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Dear visitors, welcome to an exhibition that brings 
together works from the Magasin III collection and an  
exquisite group of votive offerings from the Museum of 
Mediterranean and Near Eastern Antiquities in Stockholm. 
 I would like to develop a thought that the exhibition 
curators, Tessa Praun and Richard Julin, mention in their 
introduction—briefly summarized: Is everything around 
us only “wretchedness”? Is our world only filled with in-
justice and war? Are all the “big news” items exclusively 
tragic or has it always been so since the dawn of time? Is 
the only difference our unlimited access to a high-speed 
news stream that connects us to unrest all over the world 
in microseconds? Has the feeling of “overload” finally  
taken over? 
 In this world of relentless destruction there is also in-
credible beauty. In the themes explored in Like A Prayer, 
there exists brutality, fragility, dissonance, and harmony, 
subtlety, and previously mentioned beauty. It gives me great 
consolation that these contradictory notions can coexist in a 
brilliantly conceived exhibition. It is something that only out-
standing visual art can achieve—I hope you agree with me. 
  My sincere thanks to the Museum of Mediterranean 
and Near Eastern Antiquities, the exhibition curators, the 
colleagues at Magasin III and, last but not least, the phe-
nomenal artists who contributed with their exceptional 
knowledge and visions. 

David Neuman, Museum Director
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give physical form to abstract emotions evoked by current 
events when shown in this context. 
 The twenty-five Etruscan votive offerings in terra-
cotta from around 200 BCE, on loan from the Museum  
of Meditewrranean and Near Eastern Antiquities’ collec-
tion, all represent human body parts. These objects were  
offered to the deities in the hope of receiving help for some 
infirmity or in gratitude after recovery. The intent associ-
ated with these offerings remind us how humans search 
for consolation in times of uncertainty in order not to give 
up hope. Our intention with this exhibition is to offer a  
poetic interpretation of moments of crisis in which objects—
both antique and contemporary—can be seen as a kind  
of prayer. 
 We would like to thank Christian Mühlenbock, Acting 
Director at the Museum of Mediterranean and Near East-
ern Antiquities, for receiving our idea for this exhibition 
with such enthusiasm and for contributing a text about the 
Etruscan tradition of votive offerings.

Richard Julin and Tessa Praun
Exhibition Curators

Like A Prayer

The news media informs us daily about the uncertain state 
of the world, rife with incomprehensible violence, anxi-
ety and disease. We attempt to interpret and process this  
information as best we can, while those directly and per-
sonally affected are forced to change their lives in order 
to survive and cope with their situation. A basic human  
response seems to be a resolute hope for recovery and the 
solace it brings. 
 Sculptures in various materials such as glass, plastic, 
bronze, wood, ceramic, wax, terracotta, and marble that 
suggest or show different body parts; casts of plants or 
organic forms believed to come from nature; a series of 
eighty-three etchings of barbaric scenes of violence that 
feel uncannily current today. The exhibition Like A Prayer 
presents works by Swedish and international artists from 
the Magasin III collection, alongside a group of Etruscan 
votive offerings from the Museum of Mediterranean and 
Near Eastern Antiquities in Stockholm. 
 We believe that the artworks shown are both frag-
ile and forceful investigations of highly personal or col-
lective experiences and memories. We are well aware 
that each one has been wrought in a context that may lie  
entirely outside the exhibition’s main theme. However, our 
own disquiet about the world around us has influenced 
our perception when selecting pieces from the Magasin III 
collection. In some cases we noticed that works are direct 
interpretations of real life situations. Others seem able to 
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Etruscan terracotta votive offerings 
from Tessennano (Vulci)

Depictions of people, often made of stone or clay, are one 
of the most prominent motifs in the collections of the  
Museum of Mediterranean and Near Eastern Antiquities in 
Stockholm. Often we find the images of gods, goddesses, 
emperors and pharaohs appearing as idealized portraits of 
individuals with divine power. Depictions of ordinary peo-
ple are harder to find, and this is why the terracotta objects 
from Tessennano are so fascinating. Here we find not only 
the representations of ordinary men and women, but also 
depictions of their limbs and inner organs. Sometimes an 
individual is represented by a single body part: a genital or-
gan, a hand, a foot or even a breast or an abdomen. Excep-
tionally we may find lungs, uteruses and, in one instance, 
a heart. The fact that singular body parts are individually 
wrought is definitely one of the most fascinating aspects 
of the collection, at least for us modern observers. For the 
Etruscans, the population who made these objects in an-
tiquity, the collection certainly had a deeper significance. 
  Since most collections of Etruscan terracotta votives 
have been discovered in or around sacred sites, we under-
stand that the objects had religious significance. They were 
probably placed in shrines as gifts for the gods as tokens 
of gratitude. We have unfortunately very little informa-

