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Abstract

Keywords

This written report is part of a design research project which 
explores crisis as a narrative and how it is communicated within 
the Swedish public sphere. The project delves into the complexity 
surrounding Sweden’s national emergency preparedness to war crisis 
on a holistic level to gain a perspective on the different interplay of 
power structures. The written report includes a contextual analysis 
of Sweden’s 2018 brochure If Crisis or War Comes (Om krisen eller kriget 
kommer) to draw a parallel connection between past and present 
narratives. The design research process is conducted through artistic 
and designerly experimentations as a way of exploring and mapping 
the topic’s complexity. The design research project uses a Swedish 
emergency shelter room (skyddsrum) as an artistic and overarching 
metaphor of the cumulated research. The aim of the design research 
project is to instigate critical thinking and dialogue surrounding the 
narrative of war crisis from the perspective of change. 

Crisis, War, Visual Communication, Sustainability, Power.
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1.0. Introduction

It was a warm summer’s day,  I was coming home from the 
supermarket and I went to check my post box. I opened my post 
box and something orange and red caught my eye. “What is this?”, 
I said to myself as I held the brochure in my hand. Was it junk 
mail?   Or was it a complimentary local magazine? I looked more 
closely at the brochure and it smelled as if it came straight out from 
a mass printing shop. I sensed that this brochure had a story to tell 
about our society, the interplay of power structures and a perpetual 
history that we must come face to face with.

From 28th May 2018 - 2nd June 2018, Msb: Myndigheten för 
samhällsskydd och beredskap (Swedish Civil Contingencies Agency) 
distributed 4.8 million emergency preparedness defence brochures 
Om krisen eller kriget kommer (If crisis or war comes) (Henley). This 
simplistic and pristine looking brochure reveals a complex history 
influencing culture, society as well as uncertainty of where the 
future will be heading on a global scale; uncertainty of planet 
Earth’s condition, scarcity of precious resources and rising tensions 
in the geopolitical sphere (fig. 1). As I situate my project in Sweden, 
the way war crisis is being communicated today is entangled with 
time and the historical origins of crisis communication and prepper 
culture.

According to Cambridge dictionary, crisis is defined as “a time 
of great disagreement, confusion, or suffering” (“Crisis”). As the 
definition states, a crisis is specific to time therefore, it is part of 
a constellation of complex matters. It is a term that is unstable 
thereby generating a mass neglect of the fact that we are living in 
a crisis world today. My design research project proposes that the 
crisis is something that comes from missing historical narratives. 
The narrative of crisis is unstable as it is influenced by the interplay 
of power structures. The influence of history plays a key role in my 
design exploration as it allows me to map out and contextualise the 
narratives surrounding the war crisis. Investigating these missing 
and unexamined narratives will demonstrate its complexity and 
why there is not one singular narrative of war crisis but many. It is 
a narrative that is being repeated, rewritten and reshaped in various 
material forms like the brochure. This research project retells the 
narrative of war crisis through my perspective as a designer and 
change agent.
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Fig 1. Nemoto Nilsson, R.M. “Author’s copy of Om krisen eller kriget kommer (If war 
or crisis comes) brochure”. 2018. Msb. Print.
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2.0. History as Narratives

The dominant reading of history as a concept often leads us to a 
default thinking where we perceive time as a linear concept or we see 
events fixated either to the past, present or future. Walter Benjamin’s 
work on On the Concept of History (1940) prompts me to think deeply 
about history as a way of thinking about the narrative of war crisis 
through history and dialectical image (Benjamin 403). 

The dialectical image which Benjamin proposes is a consequent 
of collective “involuntary memory” which is knowledge produced at 
a particular moment of time and these become part of a historical 
singular moment, shared parallel within the commonality of 
humanity (403). How I interpret “involuntary memory” is seeing 
memory as a trauma and how these historical moments often 
reappear in the present form. These historical narratives impact 
the way we understand certain imprints of historical trauma 
thereby snowballing into a collective narrative of history (Kirmayer 
et al. 312). To confront historical trauma has also been used as a 
discourse to build resilience as well as resistance towards political and 
power structures that derive from violent doings, thereby creating 
room for reflection on how histories of a violent past affects an 
individual and a collective society (Kirmayer et al. 313). Furthermore, 
understanding history as historical trauma conceptually allows me to 
consider Benjamin’s concept on dialectical image. In section 2.3 The 
Brochure as Historical Trauma, I use the 1961 edition of the If war or 
crisis comes brochure to contextualise the content and visualisation 
of historical narrative.

The way I interpret Benjamin’s dialectical image as a concept is 
our understanding of particular historical narratives and how it is 
presented in its modified form. As Benjamin proposes, “Historical 
knowledge is possible only within the historical moment” meaning 
our understanding of history is never really the ‘full picture’—it is 
constantly influx and re-enacting different historical and passed 
on knowledge which we do not fully remember or even understand 
(403). Benjamin blurs the line between linear and non-linear 
concept of time which allows space to delve into the different kinds 
of knowledge produced within a historical moment. This is where 
the dialectical image becomes entangled with many other aspects of 
humanity such as culture that might influence the way history is read 
or how a historical narrative is passed on. 
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2.1. Capitalism and Semiotics

The second theoretical frameworking in my research is based on 
Gerstenberger’s article on State, Capital, Crisis (2013) where I refer to 
capitalism, as a power structure, that utilises semiotics as a strategy 
to shape national identity as a dominant ideology for capitalist gains. 
Gerstenberger proposes that neoliberalism, an economic model which 
is done through liberating markets and controlling expenditures, is a 
capitalist strategy for gaining national capital and economic growth 
(357). This means that the policy making of a free market influences 
the relationships between other sovereign states and how the nation is 
represented by their political and economic agenda. 

In September 1939, around the same time when Poland was 
invaded by Germany, Sweden declared a neutrality policy (Aguis 
77). Sweden was criticised for prolonging the war by contributing to 
Germany’s economic development through the exchange of resources. 
Sweden traded 10 million tonnes of iron ore per year in exchange 
for other resources at cheaper prices such as coal from Germany 
in 1939 (Aguis 78). Although Sweden was part of an economical 
exchange between Germany, the two countries were also part of an 
ideological exchange. Dr E. H. Bockhoff, a Nazi neutrality expert, 
proposed a neutral ideological exchange where Sweden not only had 
to show neutrality through economic trade, but through the country’s 
and people’s moral stance to neutrality, which was called “integral 
neutrality” (Aguis 79).  The invisible exchange of iron ore between 
Sweden and Germany demonstrates the interconnectedness between 
capitalism and neoliberalism and how even an ideological exchange 
was needed to strengthen its political and economic agenda. Sweden’s 
neutrality policy exemplifies how the public is involved in generating 
national capital, while integrating neutrality into national identity as a 
dominant ideology. 

Fig 2. Barthes, Roland. Semiological Structure of the Myth. 1957.Translated from 
the French Mythologies by Editions du Seuil, Paris, 1991.

Roland Barthes’s theory on cultural semiotics provides a conceptual 
frameworking into our understanding of how mythologies and 
meanings are created through the operation of signifier and signified 
(112). Signs carry a vast range of meanings as it is based on a system 
and interaction between the signifier and signified (fig 2). According 
to Barthes, he describes the myth as interpreting the sign and signified 
as the essential elements to building myth through “metalanguage” (113). 



8

 

1(1) 
 

 

Metalanguage is the different mode of representations and readings that 
a sign holds through semiology and linguistic system (Barthes 114). This 
demonstrates the complex interaction between the signifier and 
signified as it creates various levels of reading that is dependent on 
the modes of representation and the interpretation of these elements 
creating a complex sign. 

In 1941, Bertil Almqvist designed the En Svensk Tiger (A Swedish 
Tiger) sign where the Swedish government used the symbol to 
emphasise people to stay quiet to prevent espionage in the beginning 
of World War II (“En Svensk Tiger”) (fig 3). The play on Swedish word 
tiger meaning ‘silence’ and the animal demonstrates the metalanguage 
and connotations behind neutrality propaganda, in comparison to 
its literal signifier reading of a tiger with blue and yellow stripes. 
These layers of meaning contribute to the way En Svensk Tiger was read 
historically. When Sweden took a side with Germany, the reading of the 
sign elevated and became largely accepted as a nation. 

