of the
1950s and 1960s of austere ceme-
teries in a pure style. Nothing should
stand out. For example, grave
stones in the same section were
supposed to be of the same height.
However, such rules have gradually
been relaxed. In the 1960s, a teddy
bear at a grave would probably not
have been sanctioned but is ac-
cepted today. Nevertheless, things
change, and in many ways ceme-
teries reflect today’s society in which
old beliefs may come into conflict
with new ideas.

“The idea that a burial place
should be ‘well-kept” and not fall
into decline does not always fit
in with the contemporary idea
of nature winning back the hard
and sanitised surfaces of the city.
Herein is a contradiction - what is
decay and what is natural? Some
believe that the green areas of
cemeteries can provide space for
ecosystems, with flowering mead-
ows, butterflies and bees. Allowing
the grass to grow high in certain ar-
eas does not necessarily imply that
the cemetery is unkempt,” says
Carola Wingren.

Berlin, Tyskland
Berlin, Germany.
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med blomsterdngar, fjdrilar och bin. Att 1&ta grdset
bli hogt pé sina stdllen behdver inte vara samma
sak som att begravningsplatsen &r ovérdad, sdger
Carola Wingren.

Fortfarande ar det s& att svenska kyrkan har
ansvar fér ndstan all férvaltning av begravnings-
platser, men méngfalden marks dndd. P& dagens
kyrkogédrdar finns kvarter for muslimer, katoliker
och ortodoxa kristna, for att bara ndmna négra -
men ocksd blandade kvarter. Den som gér mellan
olika kvarter ser hur de kan berika varandra.

-Det kan bli s& att ett kvarters kultur, till exempel
katolikernas vana att ha ténda ljus pé gravarna,
smittar av sig pd kvarteret bredvid. Eller att vissa
kvarter lockar externa besdkare - de romska gra-
varna har stora hus ovanpd sina gravar, ddr ser
man att manga gér, sadger Carola Wingren.

| dag dr det en majoritet, 80 procent, som kreme-
ras innan askan begravs, vilket ar en stor skillnad
jamfort med 1900-talets borjan. Carola Wingren
menar att kremeringen skapar mer utrymme
for andra aktiviteter eller satt att bruka marken.
Ménga fér plats pd liten yta.

Att vi lever i andra familjebildningar marks
ocksd.

-Det &r inte s& naturligt i dag att bli begravd i
en familjegrav, eftersom det kan finnas flera makar
och barnen dar ifrén olika dktenskap. | framtiden
kan vi tanka oss andra grupperingar. P& en kyrko-
gdrd i Képenhamn har ett mc-géng bokat uppét
40 kvadrat - de vill begravas med sina vanner.
| dag kan man inte forboka gravar pé det sattet

The Church of Sweden is still re-
sponsible for the management of
the majority of cemeteries, none-
theless diversity exists. In today’s
cemeteries there are sections for
Muslims, Catholics and Orthodox
Christians, to name just a few,
and also mixed sections. A walk
through the various sections will
demonstrate how they can enrich
each other.

“What can occur is that the cul-
ture of one section - for example,
the Catholic practice of placing lit
candles on their graves - influen-
ces the adjacent section. Other
sections attract external visitors
- the Roma graves have large
houses atop of their graves, which
attract many visitors,”  Carola
Wingren explains.

Today, 80 per cent of people
choose to be cremated, a figure
that differs greatly from the early
20th  century. Carola Wingren
believes that cremation creates
more space for other activities and
provides alternatives for land use.
There is room for many in a small
area.

The fact that we live in other fam-
ily constellations is also apparent.

“Today, as there may be multiple
spouses and children from different
marriages, family graves are not
particularly common. In the future,
other groupings may become possi-
ble. At a cemetery in Copenhagen,
a biker gang booked up 40 graves
as they want to be buried with
their friends. In Sweden it is not cur-
rently possible to pre-book graves,
although it may be permissible in
the future,” Carola Wingren says.

Although many people choose
to be cremated the question of

Min (o)personliga evighet
My (im)personal eternity

where to bury the ashes - or, in the
case of a garden of remembrance,
where they are to be scattered -
is not always a given in a flexible
society, where many people move
several times during their lives. In
fact, the deceased are more mo-
bile than the living.

“Every year approximately twice
as many deceased as living peo-
ple change address, in the sense
that many people want to be bur-
ied where they came from or at
their summer cottage,” according
to Carola Wingren.