Etruscan votive offering (stomach) ca 200 BCE. Courtesy the Museum of 
Mediterranean and Near Eastern Antiquities in Stockholm. 
Photo: Jean-Baptiste Béranger
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tion about the context in which the Tessennano terracotta  
votives were found. According to the Italian archaeologi-
cal authorities responsible for the excavations, the objects 
were found in close proximity to what is assumed to be 
an Etruscan temple area dated to the first three centuries  
before the Christian Era.
 An aspect often discussed in relation to the Tessen-
nano terracotta votives is their significance from a medi-
cal standpoint. The objects testify unquestionably to the 
anatomical knowledge of the Etruscans and their physi-
cians. One can see that they had a basic medical knowl-
edge because they correctly depicted most organs. In a few 
instances, however, particularly for renderings of internal 
organs, it is evident that the form is not always completely 
accurate. Therefore, we sometimes need to interpret what 
these votives may represent. Yet the most central aspect 
to keep in mind is that they were most likely meaningful as 
objects intended for healing. In antiquity, so-called “heal-
ing sanctuaries” and shrines were common, and the objec-
tive of these places was to institutionalize bodily, and per-
haps even spiritual, healing. In Italy, similar shrines were 
commonly located in the Etruscan territories in Etruria, 
Campania and southern Etruria. In this context, it is pos-
sible that the terracotta votives were offered as a preventa-
tive measure to ensure that one would remain healthy and 
lead a happy and fulfilled life. Another alternative is that 

Etruscan votive offerings (uterus), ca 200 BCE. Courtesy the Museum of 
Mediterranean and Near Eastern Antiquities in Stockholm. 
Photo: Jean-Baptiste Béranger
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teacher. He represented youth and watched over puberty. 
The fact that some of the terracotta figures also depict 
young boys or body parts of young boys may indicate that 
the sanctuary in Tessennano was an important place for 
the transition rites of childhood and youth into manhood.  
These rites of passage were to guarantee a safe and suc-
cessful transition from one stage of life to the next. In  
addition, the unusually large amounts of genitalia denote  
a strong personal desire to become a parent. 
 As was the case with the findings in Tessennano, Etrus-
can terracotta votives are often found in pits or placed in 
gaps between rocks and similar natural formations. These 
seem to be secondary deposition sites. In antiquity, it was 
common practice to regularly clear out the temples and 
bury the objects near the temple. It was also believed that 
the objects had three phases in life: the first when they 
were made, the second when they were placed inside the 
temple, and third, when they were buried and reunited 
with the Earth and Mother Nature. 
 Today, these objects have been given new life—or 
maybe life was only temporarily paused. The exhibition at 
Magasin III revitalizes the objects, giving them new mean-
ing in close connection with new visitors and new objects. 
The most interesting part is that we can add a new chapter 
to the exciting history of these objects. 

Christian Mühlenbock
Acting Director at the Museum of Mediterranean 

and Near Eastern Antiquities in Stockholm

these objects were offered by individuals suffering from 
an illness, which might account for the various body parts. 
The logic is quite simple: if one was childless, one would 
offer a uterus or a penis with the hope that the gods would 
reciprocate by granting a pregnancy and ultimately a child. 
If one had a broken foot, one would offer a votive in the 
form of a foot, hoping for recovery, and so on. 
 The objects were made by local craftsmen possibly with 
some instruction from temple visitors. Some of the figurines 
are cast while others are modeled by hand. After produc-
tion, they were placed inside the temple: on shelves, hung 
from a hole that allowed them to be mounted on the wall, 
suspended by a string from the ceiling, or possibly posi-
tioned on an altar. Eventually, this is how large numbers of 
terracotta votives accumulated over time and created, then 
as now, an overwhelming sight. The intended effect created 
by the large volume of pieces on display undoubtedly testi-
fied to the temple’s importance as a place of worship and the 
power of the God or gods worshiped there. The objects were 
also a manifestation of the temple’s past, present and future. 
The present, because the gift (to the God or gods) happens 
here and now; the past, because the offering is unmistakably 
a part of a local tradition; and the future, since the intention 
with the votive offering was to give something in the hopes 
of securing good fortune in return.
 At the archaeological site in Tessennano, some bronze 
objects were also found. One of the bronzes depicts Apollo, 
the god of light and art. One of Apollo’s main tasks was to 
be an oracle, but he was also a hunter, a musician, and a 
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Linus Nordensson Spångberg 
Born in 1984 in Malmö. Lives and works in Stockholm. 