Fig 3. Almqvist, Bertil. En Svensk Tiger. 1941. Beredskapsmuseet, Helsingborg, 
2016. http://www.beredskapsmuseet.com/en-svensk-tiger/

The history behind Sweden’s neutrality policy and the reading of 
En Svensk Tiger sign demonstrate the connection between capitalism 
and semiotics. Consequently, these political values transmit into 
the complex construct of national identity where individuals form 
attachment and attribute meaning to the sign based on neutrality 
policies. This shows how the collective and dominant ideology adopt 
a set of symbols where individuals are able to identify themselves 
in, in order to gain a sense of belonging in a community tied to a 
constructed national culture (Guibernau 28). Therefore, the neutrality 
policy was part of a highly orchestrated propaganda campaign 
influenced by neoliberal political and economic agenda where Sweden 
reinforced this dominant ideology of neutrality to not only prevent 
people leaking information to spies, but also placing a substantial threat 
on the capitalism’s operations.
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2.2. If Crisis or War Comes Brochures

In total, there are currently six editions of the war defence brochures 
and the first edition was released in 1943 during World War II (fig 4). 
The first edition of the brochure was distributed for the first time 
to the Swedish population where it includes information on what to 
do if Sweden ended up in a war in a compact printed matter. The 
distribution timings of each brochures, including the 2018 edition, 
reflect the state of geopolitical climate and predicament of time. 
For example when the 1943 edition was released it was a time when 
Sweden continued its neutrality policies to secure a flow of trade and 
capital. In the early Cold War, the head of the Soviet foreign ministry, 
Alexander N. Abramov, decided to revise their policy towards Sweden 
when they found out that the United States and United Kingdom 
had increased their activities in Sweden in 1946. This consequently 
impacted mutual relations between USSR (United Soviet Socialist 
Republics) and Sweden, as Abramov stated “All this is aimed at turning 
Sweden into a military deployment zone in a future war.” (Matz 28). 
Later, the Swedish government joined the Marshall Plan which was an 
economic recovery plan designed by the United States in 1947 (Makko 
75). After the downfall of Hitler’s Nazi empire, Sweden primarily 
focused on buildings its economy and further develop in trade and 
commerce market (Makko 74). 

Crisis communication plays a role in the interplay of power 
structures’ social history and systematising moral panic. This is where 
governmental organisations and institutions utilises moral panic, to 
evoke a collective, national morality and a sense of societal duty and 
responsibility, meaning if one follows the brochure and is prepared 
then you are contributing to Swedish society (Hall 66). For example, 
the word ‘crisis’ has been introduced for the first time in this historical 
narrative, whereas all the other previous brochures have not had 
the word ‘crisis’ on any other front covers. This even influences the 
brochure’s content as it now includes information on what to do in a 
terror attack situation. In April 2017, the terror attack in Stockholm 
could have also potentially contributed to the kind of content 
or knowledge should be included in the brochure (Bengtsson & 
Crouch). This shows how the political climate and specificity of events 
influences the content and how war crisis is presented in the brochure.
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1943

1952

1961

1983

1987

2018

Fig 4. Timeline of War Defence Brochures. Skymningslage, http://www.
skymningslage.se/category/totalforsvaret/.
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In January 2018, the Swedish government reintroduced military 
conscription due to increased Baltic military activities in Russia. In 
June 2018, one of inner Stockholm’s archipelago island Lidingö, 
witnesses claimed to have seen a dark grey or black submarine 
(Agence). This shows that the military threat and activities in Swedish 
waters has led the Swedish government to agree on increasing their 
military spending. Not only does this create a dominant and widely 
accepted narrative of the war crisis, it creates suspicion and moral 
panic producing ‘maps of meaning’ as a way of understanding 
particular history and events like reintroducing the military 
conscription and submarine sightings (Hall 55). This also contributes 
to the default-narrative and public notion that the Russians are 
planning to invade Sweden. 

When Msb distributed the brochures to Swedish citizens it became a 
heated topic in the public sphere. According to Msb, the main reason 
that the brochure was updated and released was to increase Sweden’s 
readiness to crisis and war (Henley). The brochure sparked a range 
of reactions including the spread of moral panic. Even the wording of 
the brochure, particularly in the use of the word ‘if’ (om) implies that 
the crisis is something that is in the distant future and that there is a 
low probability of a crisis happening in Sweden. One of the interesting 
reactions from the public was shared online parodies of the brochure 
which shows that the state’s narrative of war crisis is humorous and 
taken less seriously (fig 5). The parodies of the brochure represent how 
the public sphere is discussing or talking about war crisis. The use of 
humour and intertextuality of the brochure shows how the brochure 
goes against the government’s main agenda to improve Sweden’s 
readiness to war crisis. Although the 2018 brochure presents itself 
as a ‘solution’ for preparing a war crisis but there are disparities into 
understanding what a crisis is which could have influenced the way the 
brochure is meant to be received by the public. These reactions create 
new narratives into our understanding of crisis which means there is 
an unsustainable ideology that is being sustained and manipulated.

Fig 5. Parodies of the 2018 War Crisis Defence Brochures. Pennan & Svardet. 
https://www.pennanochsvardet.se/smb-rekommenderar/kuriosakabinettet/2185-
de-roligaste-parodierna-pa-msb-s-broschyr
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2.3. The Brochure as Historical Trauma

The printed materiality of the brochure represents a kind of metaphor 
in this continuity of war crisis narrative. Each of the brochures were 
made at specific times and situated in different knowledge and 
cultural entanglements attached to the notion of crises which are 
embedded in the design of these emergency preparedness brochures. 
The brochure serves a traditional means of distributing public 
information including crisis communication. The importance of this 
historical narrative is a matter of continuing this narrative and giving 
the war crisis different contemporary attributions. 

The 1961 brochure presents a series of micro narratives which is 
also present in the 2018 brochure. An interesting example in the 1961 
brochure includes a section on what to do and how to protect oneself 
from radioactive chemical attacks, which shows the heightened level 
of nuclear warfare during the Nuclear Arms Race between USA and 
Soviet Union (“U.S.-Russia Nuclear Arms Control.”). This placed a 
stress on international politics as the world was in a middle of a global 
nuclear war. In 1956, the Swedish SAP (Social Democratic Party) held 
a discussion on nuclear weapons options in Sweden. Sweden decided 
against producing their own nuclear weapons due to the potential 
risk of the Soviet Union to attack Sweden and further complicating 
the international political climate and situation (Jonter & Rosengren 
50). The section of the brochure visualises what this nuclear war could 
have looked like for Sweden and how this forms part of a historical 
trauma where the population was constantly alert and on guard. 

In the 2018 brochure, it lists potential scenario cases that could 
happen in Sweden such as sabotage of nuclear power stations (“Om 
krisen eller kriget kommer” 12). Subsequently, this shows that the 
historical trauma from the Nuclear Arms Race during the Cold War 
still lingers on. This lead me to rethink about how the brochure 
represents war crisis in the past, present and future time. The 2018 
edition is selective in the content and information they present to 
the public domain which perhaps influences today’s narrative of war 
crisis in comparison to how it was understood historically. As a way 
of contributing to social sustainable change, by gaining a different 
perspective of the war crisis through historical narrative can be a 
way of collectively confronting the historical trauma and our shared 
history. This could help us critically think about the way institutions 
reproduce and manipulate the narrative of crisis and how it affects us 
on an individual and a societal level. 



