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The archive, if it can be said to be anything at all, is an uncanny potential, like the stage itself. After three 
years of engaging with Infinite Record: Archive, Memory, Performance, “archive” for Norwegian Theater Acad-
emy at Østfold University College now refers to a phenomenon of attention. Infinite Record has amplified 
the demand to listen to the present, and by responding we can carry forth, transform, or release the reso-
nances of the past. This project informed our engagement with the topic of performance and memory such 
that the notion of “archive” for us now also implies methods of relation, repetition, embodiment, listening, 
and care, as well as polyphonic acts of overwriting, erasure, and letting go.
 At NTA in Fredrikstad, Norway we educate acting and scenography students in contemporary the-
ater from the undergraduate to post-graduate levels. Students work closely together to generate new origi-
nal theater works informed by compositional strategies found in music and architecture. Our practices are 
based in research, in seeking relationships and potentials produced by theater, and in investigating how 
performance can engage with both a space and the public via the senses while simultaneously stimulating 
critical discourse and thought. For almost 20 years the education has invited groundbreaking international 
guest artists to create unique projects in conjunction with the students. 
 The early archive of NTA was represented by project records, heaps of photos, videotapes, and traces 
of performances locked in a storage closet, without much order or framing. We didn’t know what to do with 
all this data, so it became the starting point for Infinite Record, which led to our current explorations. We 
asked ourselves: What is the legacy of NTA ? What do the principles of archiving have to do with the ephem-
eral arts and an education that seeks to explode traditional patterns of learning ? Is our archive something to 
organize, care for, or forget ? We realized that at some level we were asking, as contemporary theater mak-
ers, what we had to do with history, and what history had to do with us.
 So we invited resident artists and institutional partners to help us answer these questions by explor-
ing the dynamics of memory and archiving in their own works, as a way to enter into the next chapter in our 
development as an academy responsible for its own legacy. This book is a reckoning and reflection on the 
three years we spent investigating our archival impulses. This book does not serve as a history of NTA, but 
rather offers a collection of findings on developing approaches to archive, memory, and performance. The 
accumulated research found herein — our “listening” — has been very informative in guiding subsequent 
ways to map our own history as a school as we approach our twenty-year celebration in 2016.
 The archive as a phenomenon of reckoning, storage, and engagement with time is a crucial obsession 
for many theater makers. What we mean by “archive” is complex: we at once refer to the marking of history, 
the trace of things, and also to any values that trouble us in our march towards death and disappearance. 
Memory plays a crucial role in how we process our practice. For instance, an actor brings to his or her train-
ing embodied histories, legacies, and circles of relation. Through exchanges with the public they shed old 
bodies and acquire new identities. A scenographer develops new spaces in response to what is there and 
what is not there. Both artists are working in dialogue with the demands of time, history, and the politics of 
shared space. Texts play a decisive role in what we consider to be our inheritance as makers. Texts are per-
forated. They are breathed, spoken, eaten, changed, and exchanged.
 This book documents a collective effort to approach memory and archive — a complex matrix of dis-
course — by means of diverse, opposing, and conflicting methodologies. What NTA values most in the ar-
tistic research paradigm is the invitation to interfere with hierarchical knowledge systems. Michel Foucault, 

the project 
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in a 1972 conversation with Gilles Deleuze, defended art as a valid and independent form of knowledge that 
need not obey traditional scientific methods.1 Foucault’s case holds up because artistic forms have the abil-
ity, through their diversity, to evoke “other” knowledge, even knowledge that challenges the preconditions 
of knowledge. This is relevant to our pedagogy at NTA, as we train theater artists using sometimes serpen-
tine, non-traditional processes, while inviting other disciplines into our spaces in order to challenge theater 
conventions. We often ask theater to resist or critique its own history, including the aesthetic and cultural 
power structures of the avant-garde. 
 Artistic research processes in Norway value experimentation, juxtaposed relations, and live encoun-
ters as proven values for spending time and resources. This is an alternative to familiar modes of market-
able academic production. The act of critical reflection is therefore an essential part of our artistic research 
processes, where theory, expression, and other grammars arise out of a myriad of digestive mechanisms 
used to engage work (including work that is perhaps impossible to digest). An example of this is when we 
invite unfinished ideas from our seminar processes to be presented and explored publicly. This symposia 
situation is a collective learning experience where failure is welcomed, if not consciously invited. It is not 
just a “knowledge market.” Artistic research and critical reflection might also mean dreaming together, 
without objects or objection. But this dreaming follows a trajectory or thread; it has a structure and a direc-
tion, a flow. Infinite Record, in its book form, is yet another framework for gathering these threads together. It 
is a situation, a network of human relations, and a reflection on encounters with time.

 PERFORMING ASSEMBLAGE

This book also functions as a sculpted relief, the result being perhaps a performance of its own. A book al-
most always consists of interconnected letters forming words within a specific semantic framing that give 
meaning to the performative “stage” design emerging on the empty page. 
 The celebrated poetic work (Fig. oo1) arrives from the German-Romanian writer Herta Müller, 
Nobel Prize laureate of 2009, points in that direction.2 Father is calling the flies3,4 is a provocative example of 
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performative writing that also functions as an “unreadable text.” It is approachable only through the inter-
playing facets of architecture (color, three-dimensionality, capitalization, context, archive). At the moment 
the letters/words are staged by the scenographic design of the author, the former content and context of the 
snipped advertisement pieces they arrive from are forever lost. But the text, seen anew, operates as solitary 
form — in relief, as performance — locating its new coordinates, so that it might live on as celebrated poetry. 
 The work has taken a journey “down the rabbit hole”5— a metaphor in the English language that 
serves as a threshold symbol for the entrance into a ‘grotesque world,’ “where the unconscious is entered, 
and archetypal realms are revealed” (158).6 It is frequently used when referring to a shift in one’s immediate 
environment, a shift so substantial that one’s concept of reality is challenged or even changed, resulting in 
the loss of objectivity. Entering archival work can be compared to venturing down the rabbit hole, search-
ing for long lost contexts, re-establishing contexts by means of critical methodologies, experiencing the 
eternal loss by means of conscious and unconscious introspection. When one looks at Herta Müller’s piece, 
the multidimensional staging of the words behave like masked protagonists in a performance, but their ar -
chival identity is irretrievably lost. Coping with the loss of the absolute and re-assembling masks and mem-
ories from the fragmentation of a globalized world are recurring themes of Infinite Record.
 

