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UBERLEBEN
Various artists, including: Bernadette Corporation, Karl Holmquist, Elena Kovylina,
Rebecca Kressley, Malte Lochiteds, Elke Marbifer Curated by Sophie Hamacher and
Lowise Witthofl; Exhibition architecture by Nikolai Kaindl, Program, Berlin

{y PATRICIA REED

umgaleben [instsllotion veew |, 1o
Program, Barlin, Fesric; canse Siam

" nrrleben, licerally “over life,” takes us
through a vatiety of video-, installation-
and wall-based works located within a resur-
rected, Grothie milici. Four large caves for the
presentation of video works were designed for
the show by the archivecr Wikelal Kaindl, In
collaboration with curators Sophic Hamacher
and Loukse Witthddt. These fracralcsque archi-
tectural structures set up a self-conscious cho-
reography of viewing, forcing the audience to
manoeuvre around and through the protrud-
Ing volumes. The dramatic architecrure takes
on a cathedral-like presence, with it pristine,
icy-whire exveriors seiting the stage for a di-
verse selection of works eliciting feelings of
stagnarion, fear and anxicty,

The interstitial premise of the show's tithe —
being neither alive, nor dead, but something
apart from life—is employed 25 & survival
strateiry in the face of an all-consuming so-
cictal emptiness. Be it through zombies, vam-
pires, imacrive characters, Paris Hilton's blonde
hair or a drunken dance, OBERIben maps ot
& verritory where the ever-morphing thresh-
olds between the "mainstream” and ehe "alver-
native™ overlap in stonal, Auctuating harmony,
Az the sound from Elena H.ﬂ'l':dl.l'l.lll. Wideaf
petformance Walks (2001) seeps into the ex-
hibition landscape, Marlene Dietrich’s low, dry
vobee can be heard, mirroring che ennui on
view: "What can [ do, I can't help it?™— a veri-
rable Lidekian formula for fedshism, where we
all knaw better, bue_..

Mestled within the cavernous spaces of the
architecture are four monitor-bazed video
swarks. Bovylina's HWiles documents the arrist
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as she dances with male spectators in a dark-
ened Berin courtyard o the songs of Marene
Dictrich, whilst polishing off a bottle of vodka,
ehot by shot. Berween shots, she plns & medal of
honour on the breast of her military unifocm,
quickly takes a gulp of Coke and maves on to
the next man. The audience passively gazes
on as her intoxkcation grows o obscene levels
and she can barely stand upright, all the while
her partners assume awkward expressions of
um'npl.'u:il:r withm and for her :P-ﬂ:tlcln Axihe
downs the last shor, smashing the glass o the
ground, she pulls herself together and abrupt-
Iy marches our, sarprisingly emanci pared from
her self-destructive performance.

Elke Marhdfer's work, Erase You (2005
2007 ), steps away from the spectacle of Wadrz,
ai the camera slowly pans over & collestion of
four liztless ﬁguru- ina dim]:p lie space. The
exhausted bodies, sprawled on the floor noc
doing much, are caught somewhere berween
sollpsistic melancholy and collective apathy.
Thie slowness with which this non-event un-
folds suggests withdrawal, a mood further en-
hanced by the vicwer's position of primitive
retreat inside the cave in which it is presented.

Crther modes of colleceivity are questioned
by Bernadette Corporation’s He Corpse (2006).
Displayed on two small, synchronized Lco
monitars lnid on the Howr, scenes of hedonds-
tie acts of carnival from Berlin's Love Parade
unfurl as a backdrop for a volceover narration
of a never-to-be-Almed rambic sereenplay. The
commercial nature of this festival, which pur-
parts to resurrect and eclebrate the pablic cor-
pus, is critically reconsidered — not as a site
of collaborarive bacchanal, bur as a macabee
miise en sedne for individuals driven by pure
self-gratification.

From spectacular self-destructive indul-
genice, to apathetic withdrawal, vo celebrato-
ry fescival, this exhibition finds the moyth of
the zombbe alive and well in contemporary rit-
uals of self-zombifcarion. Complicating the
eombie myth are two works on display thar
employ the vernacular of Hollywood pop to
subversive ends. Kad Holmgrist's collage Uinsi-
ted (3006) features images of Tom Croise and
Brad Pist from the film feeradew wath the Fiem-

pire (1ap4), juxmaposed with paparazzi imag-

e of the stars, The pairing of the iconic “real”™
with the “hictbnal” world of ilm expodes an in-
version where the absurdity of our obsession
with celebrivies is more surreal than che films
they appear in, Depicting a mochid, satirical
ewinning of Paris Hilton and Nicole Ritchie is
Hebecca Kressley's video A Blande Suon (2007).
In & jerkily animated sequence, the blond wigs
of the famous sFFs fy up to the sun and are
werrorized by a flock of harpics — beautiful,
hybrid woman-bird creatires that are said to
have stolen food, broughe life and acred as
death amgels.

A plecing together of divergent contexts
and figures feeds inco the tyth-century Goth-
ic motif thar runs throoghout the exhibition.
Malte Lochstedt’s Reguiera Killers [200%) epi-
tomizes this approach; he creates o readymade
remix by combining one half of a vinyl record
each of lron Maiden's Kiflers and Mozarts Re-
aqaeiers on A turntable, ready to play, A sym-
phonic abutmiens of sounds and genres ensucs
a6 the turntable jump-cuts from one groove to
the next. Parallel to the murntable are a series
of spliced scores from both pieces, torn and
:nushl:r FI.I.t tnﬂnl‘l‘ltn the ihn:-unp'l.ml'lcl: af
musical languages made palpable,

Ad a peniemtiunitiverk, CRERIhen comments
on the supposed depoliticization of a gener-
ation thate has come of age in the lase 20 years.
By weaving festive event-based culture, iconic
pop figures and serateghes of withdrawal with-
in a common tapestry, the exhibition takes a
critical look at society's normalkzation process-
e, and the modes by which rhey are celebrated,
or lamented and resisted. fmegleben operates
as & large-scake collage in imself, escaping the
cliché of the Gothic whilse appropeiating it
culrural legacy, which opens a wide interpre-
tive space foer the audience. Ad an in]lmntl'_r
Irresolvable concept, Omerleben launches the
wiewer into a precarious stage that forces us to
Face our fragile, albcit fetishistic selves no maz-
ter which side of the norm we see ourselves
surviving on. As the Bernadene Corparagion
says in Be Corpee, "New energy can come from
dead chings”™