14

 

1(1) 
 

 

2.4. Information Visualisation

As part of my research process, I had the opportunity to visit Kalmar 
Läns Museum’s archive on 6th of March 2019 and see the 1961 edition 
of the Om kriget kommer brochure. Although graphic design comes 
under a lot of categories such as infographics, it overall shows a sign 
of modernisation and interdisciplinary between different artistic and 
design practices. The 1961 and 2018 brochure demonstrate different 
interpretations of contemporary graphic design and the way each 
brochure balances visualisation elements: utility, soundness and beauty 
(Moere 362). Some of my initial reactions to the 1961 brochure was 
the size and the visualisation of the content in comparison to the 2018 
brochure. My thoughts on the size choice for the 1961 brochure is quite 
small and it is a printed matter that would easily fit into a pocket and 
that it can be carried anywhere (fig 6). In terms of the visualisation of 
content in the 1961 brochure, I was personally encapsulated by the 
arrangement of graphic elements such as the images, illustrations and 
text which makes the brochure quite nostalgic and creates an emotive 
ambiance. Whereas, the use of digital illustrations and clean layout 
in the 2018 brochure indicates the technological advancement in 
comparison to the more analogue design in the 1961 brochure (fig 7).

Looking back at my experience and visit to the archive, seeing the 
1961 brochure made me question about what makes information 
visualisation ‘beautiful’, for example does the visual communication 
of the brochure need to evoke an emotional response in order for 
the content to be effectively communicated. The reason why I felt 
encapsulated by the 1961 brochure because it evoked feelings nostalgia 
and something quite fascinating about looking back at a particular 
historical moment. Furthermore, this also made me reflect on how 
future generations might look back at the 2018 brochure. Would they 
have the same reaction as I did when I first saw the 1961 brochure?
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(112x160mm) (148x210 mm)

Fig 6. Nemoto Nilsson, R.M. “Photo of 1961 and 2018 brochure size comparisson (width x height)”. 
6th Mar 2019. Photograph. Kalmar Läns Museum, Kalmar.

Fig 7. Nemoto Nilsson, R.M. “Photo of a spread from 1961 brochure and scanned spread taken from 
2018 brochure, a comparisson between the analogue and digital design”. 6th Mar 2019. Photograph. 
Kalmar Läns Museum, Kalmar.
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2.5. Prepper Culture and Media

After a year since the brochure was released in 2018, the role of the 
media has been influential to Sweden’s prepper culture. Prepper 
culture or also known as the “survivalist movement” came from the 
United States where people actively prepare and practice for what 
to do when a disaster or state of emergency situation arises (Kabel & 
Chmidling 258). The prepper culture has been a kind of manifestation 
and response to the government or institutional lack of preparedness 
for a crisis, thereby creating a cultural and mainstream approach to 
dealing with a crisis (Peterson 44). 

In February 2019, SVT (Sweden’s public broadcasting television 
service) released a six episode reality series Nedsläckt land where they 
conducted an experiment to see how a group of people would interact 
in a crisis situation (Barnekow) (fig 8). The scenario of the experiment 
was that the whole of Sweden’s electricity and power fails for 10 
days due to a solar storm. The reality show includes commentary by 
specialists from Msb implying that the show is also informative and 
not just pure entertainment. This demonstrates the state’s investment 
to fund in media content that would place more social responsibility 
on the individual and start to prepare for a crisis. Taking inspiration 
from a psychology term ‘in vitro’ is a behavioural therapy that is used 
to treat remove the fear response of a phobia and is then conditioned 
with a relaxation stimulus (McLeod). Metaphorically, the reality TV 
show feeds into the reader by simulating the fear of dealing a crisis 
situation, but then is relaxed because the viewer realises that they are 
not actually exposed to a real life crisis situation. On the other hand, 
the need to imagine a crisis situation through observing others in a 
curated reality TV show contributes to the ambiguous notion of war crisis 
preparedness. Nedsläckt land represents one of many war crisis narratives 
that is framed to support an economical and capitalist way of imagining 
a crisis from a media and power structure’s perspective. The media 
contributes to the in vitro and imagination of a crisis which raises 
questions surrounding the state’s input to prepper culture and the war 
crisis narrative. 

Fig 8. Nedsläckt Land TV Promotional Image. Feb 2019. SVT. 
https://www.svtplay.se/nedslackt-land.
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3.0. Cultural Probing

As part of my research I conducted a cultural probing intervention 
at Radix, Linnéuniversitetet on 12-13th February 2019. My aim was 
to investigate the meaning of crisis and how the narrative of crisis 
is perceived today within the public sphere. I decided to place a 
survey box in the communal student kitchen as there is usually a 
peak flow of students during the afternoons which I thought I could 
take advantage of this location. I identified an unused space between 
the microwaves so I decided to use it as a space for students to think 
about the meaning of crisis (fig 9).  I placed a poster with the prompt 
question “What does crisis mean to you?” and a pile of paper and 
pens for them to put their responses in the box. The placement of 
the survey box was decided based on the thought that people would 
approach the box with their friends and can discuss the question 
with each other. I left the box for two days and in total received 
fourteen responses all written in Swedish. Some of the responses to the 
question ranged from war to ecological crisis. My findings from the 
responses demonstrate that the meaning of crisis is varied (fig 10). As I 
mentioned in section 2.2. on the parodies of the brochure demonstrate 
how the current generation perceive crisis and this is shown through 
some of the ‘humorous’ or less serious responses.

In a continuation of this investigation on the meaning of crisis, I 
conducted a semi-structured group interview at Folk och Frö, Kalmar 
on 26th February 2019 with six participants: three students, two 
adults and one pensioner. The aim of the group interview was to start 
a dialogue about the meaning of crisis into the public sphere and 
generate qualitative data for my design process. In the interview, one 
of the questions I asked was “How did you react when you received 
the brochure?”. The pensioner first replied and said “I haven’t read 
it, but I know where I got it from.” (Hagberg). Her response to the 
brochure suggests that there is a lack of trust in the government. She 
continued and spoke about a time when she bought her first house 
and told her sons that she wanted to have a vegetable patch garden 
to grow potatoes and carrots. The reason that she wanted a vegetable 
patch was that when she was a child her parents made sure that there 
was food in case a crisis happened. She said that her sons could not 
understand her reasoning why and they responded to her and said 
that the “crisis would never happen”. 

This demonstrates which kinds of knowledge are being passed 
on and the different intergenerational relationships to the meaning 
of crisis. What I have learned from conducting both of these 
investigations is that there are intergenerational relationships to 
understanding what a crisis means. The responses from the cultural 
probing responses shows how the narrative of crisis is being perceived 
today by the younger generation in comparison to the pensioner’s 
view of the crisis as something connected to her family and past 
generation’s way of preparing for war crisis. 
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Fig 9. Nemoto Nilsson, R.M. “Photo of cultural probing box intervention in University kitchen.” 
12th-13th Feb 2019. Photograph. Radix, Linnéuniversitetet.
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Fig 10. Nemoto Nilsson, R.M. “Scans of the responses from cultural probing 
intervention.” 12th-13th Feb 2019. Photograph. Radix, Linnéuniversitetet.

(School) (Life) 

(Crisis means catastrophe) (Lack of sex) 

(When the ground 
collapses under my feet)

(War or if a close relative dies)

(Lichen)
(Crisis for me means 
that there is no solution)
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3.1. Narrating the Crisis Workshop

As I was exploring archive photographs in my design process, 
I organised a workshop with design students at Radix, 
Linnéuniversitetet on 1st March 2019. The aim of the workshop was to 
see how design students interpret images of war crisis. I had prepared 
a range of images from archives, photographs and illustrations from 
the brochure as I wanted to see which kind of images attract the most 
attention based on their selection (fig 11). Based on the images, the 
students had to create a crisis narrative and were required to utilise 
the overhead projector. I began the workshop by first dividing the 
students into two groups (5 students in each group) and then each 
group were allowed to pick at least 3 images. I wanted the workshop 
to be open and give the students the opportunity to use the overhead 
projector to experiment and enlarge the images. 

