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Video and Installation, 2015

The Resonance

“The Resonance” is an investigation of healing intergeneratio-
nal historical trauma. The human species is fraught with trauma 
because, as writer James Baldwin observed, its society is trauma-
tized. As a result, future becomes an elusive goal that is forever 
tainted and chained to a painful past. No matter the material 
transformations or development in technology and design, as long 
as the human body holds trauma we are not truly free to imagine 
and manifest new visions. Like the resonance of sound, the reverb 
of trauma passes on from generation to generation through our 
blood. How do we reprogram cells within our bodies for true libe-
ration? Where are there safe spaces for the imagination to expand 
freely without being tainted?

It is my hypothesis that by confronting the traumatic event, the 
pain can be transformed. This is not only the responsibility of 
the victim but also the perpetrator or liberation can not be fully 
attained and the future remains a fantasy. Using the genocide 
of the Nama and Herero peoples as inspiration, the installation 
pulls upon the landscape, cultures and history of Namibia. When 
Namibia was under colonial rule by Germany from 1884-1915, Dr. 
Eugen Fischer and his colleagues decided to conduct “research” 
on the Nama and Herero on Shark Island of Namibia, performing 
some of the most gruesome experiments upon their bodies. This 
is known as the first genocide of the 20th century by historians. 
Those experiments became the road map for the impending ge-
nocide to later take place in Europe, forever altering human con-
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sciousness. The human remains that were shipped from Shark 
Island to Germany, are still held by various institutions and within 
private collections in Germany. Namibia has asked for all of the 
remains to be returned as well as restitution, which Germany has 
denied.

“The Resonance” uses sound, sculpture and performance to 
create a space of transcendence and to honor the Nama and 
Herero who lived through the horror of genocide. Believing the 
cosmos becomes the safe place to be in full awareness and libe-
ration, horned cow’s heads hanging in the center of the gallery will 
serve as a teleportation device to meditate upon in order to tele-
port into outer (inner) cosmic realms. The Namibia night sky will 
be projected unto the ceiling providing direction.

The performance honors the Nama and Herero women who 
cleaned the bones of the tortured victims with broken glass. I 
intend to repeat this action to clean the cow bones. The broken 
glass will be incorporated into the installation. The room will be 
continually cleansed via incense and sound set at particular fre-
quency to align consciousness with space and time.

Written by Ingrid LaFleur



Ingrid LaFleur uses multiple 
forms of media to investigate 
possible avenues for psycho-
social healing. With a special 
interest in the idea of tran-

scendence, LaFleur researches ancient practices of ritual and 
alter making, mythologies, alternative healing modalities and 
spirit science. Ultimately LaFleur creates receptive spaces 
for engaging “blackness” and dismantling the fear associated 
with the black body.

In 2012, LaFleur founded AFROTOPIA, an evolving creative re-
search project that uses Afrofuturism as a social engagement 
practice. The project website is afrotopiaisnow.com

Based in Detroit, LaFleur has presented her work on Afrofutu-
rism at Centre Pompidou (Paris), University of Bayreuth (Bay-
reuth, Germany), Bucknell University (Lewisburg, PA), TEDx-
Brooklyn, TEDxDetroit, College for Creative Studies (Detroit) 
among others.
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Nadine Siegert is the Deputy 
Director of Iwalewahaus, 
University of Bayreuth. She 
studied Cultural Anthropolo-
gy at the University of Mainz, 
where she worked in the African Music Archive until 2008. In 
2012, she finished her PhD thesis on Angolan Contempora-
ry Art Production. Since 2007, she curated exhibitions such 
as Nástio Mosquito – Dzzzz (Bayreuth 2008), António Ole – 
Hidden Pages (Bayreuth 2009), Contrary Alignment (Nairobi 
2009), Portraits of a Slippery Look (Nairobi 2010), GhostBus-
ters I and II (Berlin 2010/2013), and Mash Up (Bayreuth 2015).

