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What made you decide to address the theme of history in an exhibition/in your 
work? What ideas, artists or shows were sources of inspiration?

As a group in the second year of the RCA Curating course, we had been 
discussing many ideas for our graduating exhibition.  Personally, I was 
interested in working on a project that would debate art education from 
within the college. This would have meant to also include students and staff 
and make a discursive project happen, similar to ideas that were circulating 
at that moment, such as Academy Remix at Portikus or the concepts for 
Manifesta 6, but with the inclusion of an exhibition display in our galleries.
Again for Tomorrow was the outcome of a yearlong discussion that grew out 
of a process of negotiation and was strongly influenced by research trips 
undertaken by the group. Whereas one part traveled to Argentina and Chile, 
the other part left for a journey through Eastern Europe from the Istanbul 
Biennale via Sofia, Skopje, Tirana (Biennial), Zagreb, Belgrade, Bucharest, 
and Timisoara to Budapest. Important encounters for us in finding common 
ground back in London were the meetings with Lia Perjovschi in Bucharest 
and Graciela Carnevale in Rosario. The presence of their archives (Lia’s 
CAA and Graciela’s Tucuman Arde) within the space, together with an 
Argentinian network of artists called Trama, built an axis around which we 
started to develop the exhibition. In the end and with the help of Basque 
artist Gorka Eizagirre’s ‘events arena’ that had a central position in the 
space, the education idea became relevant in the show through a series of 
screenings, performances and talks. Finally, the title for the show was 
borrowed from a cycle of works by David Maljkovic.

What kinds of questions were you interested in raising about specific histories 
or history in general?

I am interested in the way contemporary artists bring to the surface matters 
and ideas, concepts and idiosyncrasies from the past. By this I mean the 
ways nostalgia resurfaces with the potential to create new meaning. In that 
respect we were perhaps looking more into the niches of societies and 
events surrounding a particular community (Tucuman Arde) or a schismatic 
figure (Wilhelm Reich) to name only two examples. I have personally 
developed a tendency to work with pieces that operate from a documentary 
basis, but we did try to give fiction a chance by including the narratives 
pertinent in Mai-Thu Perret’s work. David Maljkovic perhaps combines the 
documentary with the fictional in a very clever way. 



How did you and/or the artists in your exhibition investigate subjective, personal 
experiences vs. collectively authored histories?

I don’t think that as curators we set out to investigate histories. But rather 
most of the works in Again for Tomorrow represented an individual 
experience, which the artists engage with through a topic or protagonist. 
Thus, when David Maljkovic speaks about Petrova Gora, his own visits to 
the site at different stages in his life resonate throughout the works. At the 
same time I am convinced many fellow Croatians of similar age can 
perfectly identify with the kind of meaning the artist attributes to the 
memorial. I believe that individual histories often do amplify the conditions 
of a larger context. 

Over the last six months there has been a concentration of exhibitions dealing 
with the theme of history. What do you think is the current urgency for artists, 
curators and institutions in addressing this topic?

I am not sure. While we were installing Again for Tomorrow, SparwasserHQ 
in Berlin contacted me with the question, if we could collaborate with the 
second step of her project A complete guide to rewriting your history. I was 
puzzled and because it was too late to speak with the rest of the group about 
a collaboration, I suggested O fim do sem fim by three Brazilian artists from 
our events program for their exhibition, while at the same time continuing a 
conversation with the group at de Appel in Amsterdam about a live 
streaming exchange during the opening of Mercury in retrograde. 
I guess that most artists like curators and everybody else around us do 
sense uncertainty about what is going to happen—on a global scale with 
technological advance and the American hegemony, for example, and on a 
local scale with the end of the ‘Sozialstaat’ in Germany or the threats posed 
by PCC (Primeiro Comando da Cidade) in the state of São Paulo. And things 
will get worse. When you start to render these uncertainties and look at the 
world since 1945, I guess there is ample history and space for the projection 
at the same time. The exhibitions we can make are fragile attempts to 
construct future scenarios or possibilities, based on ideas from people like 
artists or architects but also on experiences and the lessons we have learnt 
from the past. How can we create better lives if we don’t take the chance to 
learn from the past? In an ever faster paced world we need to take the time 
for reflection. This is perhaps what Okwui and Rob mean when they talk 
about "thinking historically in the present." 

In a recent discussion both Okwui Enwezor and Robert Storr respectively 
described biennials as a means of "thinking historically in the present" and 
medium for teaching history. First, what do you think it means to "think 
historically" today? Second, how do you think group exhibitions of 
contemporary art mediate history in comparison to the historical and art 
historical approach of museums?



Firstly, contemporary art is more direct, of course, as it can react more 
quickly than the museum. Most of the time it means a less filtered approach 
to exhibition making. Secondly, and in that I can only speak from my own 
experience, contemporary art often opens the viewers reception for a 
certain topic, then to be followed up by personal research or related reading 
to complement the understanding of the proposed ‘history’. Most 
importantly, however, I think is the possibility of these group exhibitions for 
giving voice to those moments and people in history that are negated—a 
platform in the censored and streamlined media world we experience. I don’t 
want to get into a discourse about biennial’s here, because I believe a 
biennial can do the job as good or bad as any other exhibition. 

Is it possible to talk about a creative or imaginative element of constructing 
historical narrative or projecting into the past? What is your view of the notion of 
the fact?

We were talking about this in the discussions running up to the show, but I 
think This much is certain, an exhibition curated by students on the 
2003/2004 course did that very well, so we decided consciously to tend into 
another direction. While This much is certain was meant ‘to present a full 
spectrum of how documents and documentaries are used in art, film and 
text. Rather than enforcing one singular interpretation, the project aims to 
approach this subject from a variety of angles, allowing viewers to create 
their own perspective’. I think our exhibition was much more oriented 
towards factual events. 

 Finally, how can art function as a source of inspiration for alternate conceptions 
of history or as an intervention in (art) historical processes?

Do you mean conception or perception?
I think art can affect daily life of individuals in a variety of means. It can kill 
you like a Serra sculpture or it can take you out of unemployment and give 
you job in a museum. To conceive history artists would have to have the 
aspiration to change life, few do. And then again how would you measure 
their success?
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