My findings from the workshop were very interesting as both 
groups had two very different outcomes (fig 12). The first group had 
taken the brief by performing a silent performance and re-enacting 
people walking down to the shelter room in a kind of systematic and 
repetitive manner. As they were performing they projected an image 
of Swedish money symbolising that the crisis is a result of capitalism. 
It was interesting to see the group utilising their body as a way of 
narrating and telling a story. The second group instead followed a 
more scripted and linear narrative structure in their performance. 
They utilised and projected images to set the scene and the students 
each had a line to say and acted from the perspective of the general 
public. The group even used sound and music such as Ricky Martin’s 
renowned pop song Livin’ la Vida Loca (1999) to provide a humorous 
and ironic narrative to the crisis (Wikipedia Contributors). Both 
groups utilised at least one archive image but mostly were drawn to 
contemporary images which demonstrate our relationship to the kinds 
of attributions and connotations we give to images relating to crisis. 

This workshop with the design students was a really inspiring 
collaboration to see how they all approached the brief and interpreted 
the crisis in very different ways. The workshop made me realise that 
the crisis is personal to each individual but it also opened up to critical 
thinking and important dialogues about war crisis through artistic 
and designerly approaches.
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Fig 11. Selected images used for war crisis narrative by the design students.1st Mar 2019.  
Digital File Type. Radix, Linnéuniversitetet, Kalmar.

Fig 12. Nemoto Nilsson, R.M. “Stills from video documentation of workshop.” 1st Mar 2019. Radix, Linnéuniversitetet, 
Kalmar. https://www.youtube.com/watch?v=ZzIKkDgumbk&feature=youtu.be.

Group 1 Group 2
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3.2. Autoethnography

During my research process, I felt that I needed to step out of my role 
as a designer and visual communicator. The reason for this was to gain 
my own personal understanding of how it might feel to be in a state 
of emergency. Since I am dealing with a complex topic I believed that 
it was necessary to create a personal connection and see my role as a 
change agent and beyond the designer. I decided that for 12 hours 
I would not be able to have access to water, heating, electricity and 
communication devices such as my laptop and mobile phone. 

The tasks that I designed for myself were based on the advice and 
written content in the 2018 defence brochure (fig 13). I intended 
to involve the brochure in this experiment as I wanted to see if the 
information they provide corresponds to the intended actions or 
behaviour in a crisis situation. The intention of the tasks was to see 
if the information presented in the brochure would be useful in a 
framed crisis situation. I originally wrote ten tasks but decided to 
stick to seven tasks for the experiment. I felt that autoethnography 
as a research method would be a useful way for me to produce 
reflective texts and notes for my critical analysis. I decided to 
document the experiment using photography (on my DSLR camera), 
autoethnographic writing and sketching. I intend to use this 
experience and documentation for my artistic process and thinking 
as a way to visually communicate the complexity of crisis through a 
personal narrative. The crisis scenario which I had imagined and 
written for myself was:

Sweden is under a severe cyber attack and the system is completely down for 
the day. Water, electricity, heating and services including public transport, 
hospitals, supermarkets are down.

I gave myself rules and guidelines in the 12 hour experiment which 
were:

1. Your water allowance is 2 litre of water, you are free to use it how you like 
(do this before the challenge)
2. Document your tasks (photography or sketch), ask a friend or someone to 
follow you or take a photo of you if you want
3. You are not allowed to use your mobile, laptop, the internet or the TV
4. No electricity e.g. light, heating
5. You cannot go to the supermarket, if you need to buy something ask your 
neighbour or someone nearby and pay with cash
6. If you get stuck, use the brochure or ask someone
7. You may terminate the challenge at any point
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Tasks: 
 
If you hear the signal: go indoors, close windows, doors and ventilation and listen to 
Sveriges Radio's radio station P4, which is tasked with providing public information. 
 

❏ Find a way to listen to Sveriges Radio's radio station P4 
 
Clean drinking water is vital. Allow for at least three litres per adult per day. If you are 
uncertain about its quality, you need to be able to boil the water.  
 

❏ Find clean water 
 
What is most important is that you have water, food and warmth and are able to obtain 
information from the authorities and the media. You also need to be able to make contact 
with relatives. There are check-lists on pages 10 and 11 with foodstuffs and items that are 
good to have at home.  
 

❏ Make contact with your relative 
 
 
It is important to have extra food at home that provides sufficient calories. Use 
non-perishable food that can be prepared quickly, requires little water or can be eaten 
without preparation.  
 

❏ Make a meal that requires little water and doesn’t use the electric stove 
 
If the toilet is not working, you can take strong plastic bags and place them in the toilet bowl. 
Good hand hygiene is important for avoiding infection. 
 

❏ Take strong plastic bags and place them in the toilet bowl 
 
Gather together in one room, hang blankets over the windows, cover the floor with rugs and 
build a den under a table to keep warm.  
 

❏ Build a den under a table 
 
Find out the location of the shelters that are nearest to where you live and where you are 
during the daytime. In the event of an air raid alarm, go immediately to a shelter or, in an 
emergency, to another protective space such as a cellar, tunnel or metro station. 
 

❏ Go to your nearest shelter and sit there  
 
 
 
 

Fig 13. Nemoto Nilsson, R.M. “Document of list of tasks based on the 2018 brochure.”  
10th Mar 2019. Digital File Type. Kalmar.
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Fig 14. Nemoto Nilsson, R.M. “Scans of autoethnography writing and notes from 12 hour 
experiment.” 10th Mar 2019. Kalmar.
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Fig 15. Nemoto Nilsson, R.M. “Building an 
emergency plastic bag toilet in the bathroom 
based on the instructions from the brochure.” 
10th Mar 2019. Kalmar.

Fig 20. Nemoto Nilsson, R.M. “Looking in 
my food pantry and seeing what I have.” 
10th Mar 2019. Kalmar.

Fig 18. Nemoto Nilsson, R.M. “Realising that the 
water tap at the beach was broken.” 10th Mar 
2019. Kalmar.

Fig 21. Nemoto Nilsson, R.M. “Lunch time, 
making with what I had in my food pantry.” 10th 
Mar 2019. Kalmar.

Fig 22. Nemoto Nilsson, R.M. “Sitting outside 
of the shelter room entrance” 10th Mar 2019. 
Kalmar.

Fig 16. Nemoto Nilsson, R.M. “Making a den to 
keep myself warm.” 10th Mar 2019. Kalmar.

Fig 17. Nemoto Nilsson, R.M. “Encountering a  
group of content ducks in the park on my way to 
the beach.” 10th Mar 2019. Kalmar.

Fig 19. Nemoto Nilsson, R.M. “A failed attempt 
to listen to the radio by visiting the local radio 
station.” 10th Mar 2019. Kalmar.
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My reflection from doing this social experiment was both a positive 
and negative experience. The aim of this experiment was to see if 
the brochure tips could help me in a framed ‘crisis’ situation which I 
had designed for myself. Some of the advice and information in the 
brochure worked such as what to do when the toilet flush does not work 
(fig 15) and how to stay warm (fig 16). On the other hand there were 
a lot of things that I was not able to do, for example not being able to 
get water (fig 18) and listen to the radio (fig 20). When I was not able 
to get water from a public drinking water tap made me realise that 
the system is not built for a crisis situation. Even though the brochure 
states that we should have access to our basic necessities such as water, 
in that moment, I felt hopeless and had no idea what to do. I started 
to question what kind of system we have created and have we lost our 
touch to nature and basic human survival knowledge. I started to 
question the knowledge disparities on how to really survive a crisis or if 
it is a matter of adapting to a sustainable lifestyle where we live with the 
crisis. Is it a question of basic human needs or is it a matter of who has 
the power, knowledge and skills to survive? 

An interesting aspect of the 12 hour experiment for me was 
discovering my nearest shelter room. Before I conducted this 12 hour 
experiment, I was not aware of where my nearest shelter was located 
(fig 22). I sat down by the shelter room entrance for a very brief moment 
and I asked myself “how would everyone fit in this small space if we had 
to evacuate in an emergency situation?” (in section 3.3 Shelter Room I 
discuss more in detail about my misunderstanding of the shelter room 
entrance as the shelter room). On the negative side, I felt critical of 
myself for doing this experiment as I was unsure if I was replicating the 
Nedsläckt land reality TV show. 