 THE ARCHITECTURE OF THIS BOOK

The “process” of Infinite Record: Archive, Memory, Performance has ended, but this collection represents its 
afterlife. Not a comprehensive representation of the project but rather a collection of its potentials: here 
you’ll find traces, scholarly voices, performance writing, and artistic works. One could begin reading from 
anywhere in the book. The items, like the individuals responsible for them, do not agree; they do not seek 
harmony but are left to coexist. While there is a logic to the order of the entries, there are infinite equal and 
opposite resonances that arise through reading randomly. This is supported by the layout: we consider the 
book’s designer a scenographer. The book is conceptualized as a stage work with four “scenes”:

 Scene I: The Rabbit Hole
 Scene II: Memory Mountain
 Scene III: Wunderblock
 Scene IV: No Escape

We invite the reader to relate to the book as an interactive play where one can enter and exit the scenes at will.
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Uriel Orlow’s installation Unmade Film (2012 – 13) is a work in fragments. Drawing on images, sound, and 
performance, it is a collection of components — a precarious archive — of a film that has yet to be made. 
Set in Israel/Palestine, this work intrigues me in the context of the relatively new field of “transcultural 
mem ory,” which I have been exploring together with my students in recent years. The concept of the trans-
cultural responds to the global circulation of mass media, which instantly transmit and transform events 
across social, linguistic, and political borders. With the help of various theoretical models — by Astrid Erll, 
Michael Rothberg, Andrew Hoskins, Anna Reading, Diana Taylor, and others — we have examined the 
ways in which memory unfolds across and beyond cultures. 
 The term transcultural, of course, reflects that memory does not just move across national borders 
but also between people within those borders, people of different social and cultural groups who share the 
same geographical locations. My students and I have been investigating how people accommodate diver-
gent histories, memories, and sensitivities in the public sphere, and what happens when the same site of 
history triggers disparate memories in different groups of people. Do those memories compete and erase 
each other ? Can they resonate with one another ? One of the theoretical models guiding us was Michael 
Rothberg’s notion of “multidirectional memory” which draws attention to the “dynamic transfers that [oc-
cur] between diverse places and times during the act of remembrance.”1 In contradistinction to those who 
understand collective memories as competitive, as blocking each other from view in a struggle for recog-
nition in the public sphere, Rothberg’s model stands for the intercultural interaction of different historical 
memories that is “productive and not privative, subject to ongoing negotiation, cross-referencing, and bor-
rowing.”2 Thus the concept of “multidirectional memory” speaks to historical relatedness without erasing 
differences, ultimately forging an ethics of transnational, comparative justice. 

URIEL ORLOW’S UNMADE FILM:  
A MULTIDIRECTIONAL ARCHIVE FOR PALESTINIAN  

AND ISRAELI TRAUMATIC MEMORY 
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Most scholars writing about transcultural and multidirectional memory come from literary or media stud-
ies, hence my students and I are attempting to expand the field by approaching it through art and visual 
culture. I should emphasize here that I do not believe that art can illustrate theory, nor that theory can 
explicate an artwork. I think of the two as different forms of research nurtured by imagination and creativ-
ity, one operating on the level of concepts, the other affects, and both engaging in dialogue. It is thus in a 
‘conceptual-sensorial’ conversation on multidirectional memory that I would like to involve Unmade Film.
 The formal inspiration for Orlow’s work in fragments was Pier Paolo Pasolini’s documentary Loca-
tion Hunting in Palestine (Sopralluoghi in Palestina, 1965), which follows the Italian director’s trip to the 

“Terra Santa” in search of authentic locations for the filming of The Gospel According to St. Matthew (1964). 
Disappointed with what he found in modern industrial Israel, he resolved to shoot the film about Christ’s 
life in Italy instead. Pasolini appears in the first part of Uriel Orlow’s installation, “The Reconnaissance” 
(Fig. 132), as a voice in a fictional exchange between him, Robert Smithson, and a third unidentified per-
son. “I see a landscape contaminated by the present,” Pasolini says. “[T]he entire landscape is reshaped, 
disfigured by parallel architecture…I cannot envisage a photography of these places. It would be complete-
ly out of place.”3 Thus it is both the idea of the unrealized film, or more precisely, the impossibility of mak-
ing the film in that place, and the defacement of the original landscape, that have informed Orlow’s project. 
Unlike Pasolini, Orlow was not searching for unspoiled biblical sites, but for Palestinian localities. The pro-
jected images that accompany the audio piece are of Lifta, located on the outskirts of Jerusalem, and of an 
uncompleted village near Ayn Sinya, in the governorate of Ramallah. Lifta is the only “depopulated” Arab 
village that was left standing after the war of 1948 with several buildings more or less intact and not repopu-
lated by Jews. The village with no name in the Palestinian Territories has been left in a state of incompletion 
because the Israeli authorities halted its construction for security reasons.4

 “Buildings that have fallen into ruin,” Pasolini’s imaginary unidentified interlocutor suggests, “min-
gle with buildings that rise into ruin before they are built…in this countryside, in these villages…every-
thing is burnt. Burnt in material and in spirit.”
 “Our presence here is so harsh,” Pasolini adds. “Touching the plants, leaning against the trees embar-
rasses me; I almost have a sense of disrespectfulness.”
 “Don’t try to reach the place,” Orlow’s Robert Smithson responds, “imagine it instead.”5