According to the law, all ashes
must be scattered in the same
place. Nowadays it is more com-
mon to scatter ashes in nature
than before. It is permitted to scat-
ter ashes in rivers, seas and lakes,
but not in gardens or in a park.
The ashes must not be divided un-
less they are to be scattered both
in Sweden and in another country.
In such cases, exceptions can be
made. Of course, if families have
access to the ashes they may be
unlawfully divided and scattered,
providing family members several
places to visit to remember and for
contemplation.

In England, private cemeteries
have been built in protest.

“There are documented cases of
people in rural areas that decide
to create a cemetery in order to
preserve a location threatened by
exploitation, appealing to people’s
feelings about the peace of the
grave. In Sweden, no grave may
be reused until after a period of 25
years has passed,” according to
Carola Wingren.

A grave functions as a memento
mori, a place to remember the
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i Sverige, men kanske kan det bli tilldtet s& smd-
ningom, sdger Carola Wingren.

Aven om manga kremeras dr frdgan var askan
ska begravas - eller spridas om det dr i en minnes-
lund - inte alltid en sjalvklarhet i det flexibla
samhdllet, dar ménga har flyttat pé& sig under
livets géng. Faktiskt ar dodas mobilitet storre an de
levandes.

-Ungefar dubbelt sé madnga déda som levande
flyttar procentuellt sett varje ér, i jdmforelse med sin
folkbokférda adress. Det Gr manniskor som kan ha
velat begravas dér de kommer ifrén ursprungligen,
eller vid sin sommarstuga, sager Carola Wingren.

Askan ska enligt lag spridas pd ett och samma
stdlle. | dag sprids den oftare an forr i naturen, och
det ar tilldtet att sprida aska i vattendrag, hav och
sjoar, men inte i tradgérden eller i en favoritpark.
Askan fé&r heller inte delas, om det inte handlar
om att sprida den séval i Sverige som i ett annat
hemland. D& kan undantag géras. Sjdlvklart kan
saker hdnda om anhdriga fér tillgdng till och frak-
tar askan. D& kanske den delas upp och sprids pd&
otilldtet satt i smyg, s& att det finns flera stallen att
anvdnda fér minne och kontemplation.

| England, ddr det ocksd finns privata begrav-
ningsplatser, hander det att sddana anlaggs i
protest.

-Det har férekommit att manniskor pd landsbyg-
den, for att bevara en plats som hotas av exploate-
ring, bestdmmer sig for att skapa en begravnings-
plats, och dérmed utnyttjar mdnniskors kansla for
gravirid. | Sverige ar gravfriden satt till 25 &r vilket
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innebdr att en &terldmnad grav inte fér &terbrukas
forran 25 ar senare, sager Carola Wingren.

En gravplats fungerar som ett memento mori, en
plats att minnas déden pd, meditera och tanka pé
existentiella frégor. De kan ocksé vara en plats dit
efterlevande gdr for att berdtta vad som hander i
deras liv, de samtalar med de déda, tar med sin
nyfodda och visar “har ar mitt barn”. | ménga sta-
der har begravningsplatserna kommit att bli som
alternativa parker, dit manniskor kommer for att
ha picknick, jogga eller promenera med hunden
vilket var forbjudet forr.

Sjalva gravstenarna har ofta en personlig touch
i dag, med namnteckningar och - med inspiration
frén andra kulturer - fotografier. Vilket i sig p&dmin-
ner om gamla tiders gravar.

-Portratt p& gravstenar hade vi faktiskt i Sverige
redan pd& 1600-talet, fast d& pd valdigt pdkostade
bildgravstenar, sdger Anna Petersson, lektor i arki-
tektur som forskar om minnesplatser och begrav-
ningsplatser vid Lunds universitet.

| dag finns ockséd fler foremal kring gravar, nallar,
smycken, vissa typer av kldder och mat. Detsam-
ma gdller de spontana minnesplatser som upp-
stér p& platser ddr en person détt p& grund av en
olycka eller ett brott. Forsta géngen en minnesplats
syntes i media var efter mordet p& Olof Palme,
men sedan dess har de spontana minnesplatser-
na blivit fler.

-Minnesplatser har haft féregéngare. Det finns
en gammal sed - kallad offerkast - dar man hade

dead, meditate and consider
existential issues. It can also be
a place where surviving family
members go to tell the deceased
about what is happening in their
lives; they converse with the dead,
take their newborn baby to show
their relatives. In many cities, cem-
eteries have become something of
alternative parks, people come to
picnic, jog or walk their dog, activi-
ties that were previously forbidden.

Today, gravestones often display
a personal character including
signatures and - inspired by other
cultures - photographs. Which in
itself is reminiscent of the graves of
a bygone age.