I started to reflect on the fact that voluntarily choosing to do this social 
experiment made me realise my position of power and privilege, where 
in fact it is a reality for many people to live without water, heating and 
electricity. This made me think critically about my role as a designer and 
how to create a sustainable change both within myself and in society. 
Overall, this experience gave me the personal opportunity to deeply 
reflect on the present narrative of Sweden’s prepper culture and the 
influence of power structures when dealing a crisis. 
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3.3. Shelter Room

According to Msb, there are currently 65,000 shelter rooms in 
Sweden which accommodates for up to around 7 million people, 
but as of 2017 Sweden has a total population of 10 million people 
(“Skyddsrum”). In the 1950s and 1960s, Sweden built shelters as 
nuclear fallout shelters due to the threat of a nuclear war (Edwards). 
The shelter room is a protective structure which is meant to be 
designed to protect people against attacks or threats such as bombings, 
fire, intense shock wave movements and toxic chemical poisons. Based 
on the autoethnography, I decided to further explore my nearest 
shelter room in my apartment building. According to Msb, my nearest 
shelter is built to hold up to 170 people (“Skyddsrumkarta”). As I 
was taking some photographic documentation of the shelter room 
entrance, my neighbour walked passed me and opened a door with 
a key which was labelled lägenhetsförråd meaning ‘storage room’ (fig 
23). At that time I did not understand what the word meant and I 
assumed it was the entrance to someone’s apartment, so I did not dare 
to open the door. In the beginning, I was really confused as to why the 
shelter room was so small and I could not imagine how it would fit 170 
people. Later I realised that the door my neighbour opened and went 
into was the entrance to the actual shelter room and not to someone’s 
apartment which I thought it was. 

My misunderstanding demonstrates Barthes’s complex interaction 
between the signifier and signified and depends on who reads the 
sign, in this case me as someone who did not grow up in Sweden 
or fully understand the Swedish language. Although I understood 

Fig 23. Nemoto Nilsson, R.M. “Photo of shelter room sign and entrance 
door to shelter room with the label lägenhetsförråd”  15 Feb 2019. 
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what the shelter room sign signified, I still was not able to make the 
connection that the door would lead me to the shelter room.  
This specific reading of what I assumed the shelter room was 
demonstrates how the brochure expects everybody to understand 
what and where our nearest shelter room is. Even looking at the 
brochure and trying to somehow follow the information I still was 
not able to make the connection as to where the shelter room was. 
Based on the digital illustrations of people walking down to the shelter 
room I assumed that the shelter room entrance was just a downstairs 
protective structure (fig 24). Even during the social experiment I sat 

16 17

15 15 1530 30 30

30

16 17

Varningssystem

Varningssystem

Beredskapslarm
Signal 30 sekunder – uppehåll 15 sekunder

Flyglarm
Signal med korta stötar under 1 minut

Faran över
Oavbruten signal 30 sekunder

 
Beredskapslarm och 
 flyglarm 
Beredskapslarm är ett sätt för regeringen att meddela att 
det råder omedelbar krigsfara, eller att landet är i krig.   

Om du hör signalen ska du omedelbart gå inomhus och 
lyssna på Sveriges Radio P4. Förbered dig på att kunna lämna 
bostaden med det allra viktigaste, varma kläder, något att 
äta och dricka samt id-handlingar. Är du krigsplacerad ska 
du omedelbart bege dig till den plats du har fått besked om.

Flyglarm betyder att du omedelbart ska uppsöka skydd, 
exempelvis skyddsrum eller en källare i den byggnad där du 
befinner dig.

Nya sätt att varna befolkningen kan bli aktuella. 

Håll dig 
 uppdaterad på 

dinsäkerhet.se

Skyddsrum och andra 
 skyddande utrymmen
Skyddsrum ska ge skydd åt befolkningen i krig. 
Alla skyddsrum och byggnader med skyddsrum 
är märkta med skylt. Du tillhör inget särskilt 
skyddsrum utan använder det som finns närmast. 

Ta reda på var ditt närmaste skyddsrum finns där du 
bor och där du befinner dig dagtid. Vid flyglarm ska du 
omedelbart bege dig till ett skyddsrum eller i nödfall 
till annat skyddande utrymme som källare, tunnel eller 
tunnelbanestation.

by the old looking door where I instinctively thought that it was the 
shelter room. One day, I decided to try and open the door with my 
key. I was not sure if it would open with my key but it did. I was so 
shocked and I was completely wrong about what and where I thought 
the shelter room was. At first it was dark, I felt uncomfortable and 
quickly searched for the lights. The bright artificial lights came on 
and it was a plain white corridor. It was cold too and the sounds of 
the water pipes were loud. I saw that there were several built-in cages 
and I instantly realised that this really was a storage room (fig 25). All 
the storage cages in the shelter room had this intimidating, grey and 
metal wire fencing structure and were locked with a padlock. It was 
strange to see the various junk that were stored in each of the cages, 
for example old scraps of furniture. As I was observing the space, the 
things inside the cages made me think about how the shelter room is 
being neglected today and we just see it as a space to store our things. 
Where do we go in times of crisis when our shelter room is being filled 
with things? Where and who do we turn to for a support structure? 
What is a safe space? 

The shelter room symbolises the complex interaction between the 
historical uses of the shelter room versus today’s use of the shelter 
room. Investigating the shelter room allows us to trace back and 
reflect on shared histories and how we can build critical thinking on 
the state of emergency preparedness for sustainable change. This is 
where I decided in my design research project to somehow package 
the different complexities that I have explored using my local shelter 
room as the overarching metaphor for my work.

Fig 24. Steen, Arvid.“Close up of digital illustration of 
skyddsrum.”  2018. Digital File Type
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Fig 25. Nemoto Nilsson, R.M. “Photo documentation and observation in the 
shelter room.” 4th April 2019. Kalmar.
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3.4. Art Performance

In this design intervention, I decided to do something out of my 
comfort zone and do an art performance called A Safe Space. The 
intention in doing an art performance was to bring the shelter room 
into the public sphere spatially and critically question what a safe 
space is in our society. As a starting point I measured the entrance 
area of the shelter room and took notes of the measurement. I drew 
the entrance of the shelter room using red tape in two locations in 
Kalmar, the intersection of Kvarnholmen town centre and Laborations 
Holmen, a public outdoor park. 

The first location was the intersection of Kvarnholmen, it was a 
windy day so it was tricky to hold down the tape on the concrete floor 
(fig 26). I noticed I saw a few people walking by and they seemed to 
be curious as they watched me drawing the entrance of the shelter 
room. At some point during the performance, I was interrupted by 
several vehicles driving past by and even one of the drivers came up 
to me and asked if it was okay to drive through. The interaction and 
the disruption between the vehicles and the drawn out shelter created 
an interesting reading about the crisis currently living in a fast-paced 
society. 

The second location that I chose was Laborations Holmen was with 
the intention to create a juxtaposition scenery between nature and city. 
I wanted to see what kinds of interactions, disruptions or reflective 
feelings would evoke in this particular scenery. The rocky and the 
uneven surface was a challenge to get started on the drawing (fig 27). 
In a similar process to the first performance, I drew the shelter using 
red tape but it felt more difficult to hold down the tape on the beach 
surface. Instinctively, I reached out for a rock and used it to hold down 
the tape drawing and I continued to do this. The act of reaching out 
for a rock felt like a call for help to nature. On the other hand, it felt 
that I was the one disturbing the natural ecosystem as I took several 
rocks to hold down the tape drawing. This made me reflect upon our 
loss of touch to nature and humans imbalance to live in coexistence 
with nature. 

After each drawing was complete, I re-enacted walking down the 
stairs to the entrance of the shelter room and sat in the middle of the 
drawn shelter. In the first location, it felt strange and uncomfortable as 
I was situated in a busy environment where people were shopping and 
walking around town. I noticed that some people did not dare to walk 
inside the taped out boundaries which suggested that the drawn out 
shelter creates a space of exclusion. Whereas in the second location, I 
felt calm and more comfortable to sit inside the shelter without anyone 
watching me. In this art performance, I attempted to explore and 
create a macro connection to the narrative of crisis as a vast definition 
with the micro narrative of the shelter room. The shelter room plays 
an overarching and symbolic metaphor of my project as the shelter 
room is seen out of place and neglected in a time of continuum 
crisis. The art performance of drawing the shelter in two contrasting 
locations act as a reminder of our shared history and shared crisis into 
the public sphere. 
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Fig 26. Nemoto Nilsson, R.M. “Photo documentation of shelter room entrance in the 
intersection of Kvarnholmen.” 21st March 2019. Kalmar.

