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ELEVEN

DISCIPLINING THE DEAD

" KeviN O'NEILL

During much of the nineteenth century the
boundary between life and death was unclear. '

L p et

For Americans of the twentieth century, conmnections
between the world of the dead and that of the living
have been largely severed.’

R e

INTRODUCTION:
FROM THE ANNEXATION OF HEAVEN TO THE DYING OF DEATH

Death seems so irreducible a reality that sketching its history might seem
foolish. How much can death change? Yet death does change, and its
changes tell us much about how the culture in which this happens is far-
ing. Death in America changed radically from the mid-nineteenth to the
early twentieth centuries. At mid-century, before the spiritual and mater-
ial changes occasioned by the Civil War, and as industrialization, urban
life, and immigration from Europe were altering the texture of life, death
was widely regarded as a simple transition. Dying did not mean an
unbridgeable separation from the living, and representations of the dead—
in memorial photography, cemeteries, and popular literature—all suggest-
ed continuity between the living and the dead. By the end of the century
g the dead had been relegated to a marginal position in culture, and the
b sense of connection between the living and the dead had been lost. If
' Americans of 1850 were guilty of “annexing Heaven,” those of the turn of
the century were exulting in the “dying of death,™ and celebrating death’s
disappearance from their lives. Representations of the dead in this later
period—in photographs, funeral practices, and cemetery designs—illus-
trate this alienation between living and dead, and furnish images through
which we can think of our current distance from the dead.




PART ONE:
THE ANNEXATION OF HEAVEN:

MEMORTAL PORTRAITS, RURAL CEM ETERIES,
AND LITERARY HEAVENS

I¥N,0 Uy

“There is no death”, what seems 50 is transition;
This life of mortal breath ,
Is but the suburb of the life elysian

Whose portal we call Death,

Poem inscribed on gravemarker of James Pilling °

In 1850 people died at home, often without a doctor in attendance, ‘T
body was washed, dressed, and laid out by family members. Local il
ters were called in to make a simple coffin. - 8
The middle-class home in which death occ
tance, as well as a special fragility. America was
more rapidly than at any other time in its histo
p'cf)plc living in cities (between 1820 and 1860)
cities grew, relationships among peopl
the city forced all residSnts to cfng'onlz ;ciila;ie
sonal relationships, ,

rose by 797 per cent.”
d. The changing scale f
n alien work and interpers

to ?onfront the sights and sounds
This shift from country to city,

of an accelerated urban economy, ;
from farm to facto the

: ‘ ry, was perhaps the
most fundamentally dislocating experience in all of Amt:rio:zuiJ hist(la)ly.’

stating was the break in the ways individuals associated

The network of households linked together by blood
world was under pressure as more people moved to citiey
clear family was isolated in its single home. Since work wag

i e the home as industrialization led to the specialization o
4501, the home was a nonproductive haven in which wi

offered moral instruction to children and provided a
merce for their entrepreneurial mates:

with each other.
ties in the rural
in which the nu
moving out of

ves and motherg
respite from com=

Because the home defied economic rationalization and eluded the cash

nexus, i i
» 1t came to be seen as a separate social sphere, a retirement or retreat

fr
om the larger world . . . . “The central convention of domesticity . . . was

the contrast between the home and the world.”

The center of this home was the parlor, in which weddings and funer-

als took place, in which the private life of the family intersected with the
world of commerce, the realm of strangers.

The parlor was the front room of the middle-class home where friends,
acquaintances, and carefully screened strangers met formally “in society”.
Geographically, it lay between the urban street where strangers freely
mingled and the back regions of the house where only family members
were permitted to enter uninvited. . . . The parlor provided the woman
of the house with a “cultural podium” from which she was to exert her
moral influence over American society. *°

This middle-class home, freighted with its new moral significance, was
also the site of death. In 1850 young people died, proportionally more fre-
quently, more quickly, and with less effect on their vigorous appearance and
youthful beauty. Viral and bacterial infections that acted on major systems—
respiratory, gastrointestinal, circulatory—killed young people who had not
had time to build up immunity and older people with weak systems.

Wives died in childbirth or from infections and hemorrhages that fol-
lowed it. Men died of heart attacks, strokes and embolisms, because of a
fat-rich diet and the stress of a commercially-driven life.

Others, fewer, died after prolonged suffering. Cancer, which was less
common but also less subject to surgical intervention, was the cause of
prolonged, tortured deaths, as were tubercular and other infections.