Linus Nordensson Spångberg studied philosophy and made 
music before he studied art. In fact, it was his interest for 
electronic music, sound, and electromagnetism that in-
spired him to create physical objects. His work combines 
this background with an interest for history, focusing on 
issues of permanence and development in language and 
materials. 
 Uranium Glass Map (2014) was inspired by a visit to a 
facility designed for nuclear waste. He learned that in the 
future, radioactive uranium will likely be disposed of and 
sealed 500 meters underground for at least 100,000 years. 
In order to inform future generations about where uranium 
has been buried, maps etched in glass will be placed in sev-
eral different archives in Europe. The artist was inspired 
by the staggering thought of how to convey crucial knowl-
edge to a society so far into the future. Uranium Glass Map 
does not give us any directions to any storage place for 
our contemporary civilization. Rather, the artist reveals 
that he is “more interested in indicating coordinates to an 
imaginary place beyond humanity.”
 The two untitled works from 2014 are reminiscent of 
rock walls inside an artificial tunnel. Their rough surfaces 
have colors in different layers, as if created through chemi-
cal corrosion. They can be seen as a reminder that noth-
ing is permanent, especially when placed in the care of  
humans.

Linus Nordensson Spångberg, Uranium Glass Map, 2014. 
Photo: Linus Nordensson Spångberg
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Jake & Dinos Chapman
Born in 1966 in Cheltenham, and in 1962 in London, United Kingdom, 

respectively. Live and work in London.

British brothers Jake and Dinos Chapman have collabo-
rated artistically since the early nineties. Their sculptures 
in plastic and fiberglass, which reenact historical scenes of 
violence, are both grotesque and humoristic. One of their 
more well-known works is Hell (1999), a series of three-
dimensional tableaux with over 30,000 miniature models, 
some wearing Nazi uniforms, Ronald McDonald figurines, 
small human skeletons and various animals. The installa-
tion illustrates human pain by combining historical, reli-
gious and mythological references. 
 The basis for the series Disasters of War (1999), is one 
of art history’s most influential artworks, Francisco Goya’s 
Los Desastres de la Guerra, 1810–1820. Goya’s etchings 
depict the Napoleonic army attacking the Spanish popula-
tion, and also the Spanish peasants’ retaliation during the 
invasion. The images are often described as the first depic-
tions of the horrors of war devoid of any romanticism.
 In the eighty-three images shown, the Chapman broth-
ers have intervened in Goya’s iconic motifs, for example 
drawing rabbit ears on a figure, or placing a swastika over 
an entire composition. They have even created extra prints 
depicting conflicts from our era with surrealistic interpre-
tations or insertions of childish humor. Los Desastres de la 
Guerra has also inspired other works such as Great Deeds 
Against the Dead (1994), which consists of three-dimen-

 “What happens when a language disappears? And, 
not least, a civilization? How will the creatures of the  
future look back at our culture? To see Etruscan culture in 
relation to our final repositories is a frightening thought.” 
Linus Nordensson Spångberg, June 30, 2015.

Linus Nordensson Spångberg, Untitled, 2014, and Untitled, 2014. 
Photo: Jean-Baptiste Béranger
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sional tableaux of each etching with miniature figures. The 
artists are interested in the representation of that which is 
impossible to reproduce, and putting the viewer in a state 
of complete moral panic. 
 Disasters of War was shown in Magasin III in the 
spring of 2007 as a part of the exhibition Jake and Dinos 
Chapman & John Currin.

Jake & Dinos Chapman, Disasters of War, 1999 (details). Jake och Dinos Chapman , Disasters of War, 1999 (detalj).



16 17

Ulf Rollof
Born in 1961 in Karlskrona, Sweden. 

Lives and works in Stockholm and Ventura, CA, USA.

Ulf Rollof has often worked with human physical and  
mental vulnerability in his artistic practice. By using  
diverse materials and techniques, Rollof explores contrast-
ing notions ranging from deconstruction to vitality, life and 
death or brutality and nurturing. The artworks are based 
on his own experiences, at times particularly difficult ones, 
that touch on something universally human. 
 A few years before Container (2001) was created, Rollof 
began to scrutinize his practice from an autobiographical 
perspective to further understand why he communicated 
the way he did. 
 “To see oneself from the outside is a painful process, for 
those who choose that path. In my case, the spiritual pain 
was further complicated by very real/excruciating physical 
pain. Today, I understand very well what caused it and I 
have since received medication for Parkinson’s disease, but 
at that time I thought the pain would go away by working 
harder in psychotherapy. I had a long way to go…
 In psychology, the term ‘container’ is a concept that de-
scribes the function of the mother as a figure that mediates 
the child’s experiences. I chose to render this term physical-
ly as a three-dimensional object, just like a child needs to 
see and touch something in order to understand the world. 
I saw my mother as a bowl in which I placed all the experi-
ences from my surroundings.”  Ulf Rollof, July 13, 2015.

 Container was previously shown in Magasin III in the 
exhibition Thrice upon a time in 2010.

Ulf Rollof, Container, 2001. Photo: Jesper Nordström
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Sirous Namazi
Born in 1970 in Kerman, Iran. Lives and works in Stockholm.