Fig 27. Nemoto Nilsson, R.M. “Photo documentation of shelter room entrance in the 
town centre.” 21st March 2019. Kalmar.
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Fig 28. “Still taken from Drawing the Shelter”. Art Performance. By R.M Nemoto Nilsson.Kalmar, 21st 
March 2019. https://www.youtube.com/watch?v=cqUVIsto534&feature=youtu.be
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4.0. Discussion

My design research project first began with an exploration into 
Sweden’s 2018 war crisis defence brochures Om kriget eller kriget 
kommer (If Crisis or War Comes). As the brochure states “if crisis or 
war comes”, it imposes that the crisis is oncoming or approaching in 
the distant future where in fact, as Tony Fry proposes “the crisis is 
already here.” (245). The release and update of the 2018 brochure was 
meant to improve Sweden’s readiness to crisis but it signals its cry and 
current unstable geopolitical climate. This is a repeated narrative of 
the war crisis as this is not the first time that Sweden has distributed 
war defence brochures to the public. My theoretical analysis and 
understanding of the history behind Sweden’s neutrality policy during 
World War II and the Cold War provided me a holistic overview of the 
complex system of capitalism as a power structure. 

The social, economic, political and environmental pressures we face 
today are narratives that we inherit from historical narratives. We are 
living in a continuum of crisis. By acknowledging the past and through 
Benjamin’s concept of history, we are able to see the bigger picture 
and how the historical trauma takes intangible and tangible forms in 
the present day. This has allowed me to think beyond the reasoning 
behind the seemingly unified and corporate-inspired design of the 
2018 brochure as a means of establishing a secure national identity. 
The overall visual communication and the content inside the 2018 
brochure shows that the war crisis narrative has been manipulated 
and shifted to adhere a capitalist agenda combined with neoliberal 
strategies. This shows in the current state of the shelter rooms which 
juxtaposes with the government’s polished notion of war crisis. 

Today, these shelter rooms are used as storage room which shows 
that the workings of capital is still ongoing. Inside these storage cages 
they are filled with junk generated by the doings of capitalism which 
will continue to cumulate. While the Swedish prepper culture is 
socially and culturally enforced by the government, we are neglecting 
a physical and historical structure that can help us see the crisis as 
now. 

Through my design research process, I have learned that the 
meaning of crisis is ambiguous and immensely vast. The ambiguity 
and the level of uncertainty within the narrative of war crisis indicates 
that it is parallel to the dominant understanding of time as something 
sequential and constrained to a linear structure: past, present and 
future. This is why I have utilised artistic and a non-linear temporality 
thinking in my design research to understand history. The design 
research project shifted into a personal exploration into the war crisis 
narrative as a way of reaching out to the general public and initiate an 
open dialogue through my design and artistic journey. I hope that this 
design research project will inspire future designers to challenge their 
own boundaries of design in their practice to critically address complex 
issues in society as a way of instigating social sustainable change. 
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4.1. Final Exhibition

We, the graduating students from Linnéuniversitet created a 
collective exhibition where we given the opportunity to showcase the 
final results of our Independent Projects at Kulturparken, Småland’s 
museum in Växjö (28th May–9th June 2019). Our exhibition concept 
was based on elevating the prefix word Re as “...a critical response, 
a process, and a mindset about making again, a repetition, a 
repositioning, a regeneration” in relation to the practice of design and 
our response to making a sustainable change (Linnéuniversitet). 

Fig 29. Malo, Pilar. “Photo documentation from Film Screening and Artist Talk Event”. 
17th May 2019. +Change Project Space, Teaterhörnet, Olof Palmes gata 1, 392 32, 
Kalmar.

On Friday 17th May 2019, I organised a film screening and 
artist talk event where I presented my project and film work at the 
+Change Project Space at Teaterhörnet in Kalmar (fig 29). I felt it 
was necessary for me to provide an extended talk about my research 
project and I wanted to invite the general audience to follow my 
thinking and design process. Furthermore, the event was made to 
instigate public discussion where I hoped that my talk and film work 
would give audiences a new perspective through my narrative and 
personal investigation into the topic of war crisis in Sweden. After 
the film screening, we had an open conversation and discussion 
and I remembered that one of the audience questioned me on what 
I thought crisis meant to me. I could not exactly remember what I 
responded to her but I remember feeling puzzled and my answer was 
quite vague. After several days reflecting on her question, I realised 
more and more that the word ‘crisis’ is an inadequate and a misused 
word which generate misunderstandings and knowledge gaps about 
many of our underlying global issues. Through my investigation and 
conceptual frameworking, I found that these historical narratives 
is a continuity of how ideologies surrounding national emergency 
preparedness are being reproduced in various contemporary forms. 
As I mentioned in section 4.0. the meaning of crisis is ambiguous and 
vast, therefore this project can have the potential to further continue 
and expand the meaning of crisis for future research. Furthermore, 
organising this event has not only given me more time to reflect on my 
project but it also has highly benefited my thinking process in terms 
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of how I wanted the audience to engage and perceive my exhibition 
installation piece.

Based on the cumulated work and being inspired by norm-critical 
design work such as Metahaven (Institute, 2019), I wanted to create a 
series of norm-critical graphic design posters to accompany the final 
result of the design research project. The reason why I felt I wanted to 
create six norm-critical posters was a visual way for me to artistically 
express the crisis as something unstable and abstract. Hence, each 
poster represents and symbolises many parts of my design process 
where I wanted the exhibition installation to connect the film work as 
a whole. One day, I decided to visit the shelter room and conducted 
an intervention where I placed my posters on the storage cage room 
fencing structure (fig 30). When I placed and read these posters 
in the shelter room, they almost acted as visual markers of protest 
that is resisting the dominant narrative of crisis. I thought this was a 
really interesting moment that I witnessed in the shelter room and 
I somehow wanted to replicate this feeling in an exhibition setting. I 
decided from then on that I would like to display my posters and the 
film work in the exhibition space. 

Fig 30. Nemoto Nilsson, R.M.“Poster intervention in shelter room.” 13th May 2019. 
Digital File Type.

In the beginning, I envisioned that I would build an enclosed space 
and replicate the storage cages in the shelter room. On the other 
hand, due to my lack of carpentry and spatial design skills, I decided 
to have my exhibition installation piece quite minimal and have a 
simple fencing structure to create a so-called ‘safe space’. The fence 
material was quite tricky and an intense material to work with and I 
had to weave the two net fences together and cut them to the right size 
for the installation. As I was cutting and weaving the two wire fences 
together, I started to think about the connotations of the fence and 
iron as a material. Fences connote many different things, from it being 
a cheap piece of technology for claiming agricultural land and fencing 
domesticated animals to building concentration camps. This made 
me think about how ubiquitous fences or barbed wire are today and 
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that it comes from a violent history (Netz, 31, 129). In my exhibition 
installation, I wanted the fence to speak for itself and symbolises the 
cumulation of junk as a result of capitalism and continuity of historical 
narratives. I saw my work and the fence in conjunction to many of 
the different historical and contemporary narratives which I had 
investigated. Furthermore, I wanted the fencing structure to confront 
the idea of how we are neglecting and imprisoning the ‘problem’ in 
our shelter rooms by creating these enclosed storage cage rooms.