 And so we are led to the next segment of the installation, “The Voiceover,” an 8-channel au-
dio piece in which a male voice with an Arab accent invites us to imagine Deir Yassin, the actu-
al focus of Orlow’s Unmade Film. We are transported to the top of the village, now part of Jerusalem, a 
patch of rusty earth and pine needles surrounded by evergreen bushes, almond and carob trees. We 
almost can sense the warmth of a spring after noon and the smell of clean air. Standing about 800-meters 
above sea level, we have a wide view of the land that used to be part of the village, located in the middle 
of the corridor between Jerusalem and Tel Aviv. Our guide then takes us to the remains of the monas-
tery — deir is Arabic for monastery — a grey brick wall almost a thousand years old. He speaks about the his-
tory of the hamlet, beginning with the Crusades, when Jews and Muslims unsuccessfully fought the invad-
ing Franks together, before moving through the Ottoman era, during which it became a prosperous Muslim 
village with limestone houses clustered around a hara (square), and ending with the British Mandate pe-
riod, when Deir Yassin grew uphill and eastward. We follow the guide down a gravel path and notice the 
buildings, their ornate façades, domed roofs, arched doors and windows, their sand colored stones — the 
newer ones uniformly cut, the older ones rough, weathered, and furrowed. “A landscape of time on a single 
stone brick,” says our guide.6 The buildings are now part of the Kfar Shaul Mental Health Center, and the 
guide points out the different wards to us: the D ward for chronic schizophrenia patients, which occupies 
two large Palestinian houses — “By the way,” he tells us, “don’t mind the cries of the patients”; the B ward 
for less severe cases, such as patients afflicted by the so-called Jerusalem syndrome — religious delusions 
and obsessions — in which the center now specializes; over there, the Outpatient Center occupying a large 
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[Fig. 132]

house with a courtyard and horse stables, which used to be the han (inn) that belonged to the mukhtar, the 
head of the village; further on, the Emergency Room, located in the former mosque and school.
 We finally arrive at the Medical Administration, housed in an ornate building with tall double-arched 
windows and flowerpots that used to belong to one of the ruling clans of Deir Yassin. It is not known which 
of the clans that ran the village’s limestone quarries owned the house. “A lot of information is lost,” our 
guide informs us, “but terrible stories reside in those stones.” One of them is the story of the village baker 
and his son who were making sesame bread when right-wing Zionist militias raided Deir Yassin at dawn 
on April 9, 1948 and threw them into their oven. Another story is that of Hayat Bilbeissi, a teacher, shot 
while providing first aid to a man who had been attacked by gangs in the street. There is also the story of the  
Zaharat family, of whom twenty-seven members were killed after grenades were thrown into their house. 
 More than a hundred villagers were murdered in this massacre perpetrated by one hundred and 
twenty fighters of the extremist breakaway paramilitary forces Irgun and Lehi during the violent conflict 
between Arabs and Jews (and during the Arab siege of Jerusalem) following the United Nations General 
Assembly’s vote in favor of the Partition Plan for Palestine in November of 1947. During that period, to-
wards the end of the British Mandate, the Zionist leadership, faced with the prospect of the invasion of 
Palestine by Arab armies, prepared to gain control over the land allocated to them in order to establish a 
Jewish majority that would justify the foundation of a Jewish state before the international community 
could change its mind. Part of this effort was the occupation and destruction of the “enemy population’s” 
villages, which could serve as bases for Arab militias or which “constitute[d] a serious obstruction on any 
of the main transportation arteries.”7 As the stories from our guide showed, the attack on Deir Yassin was 
particularly horrific. It was therefore publicly condemned by the Haganah, the main Israeli paramilitary 
organization, as well as the Jewish Agency.8 Yet it has to be seen, in Tom Segev’s words, “as a product of 
the Zionist principle of separation and the dream of population transfer.”9 The families of Deir Yassin 
and their Jew ish neighbors of nearby Giv’at Shaul had actually made a non-belligerency pact during the 
period of conflict. Evidence suggests that both sides had kept to their agreement and even attempted to 
help each other out. The total disregard for such arrangements of peaceful co-existence on the part of the 
Zionist leadership, as Ariella Azoulay argues, testifies to “the determination of the nation-state machinery 
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to destroy completely any possibility of creating a [mixed] civil society.”10 Thus in spite of denouncing the 
massacre, the Haganah, and a few months later the Israeli Air Force, used it as a warning — “Remember Deir 
Yassin”11 — to pressure Arabs from other villages into fleeing. As a consequence, over four hundred villages 
were depopulated during the 1948 Arab-Israeli War.
 The inhabitants of Deir Yassin first fled to Ein Karem, relates our guide. He has meanwhile shown us 
around the former mosque — where the minbar and the mihrab12 are still visible — and is now taking us up 
to the roof from which we can see Ein Karem, at present a Jewish neighborhood in Jerusalem, and accord-
ing to Christian tradition, the birthplace of John the Baptist. “The attack was from three sides,” he explains, 