On November 15, 1978, Sirous Namazi’s family home in 
Shiraz, in southwestern Iran, was plundered during the 
persecution of persons from the Bahá-í faith. The destruc-
tion of their home forced the family into hiding. In 1986, 
Namazi and his siblings were smuggled through Pakistan 
to Lund, Sweden. Their parents followed two years later. 
  Sink (2014) is part of a series of works that reconstruct 
objects from the plundered home. Namazi reconstitutes 
the objects according to how family members remember 
them and the few photographs that remain. In addition to 
Sink, the series includes sculptures shaped like a refrigera-
tor, Venetian blinds, a chandelier and parts of a staircase 
made in concrete. These physical fragments of the house 
have been recalled by each family member in a different 
way, and it was Namazi’s task to decide how they would 
come to life as sculptures. The subtle topographic surface 
on the sculpture is the result of Namazi’s choice to make 
the piece with an early 3D printer. 

Sirous Namazi, Sink, 2014. Photo: Carl Henrik Tillberg
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Sigalit Landau
Born in 1969 in Jerusalem, Israel. Lives and works in Tel Aviv.

 
Before her education as a visual artist, Sigalit Landau stud-
ied dance. In her early video works, she herself appears in 
performances of various kinds. The fragility and resilience 
of the body are the focus of video works like Barbed Hula 
(2000), where a nude woman twirls a hula-hoop made of 
barbed wire around her waist in slow motion. Another 
piece where the limits of the body are central is Stand-
ing on a Watermelon in the Dead Sea (2005). In this video 
work we see the artist, filmed under the extremely salty 
water, balancing on a water melon.
 Woman Giving Birth to Herself (2003) was made in 
Stockholm during Landau’s residency at IASPIS (The 
Swedish Arts Grants Committee’s International Studio 
Programme). The piece is made of papier-mâché, an old 
technique for making objects quickly and inexpensively. In 
this sculpture, the artist used newspapers as well as other 
materials. Upon closer observation, one notices a peep-
hole in the sculpted body’s back. Landau asked herself 
many questions during the process of making this piece, 
including reflecting on the capability of humans to shed 
their skin and be reborn. 
  The sculpture Woman Giving Birth to Herself was 
shown at Magasin III in the exhibition Thrice upon a time 
in 2010.

Sigalit Landau, Woman Giving Birth to Herself, 2003. Photo: Jesper Nordström



22 23

Mona Hatoum
Born in 1952 in Beirut, Lebanon (British-Palestinian). 

Lives and works in London and Berlin.

In her artworks, Mona Hatoum unites her interest for aes-
thetics with political and social themes. She was born in 
1952 to Palestinian parents living in Beirut, but moved to 
London in 1975 when the civil war in Lebanon prevented 
her from returning home. Her works focus on conflict-rid-
den themes such as violence, oppression and voyeurism, 
often in relation to the human body. 
  Nature morte aux grenades (2006–2007) consists of 
a table filled with glass objects that attract the eye with 
bright colors and seductive, shiny surfaces—like over-
sized candies. Upon closer inspection, we discover that the  
objects are shaped like different models of hand grenades. 
The first hand grenades known to be used in battle were  
the ancient “fireballs,” and later ceramic and glass con-
tainers filled with “Greek fire.” An improvised version of a 
hand grenade made with glass bottles is the Molotov cock-
tail, first used in the Spanish Civil War. 
  The swings in Balançoires en fer (1999–2000) are in-
stalled so tightly that they discourage any play or swinging. 
A closer look at the edges of the metal swings reveals that 
they have been sharpened like knives.
   “You first experience an artwork physically. I like the 
work to operate on both sensual and intellectual levels. 
Meanings, connotations and associations come after the 
initial physical experience as your imagination, intellect, Mona Hatoum, Balançoires en fer, 1999–2000. Photo: Mattias Givell
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psyche are fired off by what you’ve seen.” Mona Hatoum.
 Nature morte aux grenades was shown at Magasin III 
in the exhibition Betwixt in 2008, and Balançoires en fer 
was shown in Hatoum’s solo exhibition at Magasin III in 
2004.

Mona Hatoum, Nature morte aux grenades, 2006–2007. 
Photo: Jean-Baptiste Béranger

Mona Hatoum, Nature morte aux grenades, installation view, Magasin III, 
2008. Photo: Martin Runeborg
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Lars Nilsson
Born in 1956 in Stockholm, Sweden. Lives and works in Stockholm.

“This work looks like our idea of a typical ruin of Classical 
sculpture, a fragment of a standing male figure, and then 
from the other side it looks like a splatter effect in a zombie 
movie rather than a traditional clay work.” Lars Nilsson in 
conversation with Magasin III in the fall of 2014.
 Lars Nilsson has not shunned away from controversial 
issues such as the male gaze, sexuality, or the dark side of 
our emotional lives. In installations, paintings, films and 
photographs, he puts together different references and time 
periods. A painting by the American painter Cy Twombly, 
James Cameron’s science fiction film Avatar (2009), or a 
historical text about civil law, can spark an idea for a new 
artwork. Since the early nineties, he has also worked with 
the sculpted body. Casts of his own face or headless body 
in clothing he has worn himself appear in provocative or 
violent situations. 
 Unknown Man (2014) is cast in a composite material 
and sprayed with a matte paint to resemble clay. In re-
sponse to a question about how this piece relates to the 
exhibition’s theme, Nilsson sent us the following quote by 
Montesquieu: “Thus, in fabulous times, after the inunda-
tions and the deluge, there arose out of the earth armed 
men, who exterminated one another.” *

* Charles Louis de Secondat, Baron de Montesquieu, The Spirit of Laws, Book 
XXIII, Chapter XXIII, first pub. 1748.