She is an Associated Project Leader of sub-project 5, Revolu-
tion 3.0 and forms part of the curatorial team of the upcoming 
exhibition, Future Africa – Visions in Time.
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Anatomy of a Death Camp

Where: Shark Island Concentration Camp aka Death Camp in 
Luderitz bay, Deutsch-Südwest-Afrika; coordinates 26°38´45´´S 
15°9´14´´E

When: 1905-1907

Research: To conduct comparative anatomical research on ‘human 
races’

Lead Researcher: Dr. Eugen Fischer (1874-1967); co-wrote Human 
Heredity Theory and Racial Hygiene (1936) ; joined the Nazi 
Regime in 1940



Number of specimens: 3,000 skulls

Preparation for Examination:
1. Boil the heads
2. Scrape skin and ligaments off bones until clean
3. Place in storage
4. Repeat

Tools:
1. Vat of boiling water
2. Broken glass

Preparation conducted by: Herero and Nama female prisoners

Initial location of specimens: Institute of Anatomy of the Universi-
ty of Berlin, Germany.

Number of specimens returned:
20 skulls
11 Nama, 9 Herero
4 women, 15 men, 1 boy

When: September 29, 2011

Population decline of Herero during colonial occupation:
From aprox. 80,000 to aprox. 15,000

Population decline of Nama during colonial occupation:
From aprox. 10,000 to aprox. 5,000



Can you briefly explain your project/ research and your approach 
to this?

“The Resonance” is an investigation of healing intergenerational 
historical trauma. Using the genocide of the Nama and Herero 
peoples of Namibia as inspiration, the installation pulls upon the 
landscape, cultures and history of Namibia and combines remixes 
it with spirit science. The Resonance uses sound, sculpture and 
performance to create a space of transcendence and to honor the 
Nama and Herero who lived through the horror of genocide. 

Can you explain how the term „Future“ is reflected in your 
project? How do you relate to the topic Future Africa and Visions 
in Time and did your idea of the terms change? 

For the purpose of the project I employ a future based on the 
western definition of time, which is consciously disconnected 
from the present or past. Future is central to the idea of the 
project, believing that no new future can be created when trauma 
resides within the body. 

How do you think an interdisciplinary approach (Science and 
Arts) like this can create new knowledge? 

By bringing together art as a form of expression, and science as 
the investigatory framework new knowledge emerges with expan-
ded intersections. This then allows for a deeper analysis and the 
forgotten corners of knowledge production are illuminated. 
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Performance stills, Ingrid LaFleur, 2015



Healing Hurts

Some thoughts on the possibility of a performative approach to 
trauma in the work “The Resonance” by Ingrid LaFleur

In relation to contemporary art practice it is obvious that the 
archive is much more than the repository of documents of the 
past from where world history is written. It has become a challen-
ging and demanding location for artists interested in the docu-
mentary, constructive and also fictional dimension of the archive 
– both in its physical and metaphorical dimensions. The notions 
of memory and trauma (as absence of memory) are closely related 
and in some cases even overlapping, especially when we speak of 
the collective or cultural dimension of the archive. The archive is 
here understood in a broader metaphorical sense from a cultural-
historical perspective as connected to collective memory. I here 
refer to the work of the historians Jan and Aleida Assman who 
combined the notion of collective cultural memory (“kulturelles 
Gedächtnis”) with the notion of the archive. For them, the archive 
is one mode of the cultural memory, described in a topological 
manner as its repository. It is the total horizon of collected texts 
and images, a potential that can be activated, when it is actua-
lized from a certain presence and with a certain perspective1.  The 
notion of collective memory embraces both remembering and 
forgetting, both on individual as well as institutional levels2.  The 
archive is therefore threatened by censorship, suppression, de-
struction and also traumatisation. 

