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In our current zeitgeist, the symbol of fire has become closely linked 
with the entangled legacies of exploitative capitalism, extraction, and 
climate change. By sheer coincidence, the Namibian-born artist Nicola 
Brandt (b. 1983) was photographing G.F. Watts’s bronze monument 
Physical Energy at the Rhodes Memorial site on the foothills of Table 
Mountain when the first plumes of smoke began to rise from the 
devastating fire that took place in Cape Town in April 2021. 

Watts’s sculpture is a celebration of the legacy of British imperialist 
Cecil John Rhodes (1853–1902).  Its twin casts can also be found in 
London and Harare. The irony of the Table Mountain fires is that the 
colonial-era pine trees that encircled Rhodes’s former estate and  
the University of Cape Town’s main campus contributed to the partial 
destruction of several of the university’s buildings, including the  
Jagger Library. But, kept underground and salvaged in the blaze, was 
part of a collection of rare antiques, as well as documentation rela
ting to the Khoe-San / Khoisan, the original inhabitants of the area.

The stretch of seared earth below the escarpment of Devil’s Peak 
illustrates Anna Lowenhaupt Tsing’s call: “To know the world that pro
gress has left to us, we must track shifting patches of ruination.”  In  
how many ways can these archives and landscapes that remain in the 
aftermath be read “against the grain?” What new forms of know
ledge and practices of care might emerge from the ashes?

F I R E  A N D  PH YSI C A L  E N E RG Y  O N  T H E  SLO PE S  
O F  D E V I L’ S  PE A K
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↑
Physical Energy. London 2020 
Archival pigment ink on Baryta paper (triptych detail) | Edition 1/5 + 1AP | Image size (each): 40 × 60 cm 
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↑
Physical Energy. Harare, 2021
Archival pigment ink on Baryta paper (triptych detail) | Edition 1/5 + 1AP | Image size (each): 40 × 60 cm 
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↑
Physical Energy. Cape Town, 2021
Archival pigment ink on Baryta paper (triptych detail) | Edition 1/5 + 1AP | Image size: 40 × 60 cm 



6

↑
Physical Energy. London, Harare, Cape Town, 2020 and 2021
Archival pigment ink on Baryta paper (triptych) | Edition 1/5 + 1AP | Image size (each): 40 × 60 cm 
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With my tripod and camera slung over my shoulder, I walked along the 
southern exit road flanking Groote Schuur Estate towards the campus 
of the University of Cape Town on the morning of 18 April 2021. 

In the mid-17th century, the estate was owned by the Dutch East 
India Company and later by the British imperialist Cecil John Rhodes 
(1853–1902).  At the time I was working on a project that looked at the 
broader symbolism of the monument known as Physical Energy at the 
Rhodes Memorial site.1

Generating its own wind, the fire quickly spread through old pine 
trees and brushwood towards the university and the city. The air began  
to fill with particles of smoke and ash. By the time I had reached the 
southwestern fringe of the campus, the flames were already at the boun
daries of the university and no firefighter was in sight. All I could  
hear was the humming of propellers of the heavy lift helicopters circ
ling above. They were carrying thousands of litres of water, trying  
to extinguish the growing fire, but by nightfall the mountain appeared 
apocalyptic. I happened to be there on that morning because of a  
project that I was working on, looking at the broader symbolism of a 
specific monument known as Physical Energy. I had discovered that  
the British imperial statue of a horse and rider exists in three different 
locations: London, Cape Town, and Harare.

LONDON

The identical monument stands in London’s Kensington Garden. It 
makes no reference to its association with Rhodes’s legacy. The horse 
and rider is not embedded in a wider memorial complex but stands 
alone on a stone plinth. This six-ton cast was unveiled posthumously in 
Kensington Gardens adjacent to Hyde Park in 1907. The monument 
was deliberately intended to face a late 19th-century statue of Queen 
Victoria and Kensington Palace. The plaque beneath the monument 
was updated as recently as 2007, yet the updated plaque makes no men
tion of the fraught histories associated with the statue other than 
stating that the twins of the cast exist in Zimbabwe and South Africa. 
Instead, the London plaque reads as follows, ‘Physical Energy is G F 

Watts’s sculptural masterpiece; a universal embodiment of the dynamic 
force of ambition. The artist himself described it as a “symbol of the 
restless physical impulse to seek the still unachieved in the domain of 
material things”.’ This is an euphemistic description of European 
individuals’ and corporations’ imperial exploits. 