Virtually all of these people died at home in their beds. Hospitals were
reserved for the indigent or those without friends or family and were sites
of death rather than of cure.

Death at home in the urbanizing nineteenth-century home was some-
what different from death in earlier rural homes because the new urban
home was more isolated from a traditional social network and from
extended family, and the urban home was a center for moral training and
for respite from the stresses of commercial activity.

The meeting of the new urban middle-class home and its moral ideal-
ism with the dead, especially the young dead, produced representations of
the dead that inscribed the dead in a “cult of domesticity,” and kept them
alive within the family. Memorial portraits, the monuments in rural ceme-
teries, as well as the design of such cemeteries and the descriptions of the
dead in Heaven in consolation literature, all placed the dead, as if still
alive, in the protective bosom of the family—as if, in a world in which tra-
ditional kinship and community ties were breaking down, every family
member, dead or alive, were vitally important and not to be surrendered,
and as if that person were still a subject for moral training and protection
from the larger world. &

The home as the site of moral instruction and of death, and the home

Disciplining the Dead
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The family-based retreat from the urban world offered by the mide
class home and its gallery of post-mortem portraits was mimicked almog

The first rural cemetery, Mount Auburn in Cambridge, was planned by
horticulturists to recall a simpler rural past in which Americans lived clog:
er to innocent and pure Nature and to each other. Rural cemeteries wer
laid out in hilly terrain, and were laced with broad, winding “streets” tha
gave onto unexpected vistas and hidden glades and dells. They were heays
ily planted with trees, shrubs, and flowers, and dotted with a wide variety
of monuments, mausoleums, chapels, and crypts.

They were like the middle-class home, and the middle-class neighbors
hood, in two respects. First, rural cemeteries were planned around the
nuclear family. Every cemetery lot was sold to individual families, who were
free to design its monuments and plantings without asking permission
from the cemetery administration so that “the family dominated the land~
scape of the dead.”® Americans saw the rural cemetery “grave as a home in
which the deceased rested with family and friends. Just as the family wag
the central unit of civil society, so also would it be the organizational unit
of the rural cemetery.” As Sloane puts it, “Within these picturesque
grounds, lot-holders wished to celebrate their heritage and success. Family
lots became means through which middle class Americans could com=
memorate their families.” And families took such a hand in designing and
separating their plots that later cemetery managers complained: they
“decried the tendency in . . . people to be as exclusive and private in their

lots as in their dwellings.”

This leads to the second tie between rural cemeteries and the home and
neighborhood. Both were retreats from the world of commerce and both
privileged moral training and reflection: “Conceptions of home, suburb,
‘:‘md the rural cemetery as utopian retreats served as a safety valve™ and

Like the home the grave was portrayed as a haven in the heartless
world™ where people found “an asylum from their industrialized work
place.”

In rural cemeteries, “Those yearning for a sense of community lost
found gratification.”” and “Rural cemeteries were promoted as an answer
to the confusion and complexity of urban life,” because “Americans iden-
tified domestic tranquillity with . . . horticulture.”” “Supporters had
dffs.igned them to fulfill the same sanctuary functions as the home was tra-
ditionally supposed to serve.”® Just as the tranquillity of the bourgeois
home made it a site of moral education, so in the tranquillity of the rural

cemetery people found instruction: as Justice Story looked out on Boston,
and into Mount Auburn, standing on one of its heights, he was moved to
reflect: “. . . we stand on the borders of two worlds, and . . . we may gath-
er lessons of profound wisdom by contrasting the one with the other.”
Religious worthies like William Ellery Channing and John Pierpont
“argued that pastoral cemeteries served as schools of moral philosophy and
catalysts for civic virtue,” because their natural tranquillity offered the
chance, among the memorials to the dead, to “contemplate the meaning
and management of their lives.” As Alexander Everett of Boston wrote:
“How salutary is the effect which a visit to its calm and sacred shades will
produce on souls too much agitated by the storms of the world.”™

If rural cemeteries, and their family lots, were analogous to the bourgeois
home in the ways cited above, the dead in rural cemeteries were also char-
acterized very much as they were in memorial portraiture. In the rural ceme-
tery the dead under the ground were most often represented above the
ground either by monuments that gestured toward home or by forms like
obelisks and urns that gestured toward Egyptian and classical symbols of
immortality. Thus, as in the case of post-mortem portraiture, the dead were
represented as in some sense living: “The rural cemetery became home to
monuments that were stonework versions of mourning paintings.”?