Lars Nilsson, Unknown Man, 2014. Photo: Jean-Baptiste Béranger
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Louise Bourgeois 
Born in 1911 in Paris, France. 

Lived and worked in New York until her death in 2010. 

The art of Louise Bourgeois grew from a need to process 
her personal memories and fears by giving them physical 
form. She saw art as “a guarantee of sanity.” What drove 
her was not the hope to influence the status quo or feel-
ings. Her creative process was instead a way for her to 
keep emotions in check and reconcile with her own mental 
and physical setbacks. 
 The human body is always present in Bourgeois’ work 
and often appears in fragments. For her various body parts 
had different memories and her fear of the past was con-
nected to different bodily functions. 
 She often described the physical labor involved in her 
work as a sort of exorcism or a struggle, and the choice of 
material was based on its resilience. Working with marble 
involves a special gathering of force, which can be difficult 
to sense when one sees the peaceful and gracious pose in 
Jambes Enlacées (1990). The position of the legs is physi-
cally impossible, as if they had been severed from the body. 
 “Twisting is an aggressive act. The twisting of a form 
has always meant a great deal to me—the washing and 
ringing of the tapestries in my childhood; the ringing of the 
neck of a person you don’t like; the twisting of the arch of 
hysteria. In the work Jambes Enlacées, the twisting is sub-
tle. I’m interested in the way people twist each other into 
pretzels.” Louise Bourgeois, June 27, 2002, text contribu-

tion to the exhibition Extensions at Magasin III, 2002– 
2003, when Jambes Enlacées was shown.

 

Louise Bourgeois, Jambes Enclacées, 1990 (detail). Photo: Anna Kleberg
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Peter Schuyff
Born in 1958 i Baarn, the Netherlands. 

Lives and works in Amsterdam.

In the 1980s and 1990s, Peter Schuyff established himself 
as a painter in New York. His first carved artworks came 
about on a hiking trip through the jungles of New Guinea. 
He brought only a single change of clothes and a pocket-
knife, which he used to carve at night in the dark. Holding 
the knife still in his hand and swirling a stick around it at 
different angles, he created patterns that he later came to 
see as algorithms or mathematical formulas.
 Back in New York, Schuyff moved out of the Chelsea 
Hotel where he had lived for sixteen years, and discarded 
most of his personal belongings. Without any future plans 
he began carving pencils in the same way he carved sticks 
during his travels. Carving thus became a temporary life 
mission. He imagined that carving was all he could do in a 
post-apocalyptic scenario and the pencils could potential-
ly function as a kind of currency, perhaps as a belief that 
something he made with his own hands could somehow 
manage his own fate. For Schuyff, carving is a meditation 
that he turns to when he needs to take a break from paint-
ing. 
 Eight small totems (2006) has been carved out of logs 
that the artist found on a beach near Vancouver. When 
Schuyff moved there in 2003, he began working with 
logs instead of sticks and pencils. Even though he no lon-
ger worked in darkness, he worked in a meditative state  

using a similar technique. The sculptures, resembling  
totem poles, are created with a strong presence in the  
moment, disconnected from worldly distractions. 
 “While I’m working, I figure the less I think the better 
I do. But still I have to pay attention. If I wasn’t paying  
attention I’d be asleep. Not thinking but staying awake!” 
Peter Schuyff, June 6, 2015.

Peter Schuyff, Eight small totems, 2006 (detail). Photo: Jean-Baptiste Béranger
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Matts Leiderstam
Born in 1956 in Gothenburg, Sweden. Lives and works in Stockholm.