CAPE TOWN

The monument in Cape Town directly celebrates ‘the genius of Cecil 
Rhodes’, only a few hundred metres from where the Rhodes Must Fall 
movement was initiated in 2015 on the University of Cape Town’s 
campus. After the unexpected death of Rhodes in early 1902, Physical  
Energy evolved into a direct celebration of his legacy. Upon the re
quest of Lord Grey, a board member of the British South Africa Com
pany (BSAC), the sculptor GF Watts agreed to have the first cast  
made as a monument to the imperialist. The work now symbolised the 
concepts of ‘progress’ and ‘betterment’, as embodied in the person  
of Rhodes. Initially, it was to be erected at the burial place of Rhodes in 
the Matopo Hills in Zimbabwe, but it proved to be too cumbersome 
and logistically complex to transport. Eventually, in 1912, it became part 
of a memorial complex in the city of Cape Town, on the slopes of  
Table Mountain on Devil’s Peak, a dramatic escarpment, overlooking 
the Cape Peninsula and facing north ‘towards Cairo’. The Doric 
columns that surround the statue were inspired by Rhodes’s apprecia-
tion for classical architecture, while the eight flanking lions were 
modelled on those at the base of Nelson’s Column in Trafalgar Square 
in London. At the foot of 49 stone steps – each step marking one  
year in the life of Rhodes – Physical Energy is raised on a tall plinth. The 
rider scans the horizon to the north-east, along the planned route  
of Rhodes’s trans-African railroad. The base of the statue records Watts’s 
tribute ‘to the genius of Rhodes’. 

ZIMBABWE 

After 1897, under the administration of the BSAC, white settlers were 
encouraged to emigrate from the United Kingdom to Rhodesia, which 

A R T I S T  S TAT E M E N T
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became Zimbabwe in 1980. (More than a century later, between the 
years 2000 and 2001, thousands of these farmers were forcefully 
evicted by the Zimbabwean government.) During 1923 to 1924, the 
BSAC’s rule in the region ended, but it still retained its mineral  
rights, with copper mining remaining a valuable source of revenue for 
the company, until Zambia’s independence in 1964 forced it to relin
quish these rights. In 1965, the BSAC merged with two other compa-
nies to form Charter Consolidated, Ltd.2 In 1959, half a century 
after Rhodes’s death, during the era of African independence struggles, 
Physical Energy was given a new lease on life by the BSAC. A third 
full-size cast was made in London and was sent to Lusaka in Zambia 
and erected in front of the High Court building. In a misguided  
effort to impose a continued hegemonic narrative in the wrong place 
at the wrong time, the erection of this further cast was meant to 
commemorate the history of the BSAC Company and the legacy of 
Rhodes.

The statue was moved when public pressure mounted. It stood igno
miniously in the grounds of a racecourse on the outskirts of what was 
then Salisbury in Southern Rhodesia (Salisbury became Harare after 
Zimbabwe’s Independence in 1980), before being moved again in  
1981.47 A redundant object from another era, the statue now stands in 
the grounds of the National Archives in Harare, its partial hidden-
ness reminding us that the spectres of its white supremacist and capital-
ist legacy still haunt the landscape. The institution’s archivist Kudak-
washe Tonhodzai described Physical Energy as ‘the racial, capitalist system 
which Rhodes helped put in place’.3 In comparison with the other  
two casts, it is in this humble context, out of public view, behind the 
Zimbabwean National Archives that Physical Energy has possibly  
found its most appropriate location to date. It has not been destroyed 
but has been removed from is raised plinth and placed on the floor.  
In this context, the monument has largely been eviscerated of its over-
bearing, ideological power.4 

L ANDSCAPES OF RUINATION 

One cannot overlook the irony that it was the pine trees that encircle 
the monument and the university that intensified the destructive  
fire on 18 April 2021. In her article ‘Rhodes Must Burn’, the artist and 
ecologist Zayaan Khan comments on the well-known fact that non- 
indigenous pines ignite easily due to the oil substances in their bark. 