“and only left this as an escape route. After that, the refugees continued to Bethlehem and in the direction 
of Jordan. Some Yasinis stayed in Beitin, near Ramallah.” One story that the guide does not recount is that 
of the fifty-five orphaned children of Deir Yassin, who were taken by truck to the Old City of Jerusalem and 
left to fend for themselves. They were discovered by Hind al-Husseini, who sheltered them in a convent 
and then took them to her grandfather’s mansion in East Jerusalem. There she founded an orphanage and 
school, Dar El-Tifel Al-Arabi (Arab Children’s House), which still exists. 
 Drawings of these events are part of “The Storyboard,” another component of Orlow’s unfinished 
film. Presented as a booklet, the drawings were created by current pupils at the school during a workshop 
with the artist. Removed from the original traumatic event, yet most probably affected by ongoing traumat-
ic occurrences in their own lives (one girl’s drawing appears to feature contemporary missiles, rather than 
1940s grenades), these children tell the story of Deir Yassin’s orphans with a mixture of sadness and light-
ness that works in counterpoint to the other elements of Unmade Film. 
 “The Storyboard” forms a contrast to the somber score, which is haunted by painful memories, voic-
es, and pierced by cries. It was collectively improvised by a group of Palestinian musicians and performed 
in Ramallah in 2013.13 The installation of “The Score” consists of audio and visual elements with each musi-
cian and each movement presented separately on a screen, thereby repeating the fragmentation of Unmade 
Film and enacting the impossibility of representing the story of Deir Yassin as an unbroken narrative. 
 “The Staging,” too, reiterates this sense of rupture that suffuses Unmade Film. It is composed of a se-
ries of video-recorded tableaux vivants set within a white arched space typical of Arabic architecture. Two 
men and a woman with their backs turned to one another stretch out their arms. One man lies on the floor 
while another is holding him down with his foot as a woman looks on. One man covers another’s mouth 
with his hands as a woman hides in a niche. These scenes were developed in a workshop that Uriel Orlow 
and theater practitioner Frances Rifkin held in Jerusalem and Ramallah.14 Rifkin based the workshop on 
director Augusto Boal’s Image Theatre, having trained with the Brazilian cultural activist and founder of 
the Theatre of the Oppressed. Boal’s method engages theater as a consciousness-raising pedagogical tool, 
one that utilizes still images to explore both abstract concepts and concrete events beyond the confines of 
language, paying attention to small gestures. Three men and a woman in a circle bend towards each other 
until their heads almost touch. A woman sits on the floor crying as two men tower over her. Two men and a 
woman lie on the floor with their eyes wide open. A woman lies on the floor in the fetal position; two other 
women and a man kneel or stand next to her, covering their faces in anguish (Fig. 134). Embodied memo-
ries of trauma that haunt us across time. “Haunting,” Orlow wrote, “is both temporal rupture and unstable 
representation; haunting is a form of dispossession but also a form of return; haunting points to unfinished 
business — the extension of the past into the present.”15 
 A few months after the massacre, the deserted village was cleaned up, and in 1951 the Kfar Shaul 
Mental Center was founded. “Not all the patients were ill,” reveals the guide. “ They were Holocaust survi-
vors. They were broken.” One of those patients was Uriel Orlow’s great-aunt. Having survived Auschwitz, 
she immigrated to Palestine, where she had a breakdown in the early 1950s. She was taken to Kfar Shaul and 
lived there for more than thirty years until her death. Orlow remembers visiting her regularly in his child-
hood during family holidays to Israel.16 
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“The Stills” that the artist produced for Unmade Film are permeated by a sense of desolation and loneliness. 
Photographs of broken chairs scattered around the grounds of the center (Fig. 133) and shabby institutional 
communal spaces palpably convey the pain and isolation of those whose ability to live life was destroyed in 
the concentration camps. In this component of Unmade Film, it is the place itself that speaks. By observing 
it closely in its present state, Orlow reveals it to be haunted by traces of the past. This links it to many of the 
artist’s other works, the camera carefully exploring spaces and surfaces so as to allow a place to evoke its 
own history — be it a swimming pool in a former synagogue in Poznan, or Café Odeon in Zurich, a meet-
ing place for émigrés during the World Wars, or the town of Mush, a site of massacre during the Armenian 
genocide of 1915. And finally Kfar Shaul, haunted by the Holocaust and the massacre of Deir Yassin. This is 
what drives the project: the desire to make visible the traces of both traumas. 
 Thinking about the Holocaust and the Nakba together, though, is still an act fraught with controver-
sy. If there are social groups who attempt to block each other’s collective memories from view, as Michael 
Rothberg puts it, then Israelis and Palestinians are prominent examples. Apart from fearing that discussion 
of the Holocaust in relation to other traumatic events might deny its uniqueness, Israelis regard the Nakba, 
in Ariella Azoulay’s estimation, as a “catastrophe from [the Palestinians’] point of view.” They see it as an 
outcome of the war that preceded the foundation of the Israeli state, collateral damage of the realization of 
a return to Zion — but not a catastrophe, as such.17 Through her writing on Israeli documentary photogra-
phy, Azoulay has shown how much the Israeli state has done to erase traces of the tragedy imposed on the 
Palestinians and, where these are ineradicable, to educate its citizens in ignoring them. Kfar Shaul, for ex-
ample, has no plaque memorializing the massacre of Deir Yassin that still resides in the mental health cen-
ter’s stones. Only a few Israelis led by Zochrot — an organization committed to making the Nakba visible 
to the Israeli public through tours, lectures, workshops, and publications — gather there each April in com-
memoration. Kfar Shaul/Deir Yassin is thus a site where one event has erased another, one traumatic mem-
ory has superimposed itself on the other. The mainstream Palestinian response to the Holocaust, in turn, 
has ranged from total denial of the event, through indifference and an effort to minimize it as a “Zionist 
exaggeration,” to regarding Palestinians themselves as the “real Jews” and “ultimate victims” of Western 
history, victimized by “a second generation of Nazi victims” who defiled the memory of the Holocaust by 

“perpetrating similar crimes against the Palestinians.”18 Each side, as Ilan Gur-Ze’ev and Ilan Pappé argue, 
attempts to destroy “the collective memory of the Other through the construction of [its] own.” Each side 

“sees itself as a sole victim while totally negating the victimization of the Other.”
 Orlow’s project, as I suggested above, creates a sensorial space in which to engage both collective 
memories together. Yet the film remains in fragments, not only because it is impossible to represent the 
story of Kfar Shaul/Deir Yassin as an unbroken whole, but also in order to resist equating one trauma with 
the other. Instead, it provides a multidirectional space in which both traumas can be considered without 
erasing their differences, yet also without denying their links. “Who would want morally to equate mass 
extermination with mass dispossession ?” Edward Said asked. “It would be foolish even to try. But they are 
connected — a different thing altogether — in the struggle over Palestine which has been so intransigent, its 
elements so irreconcilable…We cannot co-exist as two communities of detached and uncommunicatingly 
separate suffering.”19 
 Unmade Film allows the two communities of suffering to communicate. Its “Script” takes us to psy-
chiatric terrains. Based on actual case studies from a rehabilitation center in Ramallah, it cites the manifes-
tations of trauma in torture victims: depression, dizzy spells, separation anxiety, loss of appetite, aggres-
sion, and poor self-control. Reading the text in English, Arabic, and Hebrew, one cannot help but compare 
those symptoms to those of Holocaust survivors treated at Kfar Shaul. As surprising as this may sound, in 
light of the prominent place the Holocaust has in Israel’s national discourse and its exploitation for political 
purposes, the suffering of Holocaust survivors, too, was not acknowledged. 
 The affect of loneliness that pervades Orlow’s “Stills” also conveys the artist’s sense that his 
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great-aunt and the other survivors at Kfar Shaul “had been pushed aside and completely forgotten by so-
ciety.”20 Weak victims did not fit into the agricultural muscular society that the Zionists, who had turned 
their back on the Diaspora, wanted to create. Tom Segev’s research in Israeli archives has revealed that the 
response of the Jewish community in Palestine to the destruction of European Jews was far from compas-
sionate. During the 1930s, when Jews were desperate to escape from the Nazis, the Jewish Agency lead-
ership in Palestine continued to insist on its right to select immigrants in accordance with the needs of 
the new society and repeatedly complained that the Agency’s representatives in Berlin were handing out 
immigration certificates to sick and needy people who were incapable of working and state-building. Only 
very belatedly (in the early 1940s) did the leaders of the Yishuv, the Jewish settlement in Palestine, make 
an effort to evacuate Jews from Nazi-occupied Europe, but, according to Segev, always with the interests 
of the Zionist cause at heart — Jews were needed to justify the foundation of a Jewish state. However, those 
who survived the horrors of the camps were at times greeted with suspicion, assumed to have acted in 
egotistical, corrupt, or immoral ways in order to remain alive. And yet those who were murdered were de-
nounced for having gone to their deaths “like lambs to the slaughter” instead of finding “in their souls the 
courage to defend themselves.”21 The inevitable sense of guilt over the Yishuv’s failure to save Jews during 
the Holocaust was repressed and turned into aggression against the victims. And even though Jewish suf-
fering was exploited in the establishment of the new state, it was not really acknowledged in the encounter 
with its survivors. As Idith Zertal put it: “Zionism’s work of mourning (Freud’s trauerarbeit) for the Jewish 
catastrophe still remains to be done.”22 
 Grappling with all those complex histories that converge on the site of Kfar Shaul/Deir Yassin, Uriel 
Orlow felt unable to make a completed film. Instead he has created a fragmented multidirectional archive 
for Palestinian and Israeli traumatic memory, an archive of stories, images, texts, movements, and sounds 
that “emit a call to listen…again and again.”23 