In Matts Leiderstam’s practice, nature and city parks are 
recurring starting points. They are places where romantic 
dreams and carnal desire may be fulfilled, but also sites of 
violence and abuse. 
 The artist created the vases in conjunction with the 
touring solo exhibition The Shepherds in 1994, “which 
came about in a time when the AIDS epidemic was still  
raging. In the early 1990s I was picking up guys in the  
park, and there I faced a double threat: the risk of either 
getting contaminated by the HIV virus or being beaten up 
by a young neo-Nazi. I look back at that time with a certain 
romanticism and melancholy and realize that the disease 
dominated parts of my life and my generation. I was damn 
lucky to get through it,” says Leiderstam. 
 The titles are appropriated from famous gay porn stars 
of that era. Every vase has an opening shaped like an anus 
and each is glazed in an individual color. They are stately 
and fragile at the same time. Leiderstam made them “as a 
reaction to the violence and death of the nineties, but also 
as nostalgia for the time before AIDS—when one had sex 
without protection and was ‘glad to be gay’—when those 
porn stars were still alive. But there are two layers to this 
nostalgia: a craft that I mastered while studying turning at 
the Swedish ceramic manufacturer Rörstrand in the seven-
ties, and the forms of the vases inspired by fifties design 
which I admired. At the time, I saw these vases as politi-

cal and not at all autobiographical, but now I do.” In light 
of the history of the Etruscan terracotta votive offerings 
delivered 2,200 years ago for the sake of hope and heal-
ing, these vases may also be seen as incantations to ward  
off death.  
 A selection of these vases was shown at Magasin III in 
Spatiotemporal: Works from the Collection ‘88–98, Part I 
in 1998, and in Thrice upon a time in 2010. 

Matts Leiderstam, Chuck, 1994, Doug, 1995, Pierre, 1995, Dietrich, 1995, 
Ahmed, 1994, Claude, 1994, Dick, 1995. Photo: Therese Kellner
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Per B Sundberg
Born in 1964 in Stockholm, Sweden. Lives and works i Stockholm. 

Per B Sundberg has worked with ceramics and glass since 
the early eighties. Between 1994 and 2005, he was active at 
Orrefors glassworks, where he developed new techniques 
for working with glass. In his studio at the former Gustavs-
berg porcelain factory, Sundberg continues to experiment 
with clay, glazing and the use of found objects. 
 Sundberg’s artworks raise questions about taste. They 
are often reminiscent of vases and other decorative objects, 
yet they radically break away from the conventional stan-
dards. In recent years, the artist has experimented with  
ceramic sculptures that are fired multiple times with lay-
ered glazing techniques. The resulting objects’ forms lead 
one to think of elements such as rock formations, coral, 
moss or bacterial cultures. The expression is wide-rang-
ing, from figurative to abstract, from beautiful to repulsive,  
often in direct confrontation between the two extremes. 
 “When I work, I do so intuitively and responsively. 
The experimentation and the fact that I do not know what 
will result from the different firings, forces me to be atten-
tive to when the object starts to become something that  
appeals to me and communicates something. I see the 
three Object with hole that are part of Like A Prayer with 
characteristics such as: Brutally wounded; Blossoming / 
Filled with fish roe; An orbit / towards change / covered with 
parasites at different stages / Fantasy.” Per B Sundberg, 
June 29, 2015.

Per B Sundberg, A piece of nature, 2014, Object with hole, 2015 (detail), and 
Object with hole, 2014 (detail). Photo: Jean-Baptiste Béranger
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Emil Westman Hertz
Born in 1978 in Bornholm, Denmark. 

Lives and works in Gudhjem and Copenhagen. 

A fascination for natural forms and materials is often the 
basis for Emil Westman Hertz’s artworks. In his installa-
tions, sculptures made of wax, bone, wood and clay create 
scattered and enigmatic references. 
 The sculptures in the exhibition—casts of plants, a 
skull encrusted with seashells, squids in lead and a pyra-
mid-shaped object—hover between representation and  
abstraction. Are they fossilized nature, traces of a research 
journey, or a collection of artifacts to be used in some sort 
of ritual? Emil Westman Hertz creates fragmented nar-
ratives based on a highly personal symbolism filled with 
objects seemingly from another time or world. The con-
nections between them follow their own logic, like dreams 
with a complex logic that dissolves upon waking. It is a  
peculiar universe that seems to find strength in nature 
when civilization is in flux. 
 The title The Western Lands (2012), is inspired by 
American writer William S. Burroughs’ novel The West-
ern Lands, published in 1987. The book describes Egyptian 
death rituals and the journey undertaken by dead souls 
in the underworld. The artist is inspired by William S.  
Burroughs’ writings, “especially in how he incorporates 
visions, imaginative history and science. There is for me a 
sort of acceptance that everything is what you want it to 
be.” Emil Westman Hertz, June 15, 2015. Emil Westman Hertz, Skallehoved, 2012. Photo: Anders Sune Berg
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Maria Nepomuceno
Born in 1976 in Rio de Janeiro, Brazil. 

Lives and works in Rio de Janeiro.