They also burn at unusually high temperatures. Fire jumps quickly from tree 
to tree, area to area, burning the undergrowth and plant debris strewn 
across the forest floor and travelling underground through the trees’ root 
systems. Propelled by the strong Cape winds, burning tinder and ash  
travel many kilometres.5 Stone Pines were introduced into the region in the 
late 1700s. In the 1800s, Dutch settlers cultivated the pines on the lower 
slopes of Table Mountain chiefly for supplying firewood to the city, as well 
as scaffolding and structural timber. Rhodes ordered another round of 
pine-tree planting on his estate in the 1890s. It is well known that he intro
duced several alien species to the Cape, ‘some of which have become in
vasive, wreaking ecological havoc.’6

THE FR AGILE NATURE OF COLLECTIONS

The fire destroyed large sections of the Rhodes Estate, including the tea
room next to the Memorial, and several buildings on UCT’s main cam-
pus, including the Jagger Library and Fuller Hall residence. Also badly da
maged were Mostert’s Mill, the 17th-century windmill and the only re- 
stored working windmill in the country; and Cadboll, a historical house 
which served as student accommodation.7 

The Cape Town fire once again reveals the fragile nature of collections. 
An international archive built up over several decades was destroyed in a 
matter of hours. The Jagger Library, which contained a collection of tens of 
thousands of historical archival documents and books – a resource of in
calculable value – was also severely damaged.8

What was salvaged in the blaze was part of the collection of rare an-
tiques, kept underground, as well as significant documentation relating to 
and works of the Khoe-San / Khoisan, the original inhabitants of the area.9 
When the first Dutch arrived in the late 17th century, they were forced to 
move further into the interior as the European colonialists began to settle.10 

The fire, and the damage that it caused to priceless collections in the 
Jagger Library, highlighted the value of archives and literary institutions, 
and the histories and wider meanings of landscapes that are held in such 
archives. The critic Sean O’Toole cites a recent article in the The New 
Yorker: ‘If a book isn’t read, and doesn’t influence other books, will it hold 
less meaning and resonance for future readers? Conversely, can a “good” 
book be written without robust literary institutions?’11 

The idea of the library has been remarkably resilient as each generation 
makes – and remakes – the institution anew. In how many countless ways 
may these archives and landscapes that remain in the aftermath be read 
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against the grain? How might artists, writers, researchers, and histori-
ans use them as means of recovery and writing new histories? 

As Anna Tsing has commented, ‘To know the world that progress 
has left to us, we must track shifting patches of ruination.’12

AGENDAS OF POWER

The Physical Energy casts located in three diverse sites are connected to 
the legacy of one powerful man – Cecil John Rhodes. The exploitative 
systems that were set up during his lifetime would continue for decades 
after his death via the instruments and offshoots of the BSAC – a 
corporation initially founded in 1889 by Rhodes and his colleagues. To 
a certain extent, Physical Energy represents the rise and fall of imperial 
ambition and exploration, yet this ‘dynamic force of ambition’ continues 
in the present in alternative forms. The structure and economic basis  
of the extractive industries of primarily gold and diamond mining would 
contribute to extreme economic and social inequalities for genera-
tions in Southern Africa. The BSAC would later become De Beers Con
solidated Mines. The United Kingdom – more specifically London – 
replaced the old empire with a new one. London can be said to serve as a 
‘bolthole for gangsters and their money’, as evidenced by the flow of 
Russian money and the ongoing presence of oligarchs in the city despite 
the Russian invasion of Ukraine. Politicians and businessmen with 
little to no regard for ordinary people or the environment, both in the 
global north and south, support and finance each other across borders, 
allowing for vast sums of money to go unaccounted for as ‘part of capi
talism’s monster global kleptocracy’.13