[Fig. 133]
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Astrid Schmetterling is Senior Lecturer in Visual Cultures at Goldsmiths, University of London. Her 
research focuses on the relation between history, culture and memory and is informed by the insights 
of postcolonial and transcultural studies. In this context, she is interested in contemporary interna-
tional art practices, as well as in early 20th century German culture. She has published a monograph 
on Charlotte Salomon (Jüdischer Verlag im Suhrkamp Verlag, 2001) and essays on Else Lasker-Schüler, 
Arnold Dreyblatt, Vivienne Koorland, and Ulrike Grossarth, among others. Her most recent publica-
tion is a co-authored book with Lynn Turner, Visual Cultures As Recollection (Sternberg Press, 2013). 

[Fig. 134]

2
0

 T
ha

l a
nd

 O
rl

ow
, “

Ei
n 

G
es

pr
äc

h 
zu

 U
nm

ad
e F

ilm
,” 

Ur
ie

l O
rlo

w:
 U

nm
ad

e F
ilm

, L
es

 
C

om
pl

ic
es

* 
Ed

iti
on

, p
. 1

1.
 P

rin
t. 

2
1 

Se
ge

v,
 T

om
. T

he
 S

ev
en

th
 M

ill
io

n:
 T

he
 Is

ra
eli

s a
nd

 th
e H

ol
oc

au
st

. T
ra

ns
. H

ai
m

 W
at

zm
an

. 
N

ew
 Y

or
k:

 O
w

l B
oo

ks
, 1

99
6.

 P
p.

 4
3,

 1
09

-1
10

. P
rin

t.
2
2

 Z
er

ta
l, 

Id
ith

. F
ro

m
 C

at
as

tro
ph

e t
o P

ow
er

: H
olo

ca
us

t S
ur

viv
or

s a
nd

 th
e E

m
erg

en
ce

 of
 Is

ra
el.

 
B

er
ke

le
y,

 L
os

 A
ng

el
es

, a
nd

 L
on

do
n:

 U
ni

ve
rs

ity
 o

f C
al

ifo
rn

ia
 P

re
ss

, 1
99

8.
 P

. 2
74

. P
rin

t. 
Al

so
 c

f.:
 R

os
e,

 J
ac

qu
el

in
e.

 “
H

ol
oc

au
st

 P
re

m
is

es
: P

ol
iti

ca
l I

m
pl

ic
at

io
ns

 o
f t

he
 T

ra
um

at
ic

  

Fr
am

e 
— 

W
ith

 J
ud

ith
 B

ut
le

r.”
 T

he
 L

as
t R

es
ist

an
ce

. L
on

do
n 

an
d 

N
ew

 Y
or

k:
 V

er
so

, 2
00

7.
 P

p.
 

21
4 

— 
22

2.
 P

rin
t.

2
3

 D
es

cr
ip

tio
n 

in
 th

e 
pa

m
ph

le
t S

em
in

ar
 Tw

o:
 R

es
on

an
ce

. I
nfi

ni
te

 R
ec

or
d:

 A
rc

hi
ve

, M
em

or
y 

an
d P

er
fo

rm
an

ce
. Y

or
k,

 U
ni

te
d 

Ki
ng

do
m

: Y
or

k 
St

 J
oh

n 
U

ni
ve

rs
ity

, 2
01

3.
 P

rin
t.



143

Azoulay, Ariella. From Palestine to Israel: A Photographic Record of  
Destruction and State Formation, 1947 –  1950. Trans. Charles S.  

Kamen. London: Pluto Press, 2011. Print.

Gur-Ze’ev, Ilan and Pappé, Ilan. “Beyond the Destruction of the 

Other’s Collective Memory: Blueprints for a Palestinian/Israeli  

Dialogue.” Theory, Culture & Society 20.1 (2003): 93 — 108. Print. 

“Israeli War of Independence: Plan Dalet (March 10, 1948).” Jewish 
Virtual Library, June 16, 2015. <http://www.jewishvirtuallibrary.org/

jsource/History/Plan_Dalet.html>.

Morris, Benny. The Birth of the Palestinian Refugee Problem, 
1947 –  1949. Cambridge: Cambridge University Press, 1989. Print. 

Pappé, Ilan. “The Historical Context of Deir Yassin.” In Uriel Orlow: 
Unmade Film. Zurich: Edition Fink, 2013. Pp. 17 — 26. Les Complices*  

Edition. Catalogue. 

Rose, Jacqueline. “Holocaust Premises: Political Implications of the  

Traumatic Frame — With Judith Butler.” The Last Resistance.  

London and New York: Verso, 2007. Pp. 214 — 222. Print.

Rothberg, Michael. Multidirectional Memory: Remembering the  
Holocaust in the Age of Decolonization. Stanford, California: Stanford  

University Press, 2009. Print.

Said, Edward. “Bases for Coexistence.” Al-Ahram Weekly, 

Nov.15, 1997. Accessed June 13, 2015. Web  

<http://radiobergen.org/palestine/said-1.html>.