“In Sweden, there were portraits
on headstones in the T7th cen-
tury, however, these only featured
on very lavish headstones,” says
Anna Petersson, a lecturer in archi-
tecture who researches gardens of
remembrance and cemeteries at
Lund University.

Today more and more items are
placed on graves, teddy bears,
jewellery, certain types of clothing
and food. The same applies to the
spontaneous roadside memorials
that appear in places where some-
one has died in an accident or as
a result of a crime. The first time
such a memorial appeared in the
media in Sweden was following
the assassination of the Swedish
Prime Minister Olof Palme. Since
then the number of spontaneous
memorial locations has increased.

“Gardens of remembrance have
predecessors. There is an old cus-
tom in Sweden called offerkast, at
sacrificial sites, where people threw
stones and sticks at the place of
a death on the road, in order to,

among other things, prevent the
deceased from rising from the
dead and also to honour them.
Today, in addition to honouring
the dead, the spontaneous road-
side memorials with their flowers
and candles fulfil a function for the
period from when a person dies
until the erection of the grave-
stone,” says Anna Petersson.

The grave is a link between the
living and the dead, between
before and after. Death reminds us
to make the most of life, and that
as long as we still remember peo-
ple they are not gone.

Ana Udovic is a freelance journalist
and a writer.
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Barnbarnens teckningar i form
av tatueringar f6ljer den har
mannen i graven.

This man is accompanied to
the grave by his grandchildren’s
drawings in the form of tattoos.

offerplatser, dar mdnniskor kastade stenar och
pinnar pd platsen for ett dodsfall vid vagen for att
bland annat hindra den dode frén att g& igen,
men ocksd for att hedra personen. | dag dr de
spontana minnesplatserna, med blommor och ljus,
en plats som férutom att hedra fyller en funktion for
tiden mellan att personen détt och att gravstenen
kommer upp, sdger Anna Petersson.

Graven dr lanken mellan de levande och de
doda, mellan fore och efter. Déden p&minner oss
om att ta vara livet, men ockséd om att ingen mann-
iska &r borta sé lange vi fortfarande minns dem.

Ana Udovic dr frilansjournalist och forfattare.



Grav for Georges Rodenbach,
belgisk skald (1855-1898)
The grave of Georges
Rodenbach, a Belgian poet
(1855-1898)

| samband med utstdllningen bjuder vi in till en serie
sommarsamtal om déden. Ett stilla samtal i bersén
mellan en filosof, en skddespelare, en manusférfattare
eller en prdst - om déden, blommor och bin, gravkonst
och allt annat som ryms ddremellan. Det som inte
kan gjutas, svetsas eller huggas ur sten, utan uppstar
mellan mdnniskor, i ett samtal - en delad stund.
- Samtalen dger rum i utstdliningens mitt,
i Galarvarvsparken.
- De bérjar kl. 17 och pagar cirka 30-40 minuter.
- Moderator: Cecilia Runesson, skddespelare, curator
och en av utstdllningens initiativtagare.
- Filt, paraply och sittstol finns att Iana!
- Samtalen fors pa svenska.
In conjunction with the exhibition, we are holding a
series of summer conversations about death. Cordial
conversations in the arbour between a philosopher,
an actor, a screenwriter or a priest - about death,
the birds and the bees, funerary art and everything
else in between. That which cannot be cast, welded
or hewn out of stone, but occurs between people in a
conversation - a shared moment.
- The conversations take place in the middle of the
exhibition in Galdrvarvsparken.
- They begin at 17:00 and last for approximately
30-40 minutes.
- Moderator: Cecilia Runesson, actor, curator and one
of the initiators of the exhibition.
- Blankets, umbrellas and chairs are available.
- Samtalen fors pé& svenska

Oversattning saknas

Sommarsamtal

om doden

Summer Conversations

about Death

SAMTAL
CONVERSATIONS

Torsdag 18 augusti kl. 17
Thursday 18 August 17:00

KARIN JOHANNESSON
KATINKA RANDIN

Karin Johannesson: Skidprdst

i Ovre Alvedals férsamling,
universitetslektor i religions-
filosofi vid Uppsala universitet
och forfattare till bl a Gud fér
oss - om den non-metafysiska
realismen och dess konsekven-
ser for religionsfilosofins uppgift
och natur.

Karin Johannesson: Skiing vicar
in Ovre Alvedal's parish, senior
lecturer in the Department of
Theology, Uppsala University.
Author of, among others, God
for us: On non-meta-physical
realism and its consequences
for the task and nature of the
philosophy of religion.