It was important for me to try to understand the nature of this glo
bal phenomenon. The powerful symbolism of Physical Energy and  
the Cape Town Fires of April 2021 provided a tangible starting point. 
It offered me a prompt to reflect on the crimes committed in pursuit  
of material gain, but also on how wealth and power are often tied up 
with specific forms of knowledge production. On the day that the fire 
raged, it also engulfed the Rhodes Memorial complex, which somehow 
remained almost perfectly intact. Only a thin layer of blackened ash 
covered the surfaces of the monument. Khan describes the burnt and 
bruised land beneath and around the Rhodes complex as yet anoth-
er example of burial sites carrying ‘stolen’ and ‘silent stories’.14 The co
lossal memorial stands in sharp contrast to these submerged – and 
seemingly invisible histories. 

1	 Versions of this essay have been published before in 2021 and 2022. A new layer of  
	 complexity emerged for me between issues of social justice and environmentalism after  
	 experiencing the fire at Devil’s Peak in April 2021. It was important for me to address  
	 these new insights related to the monument Physical Energy in this iteration of a longer- 
	 term project. See Brandt, ‘Physical Energy, A Monument to Imperial Capitalism’, in  
	 Conversations Across Place: Reckoning with an Entangled World (Vol. One), ed. Nicola Brandt 	
	 and Frances Whorrall-Campbell, (Berlin: The Green Box, 2021); Julia Rensing and  
	 Sindi-Leigh McBride, eds., Lost Libraries, Burnt Archives (Cape Town: Michaelis Galleries  
	 imprint, 2022).
2	 ‘British South Africa Company | British Company’, Encyclopedia Britannica, accessed  
	 4 December 2020, https://www.britannica.com/topic/British-South-Africa-Company.
3	 From a discussion with Kudakwashe Tonhodzai, Zimbabwe National Archives, Harare,  
	 Zimbabwe, 21 April 2021.
4	 See my chapter: Nicola Brandt, ‘Imagined Geographies and New Practices of Self ’, in Land- 
	 scapes between Then and Now: Recent Histories in Southern African Photography, Performance 
	 and Video Art, 1 edition (New York: Routledge, 2020), 197–204.
5	 @Byzayaankhan, ‘Zayaan,’ Instagram post by Khan, Zayaan, 19 April 2021.
6	 ‘He augmented the diverse stock of African animals kept on Groote Schuur Estate, with  
	 llama from Peru and emu, wallaby, and kangaroo from Australia. This resulted in over- 
	 grazing and land degradation.’ However, he has also been credited for ‘preventing this 
	 expanse of prime land from being consumed by urbanisation’. See ‘Heritage Trees of  
	 Cape Town’.
7	 Ashraf Hendricks, James Stent, and Nathan Geffen, ‘In Photos: The Grim Aftermath of  
	 Cape Town’s Fire,’ GroundUp News, 19 April 2021, https://www.groundup.org.za/article/photos 
	 -cape-town-fire-destroys-exquisite-buildings-and-knowledge/ (accessed 4 October 2022).
8	 Several manuscripts from the Special Collections that ‘were in the Reading Room and  
	 were either digitised and awaiting return to the place of storage, being prepared for  
	 digitisation, or new donations being processed for inclusion in the relevant archival re- 
	 cords system’. See Natalie Simon, ‘UCT Libraries Report: 2021’, n.d. http://www.lib.uct. 
	 ac.za/sites/default/files/image_tool/images/516/images/documents/UCT%20Libraries% 
	 20Report%202021.pdf (accessed 3 October 2022).
9	 ‘Collectively, the various African indigenous communities in South Africa are known as  
	 the Khoe-San / Khoisan, which comprises the San and the Khoekhoe. The main San  
	 groups include the San Khomani who reside mainly in the Kalahari region, and the Khwe  
	 and Xun, who reside primarily in Platfontein, Kimberley.’ See ‘South Africa - IWGIA  
	 - International Work Group for Indigenous Affairs’.
10	 These communities subsequently underwent a sharp decline in population, largely due to  
	 warfare and diseases such as smallpox transmitted by the early European settlers. They  
	 had no natural immunity to these imported diseases and were hit hard by these epidemics.  
	 In 1713 an estimated 90 percent of the populations are thought to have been wiped out  
	 by smallpox.
11	 Elif Batuman, ‘Rereading Russian Classics in the Shadow of the Ukraine War’, The New  
	 Yorker, 23 January 2023, https://www.newyorker.com/magazine/2023/01/30/rereading- 
	 russian-classics-in-the-shadow-of-the-ukraine-war.
12	 Lowenhaupt Tsing, The Mushroom at the End of the World, 206.
13	 See Tom Burgis, Kleptopia: How Dirty Money Is Conquering the World (New York, NY:  
	 Harper, 2020).
14	 Khan Zayaan, ‘“Zayaan”’, Instagram, 19 April 2021.