Segev, Tom. The Seventh Million: The Israelis and the Holocaust.  
Trans. Haim Watzman. New York: Owl Books, 1996. Print. 

———. One Palestine, Complete: Jews and Arabs under the British Man date.  

Trans. Haim Watzman. London: Abacus, 2001. Print.

Seminar Two: Resonance. Infinite Record: Archive, Memory,  
and Perfor mance. York, United Kingdom: York St John University,  

2013. Print. 

Thal, Andrea and Uriel Orlow. “Ein Gespräch zu Unmade Film.” 

Uriel Orlow: Unmade Film. Zurich: Edition Fink, 2013. Pp. 8 — 14. Les 

Complices* Edition. Catalogue. 

Uriel Orlow: Unmade Film. Zurich: Edition Fink, 2013. Centre Culturel  

Suisse Edition. Catalogue. 

Uriel Orlow: Unmade Film. Zurich: Edition Fink, 2013. Les Complices* 

Edition. Catalogue. 

Zertal, Idith. From Catastrophe to Power: Holocaust Survivors and the  
Emergence of Israel. Berkeley, Los Angeles, and London: University 

of California Press, 1998. Print.

references



195

As the Editors, we would like to express our humble gratitude to the  
many people involved in the Infinite Record project and especially  
those who lent their efforts in making this book possible. Thank you,  
first of all, to the steering committee of the Norwegian Artistic  
Research Program for funding this project at nta. We also deeply thank  
the Norwegian Theatre Academy at Østfold University College for  
their support during the three years of the project’s development, as  
well as the staff, faculty, and students for their valuable time,  
creative energy, and sharp criticism. This book is a result of the  
leadership and financial support by Østfold University College and its  
partners, in their vision to develop a unique platform for artistic  
research. This includes in particular Patricia Canellis, who helped  
conceive and write the application for the project at its origin and went  
on to sustain it in many areas of behind the scenes production  
from technical administration to budget management. Patricia also  
kindly provides us with a database online (www.hiof.no/nta)  
where further visual materials can be accessed on the artistic  
residencies and seminars. Special thanks also to Anne Berit Løland,  
Serge von Arx, Pea Hov, and Ulf Knudsen for their particular ongoing  
support of this project and foundational leadership at nta. To  
Joe Pan of Brooklyn Arts Press: thank you for following the project as  
a poetic and inspired participant, in order to have a meaningful  
involvement in the realization of this publication; thanks also  
to Sam Hall of Brooklyn Arts Press for her rigorous work during the  
editing process. 
 Equally we want to extend our gratitude to our esteemed  
international partners, Claire Hind of York St John University, uk and  
Gary Winters (Lone Twin) for their infinite kindness, artistic humor, sharp  
wit and intelligent dreaming with us. Much gratitude to Petra Maria  
Meyer and Arnold Dreyblatt, faculty at Muthesius Kunsthochshule, Kiel,  
Germany, for bringing hospitality, academic and artistic rigor,  
creative professionalism, and inspired philosophical engagement,  
and much thanks to Andrea Scrima for helping translate Meyer’s text,  
with the author, from the German. Deep indebtedness also to  
Anna Köhler and Jay Scheib of Music and Theater Arts at mit, Cambridge,  
for their dedication, incredible fortitude and insight, artistic integrity  
and poetic generosity. Many thanks to Dirk Hartwig (fu Berlin, Germany/  
University of St. Andrews, Scotland), who followed critically the  
entire project and prevented us from over hasty assumptions by locating  

the project within a broader cultural context. Great thanks go also  
to Frank Berberich, Berlin, editor and publisher of Lettre International,  
who made the Dictionary of Winds by Ivetta Gerasimchuk available  
to us in the first place and who has, thus, given us a never-ending  
source of inspiration for this project and those to come. We  
also acknowledge the commitment of Josh Lubin-Levy, PhD candidate  
at nyu Performance Studies as our resident scholar — thank  
you for bringing us Jack Smith, and other beautiful connections to our  
work. Last but not least we want to especially thank Tobias Herber,  
Master Student of Typography and Design at the Muthesius  
Kunsthochschule, Kiel, Germany, and his professors Annette le Fort  
and André Heers for their artistic vision that enabled us to visualize the  
projects’ results in the most aesthetic fashion, without whom  
the book project would be unthinkable. Moreover, the generous support 
of Arne Zerbst (president) and Dirk Mirow (chancellor) of Muthesius  
Kunsthochschule, who provided the institutional framework on  
which the realization of the layout and printing of the book became  
possible, is gratefully acknowledged. Additionally we thank  
Petra Maria Meyer for the generous last-minute financial support to help  
realize this book. Infinite Record documents the intentions, ideas,  
and ambitions of the chronist and the anemophiles alike, even though  
the latter have no interest in leaving traces. However, in this tense  
atmosphere also emerged positions that we have not managed to touch  
and feel yet. This terra incognita remains to be discovered. Thank you  
to all the artists and contributors along the way who left your imprint. 

  
  Involved artists and scholars in order of appearance:
  
  Adrian Heathfield, Erin Manning, Knut Ove-Arntzen,  
  bbb Johannes Deimling, Sxip Shirey,  
  Trevor Wishart, Astrid Schmetterling, Hinderk Emrich,  
  Johannes Lenhart, Michaela Ott, Manuel Pelmus, 
  Katharina Sieverding, Murielle Tarrant,  
  Bunky Echo-Hawk, Eleonora Fabião, Dr. John Gabrieli,  
  Dr. Maiya Geddes, Tony Hall, John Jesurun,  
  Joan Jonas, Claire MacDonald,  
  Ingrid Jungermann, Rebecca Schneider, Julie Tolentino.

