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list of roorks

Broken Mirror Horizons

Wreck Garden

Imagination House

Bird HiIIs

The Last Island Boat

Tree Sphinx

Angel Ambulance

Sun Sky

llnlo Crosses Gasoline

Flowers

Viking

Beautiful Green Lagoon

Night At The Abandoned Mountain
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SPAC ES OF I NTE RPRETATION
The arbitrarily chosen list of works exhibited during the decade of Miroslav Kraljevii Gallery's
existence, also presents a history placed on a meta-level, without trying to connect these 'events'
with any 'objective' legend. The free-from-interpretation approach leads to the idea about the
existence of ideological interpretations of history, therefore colonisation and imperialism, which
suppose an imagining of space. There is a real space referred to by interpretation, then there is
the manoeuvrable space of theory, and finally the irnaginary one. The historiography of art orig-
ina(ed as literation', therefore the majority of later critics objected to the creative games within
new science. Roughly said, that was the time when the instruction about scientific narcation
b'egan, but after some time this same reasoning changed, since there was a large number of vari-
ous scripts for the same events.

Hayden White for example, describes history as meta-fictiort and meta-rn.arration. Similady an
art history methodologist, David Carrier", points to a fictionality needed for the introduction of
connections between the clear and unlike elements such as an event and a happening on a simple
time scale.

Their relation is some kind of causality' recognised for a specified professiortal area, that enables
the differentiation of a short story from mere chronological enumerating.

Yet, the majority of recognisable relations belong to some other discourse of explanation.

'The only discovered ... is a formal coherence of historical events and its theories... that carry their
ideological impligations.' (Hayden White). Or; 'Objective history is impossible'.'Namely, each is
selective and chooses events that arc plausible within the chosen narrative frame. And finally'
each becomes free in picturing the space onto which it had only been projected. Atac/';ical space is
needed for setting up theory. It is the territory of explanatory manoeuvre. \7ith the passing of
time ideologies come out of that specific space and atelaid into a fictional one, which only just

corresponds to the real one. This one however, will not be carried out, most likely because of the

'laws' of reality.6 Therefore it is not uncommon that descriptions within the terms 'influence' and

'disciple' leave behind the parameters of travelling through space.

And yet, it can occasionally be very difficult to discover the differences between the spaces of
manoeuvrable and imaginary theory.

This situation is also clear with the Miroslav Kraljevid Gallery as an example. Every ideological
perspective colonises the past: through assimilation, destruction or marginalising a previous

explanation. Consequently the same events become arcanged into new narrative structures with
other'remote' events, therefore reshaping the teritory of interpretation.

These interpretations can reach v€ry remote standpoints, from the late socialist pro-capitalist the-
ory to Marxist doctrine. 'The existence of the Miroslav Kraljevi6 Gallery is made possible by the
merging of many circumstances: the tradition of spontaneous art exhibitions in the lobby of the
company; the local government's conditions for the building permit which included opening a
space within INA-Naftaplin's headquarters which should be accessible to the citizens; the exis'
tence of the improvised exhibition space of the famous 'Biafra' art group at tlie same location; as
well as the enthusiasm of INA-Naftaplin employees...' 7. While descending to the fictional terri-
tory we can almost feel the fortress of '\?'orker's Art', the basements of a big corporation, places
for public gatherings of the local population. And yet all of these birildings are placed outside any
kind of realistic territory, emancipating the history from its location.
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Theworks of Anna Best select elements for new narrative games within the past frames of a
location. The border between the realistic and fictional territories of theory is also as unclear as
it is between history and fairytales. Both depend on a system of belief. And yet, contemporary
history is less often exposed to doubts about the authenticity of the source; the way events hap-
pen, the continuous passing of time...

The rise of contemporary legends shows the similarity of myth and'factrnl' short stories, in the
same way as their emancipation. Therefore it becomes clear that besides the existing myth of
spaces for 'workers' art' there are the facts of the art works of some workers; the myth about the
location once used by the Biafra afi group. These are separate from the facts about the g aIIery and.
the group... Their connection, however, is unclear without the ideology of interpretation.

Moreover, it is clear that there is history and there are histories, and the past of the gallery is
offered for new narration ofboth spaces.

Ana Peraica

1 Plinius, Vasaty

' or metafictions, for example; Patricia r$flaugh Metafiction or Linda Hutcheon "historiographic metafiction"
3 D. Carrierr Pdnciples of Art History W'riting, University Park and London, Penn State University Press, 1991.

'Geniuses and disciples, schools and students...

'Hayden White; The Content of the Form: Narrative Didcourse and Hlstorical Representation
6 Geography taken as science about space, dealing with uiniversal principles of spatial organization and human behviour in

space, introduclng the 'absolute' insight into space as a separated entity that contains its causal powers
7 Branko Franceschi: "Present, Pas! Future"

ANNA BEST

Some Recent Projects ...

11999 - Illeccai Camden Arts Centre commission at the Mecca State Bingo Hall, Kilburn- (error
404)lhttptllwww.c-ship.org - the Performing Arts Choreography Lab with 'prang' -Failsre Live
Chatwith Neil Chapman: V139, Amsterdam - fleetwith Lancaster Youth Centre; 'Go Away',
Royal College of Art VAA final show. 1998 - The Wedding Prcject Tate Gallery of Modern Art,
London - Visionhirq GLEAN at Beaconsfield, London - The Vauxhall Ghosfr Case Study Home,
Galetija SKUC, Ljubljana- Shave International Artists lforkshop, Somerset - A ReaI Pony Race
For A Bridle Summer Collection '97 atThe South London Gallerv ...

Catalogue images: Collection of the artist.
The exhibition is made possible by INA d.d. 7,4reb, Naftap[n and Arts Club INA.
Editor in Chiefi Zeljko Tre mac Catalogue Editor: Branko Franceschi; Introduction z AnaPeraica3
Translation: Vesna Hr5ak; Design: Anna Best; Curator: Branko Franceschi, Commitee: Darko
Schneider, chairman, MarinaBariievid, Branko Franceschi, Zelimir Ko5deviC, Mirko KovaCevid,
Igor Rontevie, Ksenija Turdid, IvicaZupan; \
Design Support: NMtri; Print: Printel; Edition: 300
GALERUA MIROSLAV KRAUEVIC, IPC INA-Naftaplin, Subii eva 29
10000 Zagreb, Croatia, tel. +385 1 4592696 fax +385 1 4592183
http : //www haa.hr I kr alj ev ic
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Sun
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Night at The Abandoned Mountain

Angel



Beautiful Gre en Lagoon

'Wreck
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