10

↑
As the Library Burns. Devil’s Peak and University of Cape Town Campus, Cape Town, 18 April 2021
Archival pigment ink on Baryta paper | Edition 1/3 + 1AP | Image size: 120 × 80 cm
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↑
Molteno Reservoir. Cape Town, 20 April 2021
Archival pigment ink on Baryta paper | Edition 1/3 + 1AP | Image size: 40 × 60 cm
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↑
Nightfall. Cape Town, 18 April 2021
Archival pigment ink on Baryta paper | Edition 1/3 + 1AP | Image size: 40 × 60 cm
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↑
Aftermath. Devil’s Peak, Cape Town, 28 April 2021
Archival pigment ink on Baryta paper | Edition 1/3 + 1AP | Image size: 111 × 80 cm
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I N D E X

All works are printed with archival pigment ink on 
Baryta paper.  Signed and numbered on Verso.  

Framed with anti-reflective museum glass.
 

Works are available in different sizes within the set 
edition listed under each work.  

Please contact the gallery for more information.
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Nicola Brandt is a Namibian-born artist. Her cross-disciplinary work explores 
the entangled legacies of colonialism and exploitative capitalism and their 
impact on the environment, identity, and memory cultures that she grew up 
in.

Brandt’s work featured as part of intergovernmental talks between Namibia 
and Germany. She is currently working on a photobook, which reflects on  
her photographic, video, and installation work created over the past ten years 
since the removal of the ‘Reiterdenkmal’, a German colonial monument in  
the centre of Windhoek, the capital of Namibia. Her more recent body of work 
looks at related themes pertaining to ‘landscapes of power’ and their connec-
tion to extraction, capital, desire, and ruination. 

Brandt is the author of the monograph Landscapes between Then and Now: 
Recent Histories in Southern African Photography, Video and Performance Art pub
lished with Bloomsbury in 2020. She has contributed to publications including  
The Journey: New Positions in African Photography (2020),the reader of the 
13th Edition of the Bamako Biennale (2022),  co-edited by Simon Njami and 
Sean O’Toole.

She is the founder and series editor of the artists’ and writers’ residency Con-
versations Across Place (CaP), which provides a publishing platform that 
engages with landscape in the broader sense of geography, ecology, space, place, 
built and ‘natural’ environments. The first CaP volume (2021) was published  
with Greenbox Publishing in Berlin. 

The artist holds a doctorate in Fine Art from the University of Oxford and is 
currently based between Germany and Namibia.

→
See www.nicolabrandt.come for contact information, recent projects, and press.

A R T I S T ’ S  B I O G R A PH Y
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A R T I S T ’ S  C V

NICOL A BR ANDT 

Born in Windhoek, Namibia in 1983 
Lives and works between Namibia and Germany. 

E D U C AT I O N

DPhil in Fine Art (March 2015), University of Oxford, Ruskin School of Art  
and Christ Church.
MSt in the History of Art, History of Art Department and St Catherine’s 
College, University of Oxford, October 2007 – June 2008.