Katinka Randin: Prast i S:t
Johanneskyrkan, Géteborgs
kyrkliga Stadsmission.

Katinka Randin: Vicar at St
Johannes’ church, Gothenburg's
City Mission.

Tisdag 30 augusti kl. 17
Tuesday 30 August 17:00

HANS RUIN
PETRA REVENUE

Hans Ruin: Fil. dr. i teoretisk
filosofi vid Stockholms univer-

sitet 1994 med avhandlingen
Enigmatic Origins: Tracing the
Theme of Historicity through
Heidegger’s Works. Sedan 1999
knuten till S6dertérns hégskola.
Hans Ruin: PhD in theoretical
philosophy from Stockholm
University in 1994 with the
dissertation Enigmatic Origins:
Tracing the Theme of Historicity
through Heidegger’s Works.
Has worked at Sédertérn
University since 1999.

Petra Revenue: manusférfattare,
radiordst och regissér med
starkt intresse for kyrkogéardar
och déden. Revenue har skrivit
ett tjugotal pjdser och manus
till ett antal filmer. Sedan hosten
2015 &r Petra sidekick till Mor-
gan Larsson i radioprogrammet
Séndagsmorgon i P4.

Petra Revenue: Script writer,
radio broadcaster and director
with a strong interest in cemeter-
ies and death. Revenue has
written some 20 plays and film
scripts. Since autumn 2015,
Morgan Larsson'’s sidekick in
the radio programme Sunday
Morning on Swedish Radio
channel P4.

OVRIGA EVENEMANG
OTHER EVENTS

Tisdag den 7 juni kl.12-16

Tuesday 7 June 12:00-16:00

Om Jarva begravningsplats.
Representanter frén projekt-
gruppen for Jarva begravnings-
plats informerar om bygget av
Stockholms nya och omdiskute-
rade gravfdlt.
"Begravningsplatsen ska ligga
norr om Tensta i sydvastra
hérnet av Jarvafdltet. Har ar

ett omrade med gravar frén
vikingatid och medeltid som

tillsammans med nya gravskick
skapar integration i tid och rum,
mellan gammalt och nytt samt
mellan olika kulturyttringar och
traditioner.” (frén Stockholms
stads hemsida)

On the Jarva Cemetery
Representatives from the project
group for the Jarva Cemetery
inform about the construction of
Stockholm’s new and controver-
sial cemetery.

“The cemetery will be located
north of Tensta in the south-
east corner of Jarvafdltet, in an
area comprising graves from
the Viking and Middle Ages
which together with new burial
customs create integration in
time and space, between the
old and the new and between
different cultural expressions
and traditions.” (From the City
of Stockholm’s website)

Tisdag den 21 juni kl. 19-21
SOMMARSOLSTANDET
Tuesday 21 June 19:00-21:00
SUMMER SOLSTICE

Kom och dansa dédspolska
med Klas af Edholm och
Andreas Risan!

Come and dance a death
polska with Klas af Edholm and
Andreas Risan!

Déden och dansen. Folkdansens
beréringspunkter och kopplingar
till déden ar flera. | Gldre tider
dansades framférallt polska vid
religiésa hogtider och vid grav-
6l. Jultiden framstér pd manga
stt som en hogtid tillagnad de
ddda, och dar ingar dansen
som en central punkt. Aven vid
midsommar var allskns osynli-
ga makter i farten och dansade
gjorde man &ven dé.

Death and dance. There are
numerous similarities and con-
nections between folk dance

and death. In the old days, the
polska was often danced at
religious festivals and funeral
feasts. Christmas was a festival
dedicated to the dead in which
dance was a central compo-
nent. Even at midsummer, when
all manner of invisible powers
abounded, people danced.

Klas af Edholm dansar med
mungigan och musicerar med
sin kropp. Rytm och dynamik
ar lika sjdlvklart i dansen som
i den spelade musiken.

Klas af Edholm dances with a
Jew’s harp and makes music
with his body. Rhythm and
dynamics are as evident in his
dance as in the music played.

Andreas Risan spelar fiol och
hardingfela. Han varierar sitt
musikaliska uttryck samtidigt
som han behdller ett stadigt
driv och lyhérdhet infér sina
medmusikanter och dansare.
Andreas Risan plays violin and
Hardanger fiddle. His musical
expression varies while always
keeping a steady pace and he
is sensitive to his fellow musicians
and dancers.

Med reservation fér Gndringar.
For uppdaterad information
se Liljevalchs hemsida
www.liljevalchs.se eller info-
kiosken vid utstdllningen.