This theme of death-in-life in the context of membership in the fami-
ly was strikingly evidenced in the common children’s gravemarkers , small
beds or chairs in which children were gently sleeping. These monuments
“establish(ed) clear visual correlations between the child and the home, the
purity of nature, and symbols of childhood.™ Thus, the bed sculptures
refer to the nursery, seen as “a moral incubator.”

And in all these references from monument to child to home,
“Euphuistic sepulchral inscriptions like ‘asleep in Jesus’, a favorite for chil-
dren’s graves, poetically stressed the continuing presence of the
deceased,” because in the economy of the sentimental American middle

class family at mid-century,

It is absolutely essential that the deceased not truly die.The planned and
picturesque new “rural cemeteries” promoted and rapturously described
by the same groups who produced consolation literature . . . were dedi-
cated to the idea that the living and the dead still cared.*

As Miss Martineau, an English visitor, remarked, “A visitor from a strange
planet . . . would take this place (a rural cemetery) to be the sanctum of
creation. Every step teems with the promise of life.”

The rural cemetery was thus seen as an analog of home, as a site of life,
and the monuments gestured toward a reaffirmation of the immortality of

Disciplining the Dead
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I saw that I myself was not . . . greatly changed. I had form and dress,
and moved at will, and experienced sensations of great pleasure and,
above all, of magnificent health.

Beautiful, too, I suppose we shall be, every one. We shall find them (our
bodies) vastly convenient.

Given: a pure heart, perfect health . . . the elimination from . . . life of
anxiety and separation.*

Phelps’s Heaven serves as the third site of the representation of the
ad in antebellum America. In all three the dead appear in a family/home
tting, and in each the dead are defined by the moral values of innocence,
rity, and sincerity that were dear to the middle-class home. In each case
e dead, as represented, are kept alive in the home/cemetery/Heaven, as
the beleaguered middle-class home at mid-century, isolated from its
ral roots and separated from the world of commerce, could not afford to
-any of its members, and especially the young innocent dead, g0, lest the
'me become more vulnerable to the amoral world of commerce that
ked just beyond the parlor door, and which had already, perhaps sur-
stitiously, penetrated the parlor and begun the long process of wresting
ntrol of the domesticated dead from their various morally protected
vens.

RT TWO:
IE DYING OF DEATH:
\SKETS, EMBALMING, AND THE LAWN PARK CEMETERIES

e exile of the dead began when the family began to put the dead under
: control of the world of commerce, which had been barred from the
ddle-class home. As soon as a daguerreotypist entered the parlor of the
argeois home to “shoot” a dead person, a contest for control of the dead
1y and how it would be represented, between the home and the world
commerce, had begun. It was a contest that the home and family could
:win.

Over the last four decades of the nineteenth century funeral profes-
nals took increasing control of the body and the ways in which it could
shown. Funeral directors and cemetery managers as well as casket man-
cturers and florists, symbolically or literally entered the parlor of the
irgeois home and transformed the scene of death, increasing the dis-

tance between the living and the dead, rendering memorial portraits, rural
cemeteries, and consolation literature obsolete. These professionals took
control of the rural cemetery and “rationalized” it, wresting control from
families, turning an unprofitable if lovely site of mourning into an order-
ly and profitable, if less appealing, abode for the dead. The professional-
ization of death also led to a lessening of sentimentality. The object that
had been a beloved family member worthy to be kept safe in the parlor in
a photographic image, and which had had a post-mortem career in
Heaven, was now taken away by professionals, embalmed and made up,
and placed in a huge casket, immobilized rather than invigorated by death,
prised loose entirely from its homely setting and reinserted in a funerary
scene from which it could no longer emerge into a new life.

The Civil War marked a watershed in the contest over who would con-
trol representations of death. For the first time a major war was pho-
tographed. Matthew Brady and his assistants pictured camps, supply
trains, arms depots, and battlefields. In the last category of images were
pictures of what battles left behind—the corpses of the dead.

Hegel, in his Lectures on Aesthetics, wrote that Greek classical art was
foreclosed as an aesthetic option by the crucifixion of Jesus.” The image
of his once-beautiful, near-naked body twisted and bloody on the Cross
redefined the simple appeal of the classical male nude, and indicated that
Jesus’s tortured body was trying to express a meaning too grand for any
body in classical repose to express. Classical bodies, Hegel argued, are the
last Western example of beauty in art in which there is a fit between the
body represented and the idea it is required to express because in classical
art the body perfectly and fully expressed what the ancients understood
about the human soul and how it can inhabit bodies.