AWA R DS  &  SC H O L A R SH I PS  ( SE L E C T E D)

2017–2018	 Gerda Henkel Foundation Fellowship
2017	 Leverhulme Trust (shortlisted), Oxford’s Humanities  
	 Division & Ruskin School of Art, University of Oxford
	 Diversifying Portraiture, Vice-Chancellor’s Diversity  
	 Fund, University of Oxford
2016	 IFA (Institut für Auslandsbeziehungen) 
	 Wellcome Trust: Participant in Seed Award in 	  
	 Humanities and Social Science
2014	 Namibian Film and Theatre Awards: Indifference,  
	 Special Mention of the Jury
2010–2014	 Christ Church, University of Oxford, Hugh Pilkington  
	 Scholarship

CO L L E C T I O N S  ( SE L E C T E D)

Iwalewahaus Collection, Bayreuth, Germany 
National Art Gallery of Namibia
Embassy of Namibia, Berlin, Germany
Würth Collection, Germany
Eimuth Collection, Germany
Ministry of Lands and Resettlement, Windhoek, Namibia

SOLO & GROUP E XHIBITIONS (SELECTED) 

2022	 Good Neighbours, Nirox Foundation, South Africa
	 Freiburg und Kolonialismus: Gestern? Heute!, Städtische 
	 Museen Freiburg, Germany
2021	 Territories Under My Skin, curated by Tatiana Echeverri  
	 Fernandez, Jaro Straub and Ella Ziegler, The Changing  
	 Room, Berlin, Germany
2020–2021	 Landscapes, The National Art Gallery of Namibia
2020	 From Where Do We Speak? Frans Nambinga Arts Training  
	 Centre, Havana, Windhoek
2019	 The Burden of Memory: Considering German Colonial  
	 History in Africa, curated by Rose Jepkorir, Princess Marilyn  
	 Douala Manga-Bell and Nontobeko Ntombela, Yaounde,  
	 Cameroon, Goethe Institute
	 Hannah Ryggen Triennial: Faig Ahmed, Alighiero e Boetti,  
	 Nicola Brandt, Alexandra Kehayoglou, Lise Bjørne Linnert,  
	 Ahmed Umar + Hannah Ryggen, curated by Solveig Lønmo.  
	 Nordenfjeldske Kunstindustrimuseum, Trondheim, Norway.  
	 Award: Best Exhibition 2019: The Artists Association, Oslo
2018–2019	 Ovizire ∙ Somgu: From Where Do We Speak?, curated by  
	 Johanna Wild and Bisrat Negassi, The MARRK Museum &  
	 M. Bassy, Hamburg, Germany
2018	 Tomorrow’s Today, curated by Tumelo Mosaka, Investec  
	 Cape Town Art Fair, South Africa
	 Namibia. The Art of a Young Generation, Museum Würth,  
	 Erstein, Alsace, France  
2017 	 Another Antipodes: Urban Axis, PS Art Space, Fremantle,  
	 Australia 
2016	 Kunst Einer Jungen Generation, Museum Würth, Künzelsau,  
	 Germany 
	 Mo(ve)ments: African Digital Subjectivities, Yale School of  
	 Art, Yale University, Yale, New Haven
2015	 Land Matters in Art, Deutsche Gesellschaft für Internationale  
	 Zusammenarbeit (GIZ) & the Namibian Ministry of Land  
	 Reform, St. Johannes-Evangelist-Kirche, Berlin-Mitte



18

	 Christoph Schlingensief & Nicola Brandt, Unrecounted:  
	 Historical Amnesia in Germany and Namibia, Filmgalerie  
	 451 and the National Art Gallery of Namibia, Conservatorio  
	 Benedetto Marcello, Palazzo Pisani, Venice
	 Re-presenting Photography in Namibia, Annual Visual Art  
	 Museum Programme (AVAMP), Windhoek 
2014	 The Earth Inside, curated by Vid Simoniti, National Art  
	 Gallery of Namibia, Windhoek
2012	 Namibia: Definitions of Space, London Festival of  
	 Architecture 2012, Ambika P3, University of Westminster,  
	 London
	 In Site: Art as a Mode of Enquiry, Ashmolean Museum,  
	 Oxford
2011	 Fuori Campo, Galleria Fuori Campo, Piazza del Campo,  
	 Siena, Italy
	 Wlotzkasbaken, International Photography Festival, Galleria  
	 Edieuropa, Rome 