In her installation project “The Resonance”, Ingrid LaFleur works 
on the archive of such a widely silenced part of German colonial 
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history: the Nama and Herero genocide (1904 – 1908) in what is 
today Namibia. These events marked the beginning of a series of 
atrocities and acts of violence in the name of colonial hegemony 
and racist mastery in the 20th century. In its brutality and abso-
luteness this historical moment leaves a suspending trace in the 
collective memory of the descendants of both victims and per-
petrators. However it was only in 2015 that the German federal 
government officially acknowledged the historical events as 
genocide. Ingrid LaFleur also reflects on the way how these atroci-
ties have been communicated as legal acts in the name of science 
that hints to the fact that a number of German institutions such 
as the Charité still house human remains as a haunting legacy of 
this neglected period of history. 

However in LaFleur‘s work the artist is not only demanding a re-
habilitation of the past by acts of official apologies or restitution 
of the human remains. She is going a step further and invites us 
to take part in a collective healing process within the installa-
tion room. How can this artwork address the presence and the 
absence of collective memory in the archive? LaFleur approaches 
the collective archive from a psychoanalytical perspective in her 
engagement with trauma and amnesia. In her work, trauma is 
not understood as a medical concept but as a collective loss of 
memory in a traumatized society, as a phenomenon used to de-
scribe negative recollection, the absence of recollection or also 
the inability of the visualisation and translation of the experi-
enced event. This goes in line with a recent trend in social and cul-
tural studies, where trauma is discussed in all aspects of society. 
In addition to trauma experienced by an individual, collective trau-
matised states of being that afflicts groups, societies and even 
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nations as a whole are described here3. In this understanding, 
trauma has an ontological presence and describes the absence of 
a collective processing of traumatizing events. The amnesia gene-
rated by this denial causes significant gaps in the symbolic order 
of a society4.  

In post-colonial theory, the engagement with colonial trauma 
is discussed, described as the ‚long durée‘ of its after-effects 
impacting on today‘s generation not only concerning economic 
and social areas, but also feeling its after-shocks in the fields of 
culture and art. The perspective of the traumatized victims is con-
sidered here, in a double bind with the role of the perpetrators. In 
this context, the question of the (un)representability of the trau-
matic experience is one of the main issues that artists grapple 
with5.  A complete understanding of the “pain of others”6 is not 
possible, because trauma leads to a non-representability, saying, 
that it might be impossible to represent the experienced event 
because it is not “rememberable”, not accessible in memory. The 
non-representability on one hand and the urge to deal with the 
atrocities of the past on the other poses a complex dilemma for 
artists who engage in the field of memory and trauma. 

Both authors Jill Bennett7 and Liese van der Watt8 offer alternative 
perspectives and argue that art can also be performative rather 
than only representative. In this understanding trauma is trans-
ferable and artworks are able to trigger an emotional response 
and thereby involve the audience into the process of dealing with 
the trauma, thus acting it out and working it through. Art of such 
kind is transactive rather than communicative and offer works 
that are felt rather than perceived as a form of the embodiment of 
emotion9. Through processes of performance, artworks are able to 
trigger emotional responses and in doing so, involve audiences in 
acting out and working through traumatic experiences – which is 



ultimately a healing process. 

To my understanding, “The Resonance” offers such an approach 
that deals with trauma beyond the (im)possibility of its represen-
tation. The engagement with German history metaphorically vi-
sualized in a form of a Herero grave with skulls and bones turns it 
into an accessible archive that enables intervention. In her healing 
space, LaFleur transforms the skull sculpture into a teleportati-
on device that enables us to activate a future once the necessary 
trauma work is completed. 

The artist’s choices are radical, but this autopsy of the haunting 
past might be the right choice to confront specific traumatic 
experiences. It also leads to the possibility of an empathic and 
performative approach to the silenced memory. Where contingen-
cy and trauma meet, performance – or art more generally – acti-
vates memory, official and otherwise, opening it up for dissection 
and for the all-important task of re-working in the present. Here, 
questions of affect are key: what art does rather than what it 
means. Through the art of recalling, Bennett writes, an emotion 
becomes perceivable.  Memory is figured as lived and felt rather 
than represented as meaning. The artist acts as a channel of this 
intergenerational memory work for a yet mostly neglected and 
silenced event in the collective memory.
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