Something analogous to the death of classical art happened to post-
mortem photographic portraits after the Civil War. The terrible images of
battlefield death, in which the bodies of men were depicted sprawled in
public, possibly rendered memorial portraits a cultural impossibility, as the
twisted body of Christ rendered serene classical representations of the
body impossible. Memorial photography survived the war, but after 1860
photographs of the dead were no longer portraits.

The second effect of the Civil War on representations of the dead had
to do with how the war dead were deployed in graveyards. In 1855 the
Cincinnati rural cemetery, Spring Grove, had hired Adolph Strauch, a
German landscape architect, as its new director. Strauch found the rural
cemetery far too disorderly a place. The variety of monuments, whose size
and shape cach family controlled, the plethora of different chapels and
crypts and statues, sprawled across a landscape heavily planted with any
number of different trees and shrubs, suggested to Strauch both a lack of
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months. The combination of a transportation system that was good
enough to get bodies home but not good enough to get them home rapid=
ly, made some form of preservation of the bodies of the war dead desir
able. This is where embalmers entered the picture, a picture from which
they have not been removed. As Habenstein and Lamers write: “by the
time the last shot had been fired, this mode of preservation had secured
for itself a permanent place in American funeral customs.”

Embalming the dead, which has never become the custom in other
industrialized nations, became more popular in the United States until by :
the turn of the century it was more common than not. Americans grew
accustomed to dealing with the embalmed dead during the Civil War,
Second, Americans were more mobile than most other peoples, and fam-
ilies tended to disperse themselves over wide ranges of a large country,
Relatives might have to travel from several distant states to participate in
the funeral. Embalming made it possible to keep the dead body in an
acceptable condition until such relatives could arrive.

But there is a subtext here. As the details of handling the dead body
passed more and more, in the urban setting, from the control of the fam-
ily and into the hands of professionals who would supply specially made
coffins and caskets, grave clothes, carriages, and pallbearers, the practice of'
embalming became a critically important extra service offered by such
professionals. This service added substantially to their income and placed
the body much more firmly under the control of the funeral director,
because embalming itself was a way of controlling the body and, once
embalmed, the body must then be made up and laid out in ways consis-
tent with this expensive preservative procedure.*

In fact, this third change imposed on the representation of the dead by
the war coincided nicely with another change that does not seem related
to the war, but to a concerted effort by funeral professionals to promote
new aesthetic of death, one that privileged “beautiful” corpses and equally
beautiful surroundings. In this emergent aesthetic a central part came to
be played by the newly named “casket,” which replaced the coffin as the
normal receptacle for housing the dead body.*

Caskets, unlike the more traditional coffin, were generally rectangular
rather than shaped to the body. They were also made of more different
materials. There were cast iron caskets, bronze caskets, cement caskets,
cloth covered caskets, even rubber and wicker caskets, as well as caskets
made of all sorts of different woods . What distinguished the casket from
the coffin was that whereas the latter had been a simple convenience—q
container in which the dead body could be laid out and carried to the
grave—the former was designed to display the body, to render it more
beautiful by providing it with a beautiful setting,

WA AV i

ST SRS St ey

Even the name “casket” suggested that the dead body was a precious
object, a jewel, perhaps, that required an elaborate container in which it
could be safely held but also displayed.* With the introduction of the cag=
ket it was almost as if the body, having entered the commercial nexus creat-
ed by funeral professionals, had now been transformed into a commodity, to
be displayed to the public like something for sale in a shop window or show-
room. As Habenstein and Lamers state, “There was an imminent desire on
the part of the late nineteenth century burying public not only to display a
body in its physical entirety, but to place it in a handsome setting, part of
which is comprised by the casket.”

The embalmed body and the casket were connected. Before the war the
body would be placed in a simple casket, so narrow that the arms of the
corpse were most often tied together with a strip of cloth so the body
could fit into the container. When it was photographed, it was rarely pho-
tographed in the casket, because such a depiction located the body on the
other side of a divide between the living and the dead. Once the dead body
was imbedded in the coffin, it had left the land of the living and entered
a different geography.