PR E S S  ( SE L E C T E D)

2022	 Mukaiwa, Martha. ‘Artists Consider New Memorials and Inclusive 	
	 Futures’. The Namibian, 29 November 2022. https://www.namibian.	
	 com.na/index.php?page=archive-read&id=6226171.
2022	 Baas, Renzo. ‘Review: Nicola Brandt, Landscapes between Then and 	
	 Now. Recent Histories in Southern African Photography, Perfor
	 mance and Video Art’. Journal of Namibian Studies : History Politics 
	 Culture 31 (2022): 141–43.
2021	 Leonie March, ‘“Wir wollen nur Gerechtigkeit”: Völkermord  
	 – Die deutsche Kolonialvergangenheit prägt Namibia bis  
	 heute. Doch von einer Aufarbeitung ist das Land weit  
	 entfernt – ebenso wie Deutschland.’ Spiegel Geschichte, Der  
	 deutsche Kolonialismus. Die verdrängten Verbrechen in  
	 Afrika, China und im Pazifik  
2021	 Dag Henrichson, Out of History: Artists, Landscapes and New  
	 ‘Practices of Self ’ in Southern Africa, Art Africa, January /   
	 March 2021 
2020	 Martha Mukaiwa, ‘Namibian Landscapes,’ The Namibian,  
	 12 June 2020
	 Dag Henrichson, ‘Whose Land is This?,’ The Namibian,  
	 18 May 2020

2019	 Fabian Lehmann, ‘A place of eclectic remembrance. The former  
	 German concentration camp on Namibia’s Shark Island.’  
	 Journal of Namibian Studies: History Politics Culture, 26, 29–50.  
	 Retrieved from https://namibian-studies.com/index.php/JNS/ 
	 article/view/8434.
	 Hannah Ryggen: New Land, exh. cat., Nordenfjeldske,  
	 Kunstindustrimuseum, Trondheim.
2018 	 Leonie March, ‘Kunstprojekt zur Aufarbeitung deutscher 
	 Kolonialgeschichte, Bruch eines Tabus’, Deutschlandfunk Kultur (online).  
	 Sara Rosen, ‘An Unsettling Visual Trip through Namibia’s Past:  
	 Living Memorials’, Huck Magazine.
	 Denise Lim, ‘What the Landscape Recalls’, Art Africa (online). 
	 Kea Wienand, ‘Deutsche Kolonialgeschichte als Thema  
	 postkolonialer Kunst’, Iwalewahaus, University of Bayreuth,  
	 Germany.
2017 	 Fabian Lehmann, ‘A Place of Eclectic Remembrance: Visiting  
	 Luderitz’s Shark Island today’, paper, ECAS 7, Basel. 
2016 	 Kunst Einer Jungen Generation, exh. cat., Museum Würth,  
	 (Künzelsau: Swiridoff, 2016).
	 ‘Nos quatre coups de coeur de la foire d’art contemporain  
	 Africa in AKAA, à Paris’ in Le Monde (Afrique) Online,  
	 11 November 2016.
	 Susan Middleton, ‘Beelde wat in lae spreek’, Rapport,  
	 (Johannesburg, South Africa), November 2016, 11.
2015 	 Elisa Schaar, ‘Unrecounted: Historical Amnesia in Germany  
	 and Namibia: Exhibition Reviews’, ARTMargins Online,  
	 6 November 2015.
	 Pascale Viscardy, ‘Théâtre Postcolonial: Biennale Internationale  
	 d’art de Venise 56e’in L’ Art Même #66 (Brussels: Ministère de  
	 la Communauté française), 16–17.
	 Kößler, Reinhart, Namibia and Germany: Negotiating the Past  
	 (Namibia: UNAM Press, 2015).  
2014	 Eberhard Hofmann, ‘Herbe Schönheiten zwischen Lagen  
	 gruseliger Erinnerung’, Allgemeine Zeitung, August 2014.
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	 Hendrik Ehlers, ‘Analogie der Amnesie funktioniert’,  
	 Allgemeine Zeitung, August 2014.
2013 	 Land Matters in Art, exh. cat., (Windhoek: National Art Gallery  
	 of Namibia and Deutsche Gesellschaft für Internationale  
	 Zusammenarbeit, GIZ, GmbH on behalf of the Federal  
	 Republic of Germany, 2013).
2011 	 Personal Geography, exh. cat., (Rome: Punctum Editions, 2011).