acknowledgements



196

Fig. 001 Herta Müller, Vater telefoniert mit den Fliegen, München: 
 Carl Hanser Verlag, 2012, p. 77, coloring: different colors  
 as originated from each of the collaged wordstripes  
 with their original background and font colors as follows:  
 brown, yellow, grey, black, white, blue, green, turquoise, 
 purple, and gold.
Fig. 002 Arnold Dreyblatt, Who’s Who in Central & Europe 1933, 
 1991. [Photo: Arnold Dreyblatt]
Fig. 003 Wen Hui, Third Grandmother ’s Stories, 2011.  
 [Photo: Li Xin Min]
Fig. 004 Present absence of Tino Sehgal’s Constructed Situations.
Fig. 005 (Left Top) Ida Holthe Lid, Heidi Dalene, Ylva Owren,  
 Corentin jpm Leven, The Dictionary Of The Insatiable Lotus 
 Eaters Who Pick My Flower. Change. It’s A Good Deal  
 Though. Rendez-Vous ?, 2013. [Photo: Ann Mirjam Vaikla]
Fig. 006 (Middle Left) Ida Holthe Lid, Heidi Dalene, Ylva Owren,  
 Corentin jpm Leven, The Dictionary Of The Insatiable Lotus  
 Eaters Who Pick My Flower. Change. It’s A Good Deal  
 Though. Rendez-Vous ?, 2013. [Photo: Corentin jpm Leven] 
Fig. 007 — 009 (Bottom, Top, Left) Ida Holthe Lid, Heidi Dalene,  
 Ylva Owren, Corentin jpm Leven. The Dictionary Of The  
 Insatiable Lotus Eaters Who Pick My Flower. Change.  
 It’s A Good Deal Though. Rendez-Vous ? 2013. [Photos:  
 Ann Mirjam Vaikla]
Fig. 010 (Right) Ida Holthe Lid, Heidi Dalene, Ylva Owren,  
 Corentin jpm Leven, The Dictionary Of The Insatiable  
 Lotus Eaters Who Pick My Flower Change. It’s A Good  
 Deal Though. Rendez-Vous ?, 2013.  
 [Photo: Hajdelak Jan Hustak] 
Fig. 011 — 014 Matias Askvik and David Jensen, Shadow Game Demo,  
 2013. [Photos: Hajdelak Jan Hustak]
Fig. 015 — 016 Inga Aleknaviciute, Per Magnus Barlaug, Jade Francis Haj. 
 fuss, 2013. [Stills from video: Inga Aleknaviciute]
Fig. 017 Marthe Sofie Løkeland, I Am Waiting, 2013.  
 [Photo: Ida Holthe Lid]
Fig. 018 — 020 Ann Mirjam Vaikla, Another Day, Cloudy Memory, 2013. 
 [Photos: Inga Aleknaviciute]
Fig. 021 (Top Left) Ram Hari Dhakal, Museum Of Winds, 2013.  
 [Photo: nta student]

Fig. 022 (Top Right) Ram Hari Dhakal, Museum Of Winds, 2013.  
 [Photo: nta student]
Fig. 023 (Bottom Left) Ram Hari Dhakal, Museum Of Winds, 2013.  
 [Photo: Karen Kipphoff]
Fig. 024 — 025 Lærke Grøntved, Snail, 2013. [Stills from video:  
 Lærke Grøntved]
Fig. 026  (Top) Anders Firing Aardal and Heiki Eero Riipinen,  
 The you! Signal (0.5), 2013. [Photo: Ann Mirjam Vaikla]
Fig. 027 — 029 (Middle, Bottom Left, Bottom Right) Anders Firing Aardal  
 and Heiki Eero Riipinen,The you! Signal (0.5), 2013.  
 [Photos: Matias Askvik]
Fig. 030 — 033 Johanna Dahlbäck, Marina Popovic, Tobias Shaw,  
 Nikoline Spjelkavik, and Victoria F. S. Røising, A bit of the  
 end of the world, 2014. [Photos: Johanna Dahlbäck]
Fig. 034 Jonas Løvstrøm Borgensgaard, Yes, I love to play, 2014.  
 [Photo: Maria Magdalena Schwaegermann]
Fig. 035 — 039 Katrine Leth Nielsen and Anders Tougaard,   
 Søvngænger—Sleepwalker, 2014. [Stills from video:  
 Anders Tougaard]
Fig. 040 — 041 Mulenga Mwansa, YeToTo essence, 2014. [Photos:  
 Mulenga Mwansa]
Fig. 042 (Top) Desiree Isabel Bøgh Vaksdal, Elizabet Damyanova, 
 Mari Lassen-Bergsten Kamsvaag, and Viola Tømte,  
 that which occupies space and possesses rest mass, 2014. 
 [Photo: Mari Lassen-Bergsten Kamsvaag]
Fig. 043 — 044 (Middle Left, Middle Right) Desiree Isabel Bøgh Vaksdal, 
 Elizabet Damyanova, Mari Lassen-Bergsten Kamsvaag,  
 and Viola Tømte, that which occupies space and possesses  
 rest mass, 2014. [Photos: Elizabet Damyanova]
Fig. 045 (Bottom) Desiree Isabel Bøgh Vaksdal, Elizabet Damyanova,  
 Mari Lassen-Bergsten Kamsvaag, and Viola Tømte,  
 that which occupies space and possesses rest mass, 2014.  
 [Photo: nta student]
Fig. 046 — 071 [Photos: projects were photographed by their respective  
 authors: Marta Abadi, David Beyer, Jennifer Ecker,  
 Jian Haake, Nadja Haase, Tobias Herber, Vivien Manning,  
 Philipp Cornelia Neumeyer, Evelyn Solinski, 
 Judit Theuerkauf]
Fig. 072 Anna Köhler and Joan Jonas, Ask Me, I Am Still Here,  