The sentimental dead body was, rather, depicted among ordinary domes-
tic scenes, perched on everyday furniture, wearing everyday clothes. It was
not encumbered by its setting, but free within it. The new postwar dead were
increasingly photographed lying as if asleep in their large, elaborate caskets,
their bodies half-hidden, their eyes closed, positioned not to “look” into the
camera as if sitting for a portrait, but faced nowhere in particular.

These photographs were not portraits because the dead person was not
exactly their subject. Their subject was the funeral scene as a whole, of
which the body made up the principal part. In these later pictures the sur-
roundings all had references to death, and implicitly to the difference
between the dead body and the bodies of the living. The deep casket in
which the body was imbedded; the special funeral clothing; the arrange-
ments of flowers, the very room itself, now no longer an ordinary room in
an ordinary house but a room specifically designed for the display of
death—all these artifacts captured the body in a chain of signifiers. Its
meaning now developed from its relationship to the elements of the funer-
ary scene, not with reference to the living.

It is also the case that photographers, like the family, had surrendered a
great deal of their power to control the conditions of representation of the
dead. It was now no longer the conventions and aesthetics of portraiture that
controlled how the dead were represented even in photographs. Rather,
what the photographer was doing was merely recording a scene already
composed, according to a new aesthetic and a new convention, by the funer-
al professional, who had become the new director of the scene of death.
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planning and an economic mistake. Rural cemeteries were expensive |
maintain because of their twisting pathways, their cluttered grounds, the
lot fences, and the large areas devoted to nonproductive “scenery.” It wj
very difficult to do effective gardening and lawn care in such places, a
the large lots were not good money-makers. Strauch proposed a differe
form of cemetery, the lawn park type, in which central cemetery managy
ment would have much more control over the size and types of mon'}-
ments and plantings, and the deployment of headstones across op
unobstructed lawns. Far from being a complex picturesque geography fo
quiet retreat and contemplation, the newer cemeteries were open lawns of}
which smaller, more uniform headstones were arranged in orderly rows,
There were still plantings but these were far fewer and less denge,
Cemetery management chose what to plant, and where. Monuments and-
mausoleums and chapels were fewer in number, and they were separated
from the ordinary grave sites. :

The changes in how cemeteries looked were a mirror of changes in the
way they were being run. Postwar cemeteries were in the control of profess
sional managers who sought to make a profit: “Our modern cemeteries e
modern because they are established and managed on business pringis |
ples.™ And “business principles” included getting control of individu
plots and imposing a rigid order on them.

The newly formed AACS (American Association of Cemetery
Superintendents) worked from a widespread cultural assumption that “this
is an age of organization. . . . We must cease our individual activities. No
man liveth unto himself alone, and no man dieth to himself alone. This iy
an age of social life, and the social point of view.”” In cemeterich,
“Individual rights must be subordinated to the general plan. . . . Civilization -
consists in subordinating the will of the individual to the comfort and well«
being of all.”™ This meant that the superintendent must “assert . . . com=
plete control over the landscape. The first and most important thing is to get
control of the ground.”* 3

This rationalization of the cemetery was mimicked in the large cemeters
ies the government created for war dead. These military cemeteries, of -
which Arlington Cemetery is a prime example, followed an aesthetic simi«
lar to that embraced by Adolph Strauch. Row after row of identical, small,
simple white markers represent the war dead. Rather than being individual
members of specific nuclear families, the war dead were incorporated into i
larger, fictional national “family” to which each equally belonged. Members
of a great national army whose purposes were greater than the individual
concerns of any soldier or family, these dead had been homogenized. Thig
blank uniformity, which tends to separate the living from the dead by ren=
dering all the dead alike, was a compensation for the grotesque chaos of the

battlefield. That field of chance and unlooked-for death, that field of
corpses, was replaced by the perfectly orderly field of clean white stones and
lush green grass, undisturbed by the detritus, human and otherwise, of war.

The effect of lawn park and military cemeteries was a greater unity in
the cemetery but a greater distance between the living and dead. Sloane
gestures toward both tendencies:
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Cemeteries would become more parklike. Monuments would be more
formalized and standardized. The artfulness of the landscape would
become more obvious and more celebrated.

But:
This formality . . . represented the distancing of the living from the dead.