P U B L I C AT I O N S  ( M OS T  R E C E N T )

2023	 ‘Fire and Physical Energy on the Slopes of Devil’s Peak’. In Lost
 	 Libraries, Burnt Archives, edited by Julia Rensing and Sindi-Leigh  
	 McBride. Cape Town: Michaelis Galleries imprint, 2022.
2022	 Brandt, Nicola. 13th Edition of The Bamako Encounters African Biennial 	
	 Of Photography Reader: Maa Ka Maaya Ka Ca A Yere Kono. Edited by 	
	 Chiara Figone. Dakar, Berlin and Milan: Archive Books, 2022.
2021	 Brandt, Nicola, ‘Sites of Reckoning,’ Special Issue, Memory  
	 Studies Journal, upcoming in 2022
	 Brandt, Nicola and Frances Whorrall-Campbell, eds.,  
	 Conversations across Place, The Green Box, 2021.
2020	 Brandt, Nicola, ‘Time, Performance and Landscape’, in The  
	 Journey, edited by Simon Njami and Sean O’Toole. Kerber, 2020.
	 Brandt, Nicola, Landscapes Between Then and Now: Recent  
	 Histories in Southern Africa Photography, Video and Performance  
	 Art, Bloomsbury Press, UK.
2019	 Brandt, Nicola. ‘Under Fire: The Concept of Landscape’. @GI  
	 weltweit, October 2019. https://www.goethe.de/prj/lat/en/ide/ 
	 hin.html. 
	 Brandt, Nicola, exh. cat., ‘Margaret Courtney-Clarke: In the  
	 Harsh Light of the Present’, Cry Sadness into the Coming Rain,  
	 solo exhibition, SMAC Gallery, Stellenbosch, South Africa.  

P U B L I C  TA L KS  &  SC R E E N I N G S  ( SE L E C T E D)

2023	 Man of War You Need to Leave My House screening and discussion, 
	 The Goethe Institute, Windhoek (upcoming)
2022	 Diasporic Entanglements (moderator) with Sumayya Vally, Denise 	
	 L. Lim and Frances Whorrall-Campbell, Center for African Studies  
	 and the Humanities Center, Stanford University

2021	 Keynote speaker, In/Visible Landscapes: Photography,  
	 Colonialism and the Environment, 6th International  
	 Conference of Photography and Theory
2020	 Sites of Reckoning: Memorials, Museums & Fractured Truth(s)  
	 in the Aftermaths of Mass Violence, Georgia State University,  
	 Atlanta GA
2019	 Black Portraitures, New York University, New York 
	 Museum Conversations, Goethe Institute, Windhoek, Namibia
2018	 Staatstheater Nürnberg, Germany. 	
	 The Goethe-Institute Namibia & Museums Association of 
	 Namibia Senator’s Reception on the occasion of the 2nd Herero  
	 and Nama Conference, City Hall, Hamburg 
	 The MAXXI, National Museum of the 21st Century Arts, Rome  
2017	 Iwalewahaus, University of Bayreuth, Germany
2016	 Bergen International Film Festival (BIFF), Bergen, Norway
	 Land/Water Symposium, Plymouth University, UK (keynote  
	 speaker)
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Dr. Julie J. Taylor | Director  
Guns & Rain: Contemporary Art from Africa 
ZA: +27 (0)76 294 5332   
UK: +44 (0)771 556 4539   

Q U E R I E S 