The programme is subject to
change. For updated informa-
tion see Liljevalchs’ website
www.liljevalchs.se or check

the info kiosk in the exhibition.



ESTONIAMONUMENTET @
INVIGT 1997

KONSTNAR Mirostaw Batka

PLACERING Vid Galdarvarvets kyrkogéard

MINNE Offren f6r Estoniakatastrofen. Totalt
852 omkomna, men 815 inristade namn.

THE ESTONIA MONUMENT

INAUGURATED 1997

ARTIST Mirostaw Batka

PLACEMENT At the Galdrvarv Cemetery
COMMEMORATING The Victims of the Estonia
Disaster. 852 victims, 815 engraved names.

GALARVARVETS KYRKOGARD @
ANLAGD 1742
(L&s mer pd ndsta uppslag)

THE GALARVARV CEMETERY

BUILT IN 1742
(Read more on next spread)

FN-MONUMENTET @
INVIGT 1995
KONSTNAR Liss Eriksson

PLACERING Sj6historiska museet vid Gardet
MINNE Svenskar som omkommit i FN-tjGnst.

THE UNITED NATIONS MONUMENT

INAUGURATED 1995

ARTIST Liss Eriksson

PLACEMENT The Maritime Museum at
Gardet

COMMEMORATING Swedes killed in active
United Nations service.

Minnesplatser runt Djurgarden

Memorials on Djurgdarden

SVERIGES VETERANER
Restare

INVIGT 2013

KONSTNAR Monika Larsen Dennis
PLACERING Gardet, vid Villa Kallhagen
MINNE Landets alla veteraner.

SWEDEN'S VETERANS
Restare

INAUGURATED 2011

ARTIST Monika Larsen Dennis

PLACEMENT Gdardet, at Villa Kallhagen
COMMEMORATING The Veterans of Sweden.

DJURKYRKOGARDEN @

THE ANIMAL CEMETERY

FOLKE BERNADOTTE @
INVIGT 2011

KONSTNAR Solveyg W. Schafferer-Sigerus
PLACERING Djurgdrdsbrunnskanalen

MINNE Folke Bernadotte och hans géarning

inom bland annat R6da Korset med Vita
bussarna.

FOLKE BERNADOTTE

INAUGURATED 2011

ARTIST Solveyg W. Schafferer-Sigerus
PLACEMENT The Djurgarden Well Canal
COMMEMORATING Folke Bernadotte

for his work with the Red Cross and the
White Buses.




GALARVARVETS KYRKOGARD @
Galdrvarvets kyrkogard var
ursprungligen avsedd fér avlidna ur
orlogsflottan, vilket framgar av gravar-
nas symboler och inskriptioner. Det finns
idag inga enskilda gravplatser kvar att
ta i bruk, men ddremot har man skapat
nya platser med gravskick av kollektiv
karaktdr. En minneslund invigdes 1995
och ddrefter har Gven en askgravplats
och en askurnlund anlagts. | det lilla
kapellet finns plats for 15 sittande och
dar halls bade borgerliga och kyrkliga
begravningsceremonier.

Galdrvarvets kyrkogard skéts och forval-
tas av Stockholms kyrkogdrdsforvaltning.

THE GALARVARV CEMETERY

Criginally, the Galarvarv Cemetery was
intended for deceased Naval servicemen,
as the graves symbols and inscriptions
testify. Currently, there are no individual
graves available, however, places of burial
of a collective nature have been created.
A garden of remembrance was inaugurated
in 1995 and an ash burial site has also
been built. The small chapel accommo-
dates 15 seated guests and both civil and
ecclesiastical funerals are held here.

The Galarvarv Cemetery is maintained and
managed by the Cemeteries Administration
of Stockholm.

Bild kommer

Sju dikter av Eva Runefeldt
Seven poems by Eva Runefeldt

Munnens blomst
Flowers of the Mouth

Gir lingsmed jorden
stoppar hinder diri
Planterar de sista andetagen

ur s3 djupa munnar

Dir hasar en smak av gamla vetekex,

minniskor som forlorar revir

S4 sitta i Efterit
Nogsamt sy sirkar

till de i huvudet docksm3
minniskorna

som jag hinger tvirs

genom rummen

VValking along the earth
sticking my hands in it
Planting the last breaths

from so deep mouths

There scu_/j‘_s a taste ofold wheat biscuits,

people who have lost their territory

Then sitting in the After

Fastidiously sewing shifts
to the imagined doll-sized
humans

whom I hang across

the rooms
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