Farrell sums up the distancing effect of the new cemeteries in his dis-
cussion of the “pictorial ideal™:

The pictorial ideal . . . betrayed a psychological change in cemetery work,
as nature became landscape, as panorama became picture, sight sup-
planted the other senses in experiencing the cemetery . . . the observer
took up a mediated relationship with nature. The pictorial ideal presup-
posed a frame for the picture, and a spatial and psychological distance
between the viewer and the view. Rural cemeteries had promoted a com-
plete communion between people and nature, but park cemeteries
reduced the connection to a point of visual contact.”

By the end of the nineteenth century the cemetery was no longer a surro-
gate home, the plot no longer a parlor.

The third effect of the war was to install the practice of embalming into
the scene of death, a development that would radically change the way the
dead looked, and the way in which they were displayed. The ramshackle
buildings and the crude signs photographed immediately adjacent to bat-
tlefields as the dead were being collected and identified show that
embalming was done on a rough and ready basis during the war. It is not
entirely clear from the existing records whether the government subsi-
dized such a practice, but the photographs indicate that it was a common
practice, perhaps paid for by the families of the deceased.”

Embalming occurred because, first, there was a transportation infra-
structure, the railroads, capable of moving the dead from the battlefields
to their homes in other states. Second, the railroads could deliver bodies
but could not do so quickly enough for them to be in any condition to be
viewed or handled by family members, especially during the warnier



In this scene the dead body itself had been replaced by a transformed
embalmed, and cosmeticized version of itself. The body represented i
prewar photographs was a vulnerable and awkward body, subject to the
distortions of rigor mortis, the signs of which are evident in many pog
mortem portraits. The embalmed body was composed, laid out carefull
in a canonical pose. It was recumbent, as if asleep, hands folded modestl;
across the lower abdomen. Prewar bodies, however conventional the pose
they were permitted to assume, have a greater variety of looks and dispo
sitions. The embalmed body had a single pose, just as the military ceme
tery had a single sort of headstone. In both cases the dead grew more
remote by being cast into a single mold that always symbolizes death.

The embalmed body was also made “beautiful” by the application of spe=
cially produced postmortem cosmetics. Daguerreotypes were often lightly
painted to reduce the harshness of their high contrast black and white tex -
tures. But the embalmed body itself is painted: it becomes auto iconic, a rep=
resentation of itself, rendering post mortem portraits unnecessary.

Thus, the embalmed, cosmeticized body constituted by the funeral pro
fessional reinscribes in itself many of the motifs through which the prewar
domestic body was represented. The body itself has become a kind of por-
trait of itself, though not one that stares back at any camera. It has also
assumed, in public, its cemetery pose of sleeping. We need not any longer
imagine the dead asleep in their rural cemeteries; they are asleep in the
funeral parlor, asleep in their caskets. And this sleep is no longer an inter=
val between wakings. It is permanent.

The new dead resemble the dead represented in consolation literature, in
two ways. The embalmed and cosmeticized dead are more beautiful, with
more durable, albeit more immobile, bodies than they ever had on earth,
The embalmed dead, like the dead of consolation literature, are “improved.”
And the new dead have what might be characterized as a new career, as do
the dead in consolation literature. Their career is very different: it is their job
to be dead, and to remain unchanged in their deaths for as long as possible.
The embalmed dead learn no languages and visit no bereaved families.
Encased in their rigid bodies, filled with chemicals, imbedded in heavy cas-
kets in concrete-vaulted graves, the new dead are imprisoned beneath the
earth, their job to stay there, out of contact with the living.

In the postwar world, in which the control of bodies by funeral profes-
sionals altered the ways in which the dead appeared, a new form of the
denial of death was taking hold in the culture, one that seems to have con-
tinued into our times. Now death is denied by being hidden from view.
Even the embalmed body made for display hides the fact that the person
represented has died. The dead person is hidden behind the makeup, hid-

den inside the enclosing casket, and under the minimalist monuments of

the memorial park, no longer a dormitory, but a field of memories in
which those who are sleeping are not expected to wake up again. If the
earlier period annexed heaven and described the dead as if they were still
alive, the later period has arranged for death itself to die, banishing the
dead to special rooms in special homes, enclosing them in huge boxes, hid-
ing them in parks.

The final phase of this dying of death was the passing of control from
funeral professionals to health professionals. Today the dying disappear
into hospitals and die hidden behind banks of medical equipment, their
features erased by masks and catheters, their bodies overwhelmed by
machinery. But that is another story. We have accompanied the dead on
their journey from being colonized by the living to being banished from
the scene of life. That is far enough for now.
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