photo credits
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 mit, Boston, 2014. [Still from video: Allison Schneider]
Fig. 073 — 077 Anna Köhler and Joan Jonas, Ask Me, I Am Still Here, mit, 
 Boston, 2014. [Photos: Jacob Gunther]
Fig. 078 — 082 Wen Hui, Memory Mountain, 2013. [Photos: 
 Monika Sobczak]
Fig. 083 — 102 Wilding The Archive. [drawn images by Karmenlara Ely]
Fig. 103  One Step At A Time, 2013. [Photo: Serge von Arx]
Fig. 104  Nipissing Nation living quilt panel, SpiderwomanTheater,  
 Material Witness, Syracuse, New York, 2015.  
 [Photo: Karmenlara Ely]
Fig. 105  Memory Mountain construction process. [Photo:  
 Monika Sobczak]
Fig. 106  Pink fabric on floor of Nationaltheatret, after closing  
 night of Bianca Casady’s Mother Hunting, Oslo, Norway,  
 2015. [Photo: Karmenlara Ely]
Fig. 107  Awhenjiosta Meyers and Deiohnegatek Meyers (both  
 Onondaga) sewing the Onondaga living quilt panel,  
 Spiderwoman Theater, Material Witness, Syracuse, 
 New York, 2015. [Photo: Karmenlara Ely]
Fig. 108 Sxip Shirey, Styx Series. [Photo: Krys Fox]
Fig. 109 Grandpa Charlie (theme), composition by Sxip Shirey.
Fig. 110 — 111  Grandpa Charlie, center, Gary, Indiana. (Special thanks  
 go to Annie Ramos [Photos: Family archive]) 
Fig. 112 Gas station, Rio de Janeiro, 2014. [Photo: Eleonora Fabião]
Fig. 113 Arthur Bispo do Rosário, Eu Vim (I Came), Brasil. Cloth,  
 thread, plastic, and metal; 71×127× 5 cm. Courtesy of  
 Coleção Museu Bispo do Rosário Arte Contemporânea/ 
 Prefeitura da Cidade do Rio de Janeiro. [Photo:  
 Rodrigo Lopes]
Fig. 114 Arthur Bispo do Rosário, Pentes (Combs), Brasil. Wood,  
 plastic, cloth, and paper; 144×50×3 cm. Courtesy of  
 Coleção Museu Bispo do Rosário Arte Contemporânea/ 
 Prefeitura da Cidade do Rio de Janeiro. [Photo:  
 Rodrigo Lopes]
Fig. 115 Mosteiro de São Bento, Rio de Janeiro. [Photo:  
 <https://upload.wikimedia.org/wikipedia commons/e/ 
 eb/Mosteiro_de_São_Bento_do_Rio de Janeiro.jpg>];  
 Accessed February 2, 2016.
Fig. 116 Arthur Bispo do Rosário, Regador 701g (Water  
 Can 701g), Brasil. Metal, cloth, and thread; 15×19×7 cm.  
 Courtesy of Coleção Museu Bispo do Rosário Arte  
 Contemporânea/Prefeitura da Cidade do Rio de Janeiro.  
 [Photo: Rodrigo Lopes]
Fig. 117 — 118 Arthur Bispo do Rosário, Roda Da Fortuna (Wheel Of  
 Fortune), Brasil. Wood, metal, plastic, and pva;  
 67×29×51 cm. Courtesy of Coleção Museu Bispo do  
 Rosário Arte Contemporânea/Prefeitura da Cidade do  
 Rio de Janeiro. [Photo: Rodrigo Lopes]
Fig. 119 Peter Samuel portrays “Midnight Robber,” an abstract  
 rendering of a traditional character in the Trinidad  
 Carnival, from Peter Minshall’s 1980 mas band, Danse  
 Macabre. Samuel was crowned King of the Carnival. 
 [Photo: courtesy of Callaloo Company]
Fig. 120 No Musketeers, Bunky Echo-Hawk, 2014; acrylic on  
 canvas, 36×48”.

Fig. 121 — 127 Images of live performances by Claire Hind and Gary  
 Winters, including Dream Yards (2012), Roy of the Dead/ 
 Day of the 0 (2013), and images of their visual art  
 works; The Delusional Archive (2012) and The Serendipitus  
 Archive (2013) exhibited at the Infinite Record: Archive,  
 Memory, Performance across the 3 years partnership.
Fig. 128 Arnold Dreyblatt, Connecting the Dots, No 13  
 Contemporary, Fredrikstad, 2013. [Photo: Arnold Dreyblatt]
Fig. 129 Arnold Dreyblatt, Installation, No 13 Contemporary,  
 Fredrikstad, 2013. [Photo: Maria Magdalena  
 Schwaegermann]
Fig. 130 Arnold Dreyblatt, Unpacking Performance, 2013. [Photo:  
 Arnold Dreyblatt]
Fig. 131 Corentin jpm Levin, Reanacting Bendik Riis’s 
 Performance, No 13 Contemporary, Fredrikstad, 2013.  
 [Photo: Arnold Dreyblatt]
Fig. 132 Uriel Orlow, Unmade Film: The Reconnaissance,  
 2012-2013. Photographs mounted on aluminum, slide  
 projection and audio. © Uriel Orlow. All Rights Reserved,  
 dacs 2015.
Fig. 133 Uriel Orlow, Unmade Film: The Stills (detail), 2012.  
 Photograph, 36×36 cm. © Uriel Orlow. All Rights  
 Reserved, dacs 2015.
Fig. 134 Uriel Orlow, Unmade Film: The Staging (film still), 2012.  
 Video. © Uriel Orlow. All Rights Reserved, dacs 2015.
Fig. 135 John Jesurun, Chang in a Void Moon, cast portrait  
 commissioned by Dance Ink, 1995. [Photo: Timothy  
 Greenfield Sanders]
Fig. 136  John Jesurun, Chang in a Void Moon, Pyramid Club, 1982.  
 [Photo: Kirk Winslow]
Fig. 137  John Jesurun, Chang in a Void Moon, Andrzej Wirth as  
 Prince Andrzej, “You told me you wanted some backstory,”  
 Episode #61. [Photo: Paula Court]
Fig. 138 John Jesurun, Chang in a Void Moon, Episode #59, 
 Incubator Arts Project, ny, 2014. [Photo: Paula Court]
Fig. 139 Present absence of Tino Sehgal’s Constructed Situations.
Fig. 140 Arnold Dreyblatt, Maiya R. Geddes, Connectivity Chorus,  
 mit, 2014. [Image: Arnold Dreyblatt, Tobias Herber]
Fig. 141 — 146 Wen Hui, Third Grandmother ’s Stories, 2011. Photographs  
 made during the making of the eponymous film.  
 [Photos: Li Xin Min]
Fig. 147 Wen Hui, Memory Mountain, 2013. [Photos: Monika Sobczak]
Fig. 148 Arnold Dreyblatt, Who’s Who in Central & East Europe  
 1938, 1991. [Photo: Dirk Bleicker]
Fig. 149 The ReCollection Mechanism, 1998. [Photo:  
 Tom Gundelwein] 
Fig. 150 Joe Pan, Method*OS, 2015.

 
 Inlying images: Infinite Record: Archive, Memory,  
 Performance, from the artistic research archive 2013-2014.  
 [Photos: Arnold Dreyblatt, Karmenlara Ely,  
 Jacob Gunther, Hannah Herber-Rückauer, 
 Maria Magdalena Schwaegermann, Monika Sobczak, 
 Unknown] 
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