Ropes, beads and thread create organic forms in the work 
of Maria Nepomuceno. These forms could be found in  
fossils from the Jurassic period as well as in organic  
structures inside the human body. The sculptures grow 
like DNA structures in continuously spiraling shapes. For 
Nepomuceno, this circular motion is in symbiosis with uni-
versal lifecycles, and in the artworks we are able to find 
symbols for birth, life, death, and rebirth. 
 It was a critical bodily experience that made Nepomu-
ceno start working with ropes. When she was pregnant, 
the umbilical cord was wrapped twice around the neck of 
the fetus. For the artist, rope has a poetic kinship with the 
umbilical cord and in this light her artworks can be seen as 
a gesture of gratitude for life itself. 
 Untitled (2009) is made of hemp rope, which has been 
used for centuries by native populations in South America. 
For Nepomuceno, this material is a way to connect to her 
own roots. She works from a desire to create a sensation 
of journeying from the beginnings of culture to the present 
time. 
 “In my work, nature always wins. Plants, animals, land-
scape, cosmos, humans… a hybrid of all manifestations of 
nature are the essence of this piece. This work, Untitled, 
created in 2009 using manual techniques of sewing and 
braiding is all built in spirals. The spiral is a symbol of the 

integration between man and nature. It is an open shape 
that expands into infinity while contracting inward.”  
Maria Nepomuceno, July 7, 2015. 
 The sculpture was shown in the artist’s solo exhibition 
Always in a Spiral at Magasin III in 2009. 

Maria Nepomuceno, Untitled, 2009. Photo: Jesper Nordström
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Eitan Ben-Moshe
Born 1971 in Haifa, Israel. Lives and works in Tel Aviv.

“I think museums need to be more like temples whose gods 
are beauty, spirit, and madness.” Eitan Ben-Moshe.
 Ben-Moshe creates artworks that resemble living  
organisms, futuristic beings or shamanic objects. He com-
bines materials and sculpts forms that are often hard to 
define. They do not clearly belong to any time period, and 
are rather evasive like the science fiction genre in which 
events may occur in the present, past, future and in parallel 
worlds at the same time.
 A couple of years ago, Ben-Moshe created Ozone Flute, 
a project in which his alter ego the Tailor consulted psy-
chics in different cities. In places where the psychics felt 
the urban energy was blocked, the artist placed small hand-
made flutes. They were attached to walls, trees, drainpipes 
and under a bridge, rendering visible these perceived scars 
in an attempt to heal the disrupted energy.
  The sculptures in Like A Prayer also explore the 
potential healing properties of art. Made of different 
kinds of glass, crystals and epoxy resin; they express both 
strength and fragility. They can easily break and at the 
same time they are dangerously sharp. In the uncertainty 
of tomorrow lies enormous power and anxiety. In Ben-
Moshe’s words, “In Tel-Aviv [...] the intensity of the heat, 
[...] combined with the fraught political climate, creates an 
intensity capable of melting a diamond. My work attempts 
to neutralize this violence.” Eitan Ben-Moshe, The Escapist, 2012. Photo: Eitan Ben-Moshe
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Work list

The exhibition features twenty-five Etruscan votive offerings, ca 200 BCE, 
from the collection of the Museum of Mediterranean and Near Eastern 

Antiquities in Stockholm.

All other works from the collection of Magasin III.

Eitan Ben-Moshe

Crystal Flower, 2012
Pyrex glass, crystal glass, plain glass, epoxy glue, alum crystals, 

fishing line, acylic paint, 175 x 70 x 60 cm

Nothing New, 2012
Pyrex glass, crystal glass, plain glass, 3D print, epoxy glue, 
alum crystals, fishing line, acylic paint, 125 x 65 x 110 cm

El Al, 2012
Pyrex glass, crystal glass, plain glass, epoxy glue, alum crystals, 

fishing line, acylic paint, 180 x 60 x 60 cm

The Escapist, 2012
Pyrex glass, crystal glass, plain glass, epoxy glue, alum crystals, 

fishing line, acylic paint, 47 x 40 x 30 cm

Louise Bourgeois 

Jambes Enlacées, 1990
Pink marble and steel, 106 x 150 x 50 cm

Jake & Dinos Chapman 

Disasters of War, 1999
Portfolio of 83 etchings, paper size: 24.5 x 34.5 cm

Mona Hatoum 

Balançoires en fer, 1999–2000
Mild steel, 206 x 137 x 50 cm

Nature morte aux grenades, 2006–2007
Crystal, mild steel, rubber, 95 x 208 x 70 cm

Emil Westman Hertz 

Skallehoved, 2012
Bronze, 21 x 15 x 17 cm

Blodmeridian (The Western Lands), 2012
Bronze, 17 x 11 x 3 cm

Blodmeridian (TheWestern Lands), 2012
Bronze, 30 x 10 x 3 cm

 
Blodmeridian (The Western Lands), 2012

Bronze, 101.5 x 17.5 x 19 cm
 

Blomst (The Western Lands), 2012
Bronze, 10 x 3.5 x 4 cm

The Western Lands (The Western Lands), 2012
Clay, 9.5 x 7.5 x 7.5 cm 

The Dead King (The Western Lands), 2012
Bronze, 42 x 15 x 16 cm

Horn (The Western Lands), 2012
Bronze and slate, 45.5 x 30 x 15.5 cm

Transformation (The Western Lands), 2012
Bronze, 51 x 15 x 6 cm

Bly Blæksprutter, 2013
Lead, variable dimensions

Sigalit Landau 

Woman Giving Birth to Herself, 2003
Iron, newspaper, glue (papier mâché), door peep-hole, wood, 