The feeling of overwhelmingness was something I had experienced 
many times during my design research project and I wanted to show 
this through the visuals and the exhibition installation. For example, 
the film does not follow a linear narrative but it is a cumulation of 
video works put together. I did not want the film to have a linear 
narrative or too much talking in the film because I wanted the 
silence and abruptness in the shots to leave room for interpretation 
and thinking for the viewer. In the beginning, I had the intention to 
have two or three headphones for displaying my film work. I thought 
it would be interesting to have several people being in crammed in 
the installation space while watching the film. On the other hand, I 
quickly decided against this and decided to only have one headphone 
for display. The reason being was that I felt it was necessary for my 
exhibition piece to be viewed for one person as I wanted the film, 
the posters and the fence to be a conversation piece and a space for 
the audience to engage in my work on a personal level. Based on 
my observations at the opening event of the exhibition, I was really 
pleased to see how my installation space communicated that it was 
meant to be read for one person and I could see several different 
people, one at a time, watching my film in the space. From what I 
have learned from conducting this collective exhibition and building 
my installation was to be selective and bring together many different 
elements in order to communicate not only the individual work but 
also the exhibition concept in the best way possible. 

Overall, I am quite happy with my exhibition installation as I felt 
it was a chance to generate social sustainable change through greater 
social awareness and critical thinking surrounding Sweden’s national 
emergency preparedness to war crisis. My independent project has 
been an up and down journey but it has been a very rewarding 
learning experience. I have learned to embrace the complexity of 
my research topic and challenge the boundaries of design as a fluid 
practice that is intertwined with knowledge production, ways of 
reading and politics of design and visual communication which I will 
bring with me into the future.

Re

ady



42

 

1(1) 
 

 



43

 

1(1) 
 

 



44

 

1(1) 
 

 

Works Cited

Henley, Jon. “Sweden Distributes ‘Be Prepared for War’ Leaflet to All 
4.8m Homes.” The Guardian, Guardian News and Media, 21 May 
2018, www.theguardian.com/world/2018/may/21/sweden-distributes-be-
prepared-for-war-cyber-terror-attack-leaflet-to-every-home. Accessed 
03 Apr 2019.

“CRISIS | Meaning in the Cambridge English Dictionary.” Cambridge 
Dictionary,
dictionary.cambridge.org/dictionary/english/crisis. Accessed 04 Apr 
2019.

Walter, Benjamin. Selected Writings. Volume 4, On the Concept of 
History, 1938-1940, The
Belknap Press Of Harvard University Press, 2006. pp.403, 406.

Kirmayer, Laurence J, et al. “Rethinking Historical Trauma.” 
Transcultural Psychiatry, vol.5, 2014, pp.312-313.

Gerstenberger, Heidi. State, Capital, Crisis, ACME. 2013. pp.357.

Agius, Christine. Social Construction of Swedish Neutrality : 
Challenges to Swedish Identity and Sovereignty, Manchester 
University Press, 2006. ProQuest Ebook Central, https://
ebookcentral-proquest-com.proxy.lnu.se/lib/linne-ebooks/detail.
action?docID=1069534. pp.77-79.

Barthes, Roland. Mythologies. The Noonday Press, 1991, pp. 112-114.

“En Svensk Tiger.” Beredskapsmuseet, www.beredskapsmuseet.com/
en-svensk-tiger/. Accessed 03 Apr 2019.

Guibernau I Berdún, M. Montserrat. The Identity of Nations. 
Cambridge: Polity, 2007. pp. 28.

Lööw, Clarence. “Fakta Om Civilförsvaret – 1985.” Skymningsläge, 
www.skymningslage.se/category/totalforsvaret/. Accessed 08 Apr 2019.

Matz, Johan. “Sweden, the USSR and the Early Cold War 1944–47: 
Declassified Encrypted Cables Shed New Light on Soviet Diplomatic 
Reporting about Sweden in the Aftermath of World War II.” Cold War 
History, vol. 15, no. 1, 2014, pp. 27–48., doi:10.1080/14682745.2014.920
825. pp.28.

Makko, Aryo. “Sweden, Europe, and the Cold War: A Reappraisal.” 
Journal of Cold War Studies, vol. 14, no. 2, 2012, pp. 68–97., 
doi:10.1162/jcws_a_00221. pp.75.



45

 

1(1) 
 

 

“Broschyren Om Krisen Eller Kriget Kommer.” Din Säkerhet,
www.dinsakerhet.se/kris-och-krig/broschyren-om-krisen-eller-kriget-
kommer/broschyren-om-krisen-eller-kriget-kommer/. Accessed 03 Apr 
2019.

Hall, Stuart, et al. Policing the Crisis. Mugging, The State, And Law 
and Order. The Macmillan Press Ltd, 1978. pp. 55, 66.

Bengtsson, Helena, and David Crouch. “Truck Drives into Crowd in 
Stockholm, Killing Four People.” The Guardian, Guardian News and 
Media, 8 Apr. 2017, www.theguardian.com/world/2017/apr/07/truck-
crashes-in-central-stockholm-sweden. Accessed 28 Apr 2019.

“Sweden Brings Back Military Conscription amid Baltic Tensions.” 
BBC News, BBC, 2 Mar. 2017, www.bbc.com/news/world-
europe-39140100. Accessed 03 Apr 2019.

Agence, France-Presse. “Swedish Military Tight-Lipped over 
‘Submarine’ Spotted near Capital.” The Guardian, Guardian News 
and Media, 26 Oct. 2018, www.theguardian.com/world/2018/oct/26/
swedish-military-tight-lipped-over-submarine-spotted-near-capital. 
Accessed 28 Apr 2019.

“U.S.-Russia Nuclear Arms Control.” Council on Foreign Relations, 
www.cfr.org/timeline/us-russia-nuclear-arms-control. Accessed 28 Apr 
2019.

Jonter, Thomas, and Emma Rosengren. “From Nuclear Weapons 
Acquisition to Nuclear Disarmament – the Swedish Case.” Nuclear 
Exits, 29 July 2014, pp. 49–65., doi:10.4324/9781315708065-7. pp.50

“Om krisen eller kriget kommer.” Myndigheten för samhällsskydd och
beredskap (MSB), Karlstad, 2018. Print. pp.12.

Kalmar Läns Museum. Archive Visit. Skeppsbrogatan 51, 392 31 
Kalmar. 6th March 2019.

Moere Vande, Andrew, and Purchase, Helen. “On the role of design 
in information visualization.” SAGE Publications, 2011, https://www.
researchgate.net/publication/220586615_On_the_role_of_design_in_
information_visualization. pp.362.

Kabel, Allison, and Catherine Chmidling. “Disaster Prepper: 
Health, Identity, and American Survivalist Culture.” Human 
Organization, vol. 73, no. 3, Sept. 2014, pp. 258–266., doi:10.17730/
humo.73.3.l34252tg03428527. pp.258

Peterson, Richard G. “Preparing For Apocalypse: Survivalist 
Strategies.” Free Inquiry In Creative Sociology, vol. 12, no. 1, 1984, ojs.
library.okstate.edu/osu/index.php/FICS/article/view/1122/1011. pp.44.



46

 

1(1) 
 

 

“Nedsläckt Land.”, produced by SVT, 2019.
Barnekow, Mathias, producer. Nedsläckt Land. SVT, 2019. https://
vipatv.svt.se/204/artiklar/2019-02-15-utmanande-castingprocess-
bakom-nya-realityserien-nedslackt-land.html.
McLeod, Saul. “Systematic Desensitisation.” A Treatment for Phobias, 
Simply Psychology, 2015, www.simplypsychology.org/Systematic-
Desensitisation.html. Accessed 03 Apr 2019.

Cultural probing intervention, Linnéuniversitetet, Universitetskajen, 
Radix, Kalmar. 12-13th Feb 2019.

Hagberg, Aina. Group Interview. Folk och Frö. Västerlånggatan 21, 
Kalmar. 26 Feb 2019. https://folkofro.wordpress.com/.

Narrating the crisis workshop. Linnéuniversitetet, Universitetskajen, 
Radix, Kalmar. 1st Mar 2019.

Wikipedia Contributors. “Livin’ La Vida Loca.” Wikipedia, Wikimedia 
Foundation, 28 Apr. 2019, en.wikipedia.org/wiki/Livin%27_la_Vida_
Loca. Accessed 29 Apr. 2019.

Nemoto Nilsson, Rebecka Mirai. Autoethnography. 12 hour 
experiment. 10 Mar 2019.

“Skyddsrum.” Msb.se, www.msb.se/skyddsrum.