161 cm x 130 cm x 130 cm
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Matts Leiderstam 

Chuck, 1994
Ceramics, glazed, height 22.5 cm, diameter 8 cm

Dick, 1995
Ceramics, glazed, height 21.5 cm, diameter 11.5 cm

Pierre, 1995
Ceramics, glazed, height 19 cm, diameter 9.5 cm

Doug, 1995
Ceramics, glazed, height 18.5 cm, diameter 9.5 cm

Dietrich, 1995
Ceramics, glazed, height 19 cm, diameter 10.5 cm

Ahmed, 1994
Ceramics, glazed, height 27 cm, diameter 9 cm

Claude, 1994
Ceramics, glazed, height 20.5 cm, diameter 10 cm

Sirous Namazi 

Sink, 2014
3D print, ABS plastic, podium, 166 x 57 x 57 cm

Maria Nepomuceno 

Untitled, 2009
Hemp rope and beads, variable dimensions

Lars Nilsson 

Unknown Man, 2014
Composite, 162 x 44 x 33 cm

Linus Nordensson Spångberg

Uranium Glass Map, 2014
Uranium glass, UV lamp and cord, 14 x 46 x 33 cm

Untitled, 2014
Epoxy and spray paint on styrofoam, 60 x 42 x 5 cm

Untitled, 2014
Epoxy and spray paint on styrofoam, 60 x 42 x 5 cm

Ulf Rollof 

Container, 2001
Wax (from Madame Tussauds), nickel titanium pigment, 50 x 110 x 110 cm

Peter Schuyff 

Eight small totems, 2006
Yellow cedar, variable dimensions

Per B Sundberg 

A piece of nature, 2014
Stoneware, 21 x 34 x 12 cm

A piece of nature, 2014
Stoneware, 21 x 30 x 11 cm

Object with hole, 2015
Stoneware, 20 x 14 x 14 cm

Object with hole, 2015
Stoneware, 50 x 30 x 30 cm

Object with hole, 2014
Stoneware, 59 x 28 x 28 cm
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* Invitations to Magasin III openings.
* Monthly newsletter with invitations to member events
 and the latest news from Magasin III. 
* Free entrance to Palais de Tokyo in Paris, France.

When you sign up for membership in the fall of 2015 at the 
Magasin III ticket desk, you receive a limited edition work 
by Pipilotti Rist designed exclusively for members of the 
III Art Club. It is a screen wipe with a film still specially 
selected by Pipilotti Rist from Gravity, be my friend, an 
installation she created for Magasin III in 2007. The edi-
tion cannot be purchased separately and is attainable only 
by signing up for a new membership. Please note that this 
is a limited edition. 
 The program activities at Magasin III are exclusively for 
members of III Art Club. Read more about III Art Club: 
www.magasin3.com/en/artclub

Limited edition by Pipilotti Rist, 2014.
Photo: Pål Allan

Get even closer. Join our III Art Club!
 As a member of the III Art Club you will come closer to 
contemporary art and some of the most exciting artists of 
our time. We hope to foster unique experiences, challeng-
ing content, and genuine encounters. 
 Each month you will receive an e-newsletter with invi-
tations to upcoming programs. You will also get behind-
the-scenes glimpses of what’s happening at Magasin III. 
Our international network also provides III Art Club mem-
bers with admission to a select number of art institutions 
around the world. 
 Becoming a member costs SEK 250 per year (SEK 200 
per year for students and seniors). Membership is valid for 
one year from the month you become a member. Member-
ship can be purchased at the Magasin III ticket desk during 
our opening hours. 

III Art Club member benefits include: 
* Free admission to Magasin III. 
* Invitations to exclusive members-only events: 
 artist talks, guided tours, lectures and parties. 
* On special occasions we will be meeting up at 
 other locations.
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OPENING HOURS & ADMISSION

Thu 11am–7pm, Fri–Sun 11am–5pm during the season.
Admission: 80/60 SEK. Free admission for those under 20 years.

III Art Club Membership: 250/200 SEK (includes 1 year free entry).

PROGRAMS & RESOURCES

Guided tours every Saturday during the exhibition season. 
Our reference library contains literature with a focus on current 

and previous exhibitions, and artists in the collection. 
Please visit our website.

III Art Club

Join III Art Club to take part in our special events, talks and tours.
Get free entry to Magasin III and Palais de Tokyo, Paris.

250/200 SEK (1 year).

ADDRESS & CONTACT

Magasin III Museum & Foundation for Contemporary Art
Frihamnsgatan 28, Frihamnen, 115 56 Stockholm

Tel +46-8-545 680 40, www.magasin3.com
Bus 1 or 76 to Frihamnen