Edwards, Catherine. “Why Sweden Is Home to 65,000 Fallout 
Shelters.” The Local, The Local, 1 Nov. 2017, www.thelocal.
se/20171101/why-sweden-is-home-to-65000-fallout-shelters. 

“Skyddsrumkarta.” MSB:s Kartportal, isapp.msb.se/apps/kartportal/
enkel-karta_skyddsrum/.

“Drawing the Shelter”. Art Performance. By R.M Nemoto Nilsson.
Kalmar, 21st March 2019.

Fry, Tony. Design Futuring: Sustainability, Ethics and New Practice, 
Bloomsbury Academic, 2009. pp. 245.

Institute, D. (2019). Metahaven. dai. Available at: https://
dutchartinstitute.eu/page/6417/metahaven. Accessed 3 Jun. 2019.

Netz, Reviel. Barbed Wire : An Ecology of Modernity, Wesleyan 
University Press, 2004. ProQuest Ebook Central, http://ebookcentral.
proquest.com/lib/linne-ebooks/detail.action?docID=776830.
Created from linne-ebooks on 2019-05-30 05:45:15. pp. 31,129.

Re; an exhibition about change and transformation. Exhibition. 
Kulturparken Småland Museum. Södra Järnvägsgatan 2, 352 29 
Växjö. 28th May-9th June 2019.

Linnéuniversitet, Department of Design. Re. Exhibition Catalogue. 
Lenanders Grafisk AB, 27th May 2019. Print.



47

 

1(1) 
 

 

Picture Credits

Fig 1. Nemoto Nilsson, R.M. “Author’s copy of Om krisen eller kriget 
kommer (If war or crisis comes) brochure”. 2018. Msb. Print.

Fig 2. Barthes, Roland. Semiological Structure of the Myth. 1957.
Translated from the French Mythologies by Editions du Seuil, Paris, 
1991.

Fig 3. Almqvist, Bertil. En Svensk Tiger. 1941. Beredskapsmuseet, 
Helsingborg, 2016. http://www.beredskapsmuseet.com/en-svensk-tiger/.

Fig 4. Timeline of War Defence Brochures. Skymningslage, http://
www.skymningslage.se/category/totalforsvaret/.

Fig 5. Parodies of the 2018 War Crisis Defence Brochures. Pennan 
& Svardet. https://www.pennanochsvardet.se/smb-rekommenderar/
kuriosakabinettet/2185-de-roligaste-parodierna-pa-msb-s-broschyr.

Fig 6. Nemoto Nilsson, R.M. “Photo of 1961 and 2018 brochure size 
comparisson (width x height)”. 6th Mar 2019. Photograph. Kalmar 
Läns Museum, Kalmar.

Fig 7. Nemoto Nilsson, R.M. “Photo of a spread from 1961 brochure 
and scanned spread taken from 2018 brochure, a comparisson 
between the analogue and digital design”. 6th Mar 2019. Photograph. 
Kalmar Läns Museum, Kalmar.

Fig 8. Nedsläckt Land TV Promotional Image. Feb 2019. SVT. https://
www.svtplay.se/nedslackt-land.

Fig 9. Nemoto Nilsson, R.M. “Photo of cultural probing box 
intervention in University kitchen.” 12th-13th Feb 2019. Photograph. 
Radix, Linnéuniversitetet.

Fig 10. Nemoto Nilsson, R.M. “Scans of the responses from cultural 
probing intervention.” 12th-13th Feb 2019. Photograph. Radix, 
Linnéuniversitetet.

Fig 11. Selected images used for war crisis narrative by the design 
students.1st Mar 2019.
Digital File Type. Radix, Linnéuniversitetet, Kalmar.

Fig 12. Nemoto Nilsson, R.M. “Stills from video documentation of 
workshop.” 1st Mar 2019. Radix, Linnéuniversitetet, Kalmar. https://
www.youtube.com/watch?v=ZzIKkDgumbk&feature=youtu.be.



48

 

1(1) 
 

 

Fig 13. Nemoto Nilsson, R.M. “Document of list of tasks based on the 
2018 brochure.”
10th Mar 2019. Digital File Type. Kalmar.

Fig 14. Nemoto Nilsson, R.M. “Scans of autoethnography writing and 
notes from 12 hour experiment.” 10th Mar 2019. Kalmar.

Fig 15. Nemoto Nilsson, R.M. “Building an emergency plastic bag 
toilet in the bathroom based on the instructions from the brochure.” 
10th Mar 2019. Kalmar.

Fig 16. Nemoto Nilsson, R.M. “Making a den to keep myself warm.” 
10th Mar 2019. Kalmar.

Fig 17. Nemoto Nilsson, R.M. “Encountering a  group of content ducks 
in the park on my way to the beach.” 10th Mar 2019. Kalmar.

Fig 18. Nemoto Nilsson, R.M. “Realising that the water tap at the 
beach was broken.” 10th Mar 2019. Kalmar.

Fig 19. Nemoto Nilsson, R.M. “A failed attempt to listen to the radio by 
visiting the local radio station.” 10th Mar 2019. Kalmar.

Fig 20. Nemoto Nilsson, R.M. “Looking in my food pantry and seeing 
what I have.” 10th Mar 2019. Kalmar.

Fig 21. Nemoto Nilsson, R.M. “Lunch time, making with what I had in 
my food pantry.” 10th Mar 2019. Kalmar.

Fig 22. Nemoto Nilsson, R.M. “Sitting outside of the shelter room 
entrance.” 10th Mar 2019. Kalmar.

Fig 23. Nemoto Nilsson, R.M. “Photo of shelter room sign and 
entrance door to shelter room with the label lägenhetsförråd.”  15 Feb 
2019. 

Fig 24. Steen, Arvid.“Close up of digital illustration of skyddsrum.”  
2018. Digital File Type

Fig 25. Nemoto Nilsson, R.M. “Photo documentation and observation 
in the shelter room.” 4th April 2019. Kalmar.

Fig 26. Nemoto Nilsson, R.M. “Photo documentation of shelter room 
entrance in the intersection of Kvarnholmen.” 21st March 2019. 
Kalmar.

Fig 27. Nemoto Nilsson, R.M. “Photo documentation of shelter room 
entrance in the town centre.” 21st March 2019. Kalmar.



49

 

1(1) 
 

 

Fig 28. “Still taken from Drawing the Shelter”. Art Performance. By 
R.M Nemoto Nilsson.Kalmar, 21st March 2019. https://www.youtube.
com/watch?v=Raf_RofYHxI&feature=youtu.be.

Fig 29. Malo, Pilar. “Photo documentation from Film Screening 
and Artist Talk Event”. 17th May 2019. +Change Project Space, 
Teaterhörnet, Olof Palmes gata 1, 392 32, Kalmar.

Fig 30. Nemoto Nilsson, R.M.“Poster intervention in shelter room.” 
13th May 2019. Digital File Type.

Additional Picture Credits

Links to Videos

1. Nilsson, R.M. Sitting in the Shelter Room, Photograph, 26th April 
2019.

2. Nilsson, R.M. Om, Digital Art, 18th April 2019.

3. Nilsson, R.M. We Will Never Give Up, Digital Art, 25th April 2019.

4. Nilsson, R.M. Responsibility, Digital Art, 19th April 2019.

5. Nilsson, R.M. In a State of Panic, Digital Art, 26th April 2019.

6. Nilsson, R.M. Privilege, Digital Art, 19th April 2019.

7. Nilsson, R.M. Neglect, Digital Art, 25th April 2019.

8. Nilsson, R.M. Heart of Crisis, Photograph, 21st March 2019.

Narrating the Crisis Workshop. By R.M Nemoto Nilsson. Radix, 
Linnéuniversitetet, Kalmar. 1st Mar 2019. https://www.youtube.com/
watch?v=ZzIKkDgumbk&feature=youtu.be.

Art Performance. By R.M Nemoto Nilsson. Kalmar, 21st March 2019. 
https://www.youtube.com/watch?v=cqUVIsto534&feature=youtu.be



50

 

1(1) 
 

 


