Memory and Conflict: Cultures of Memory and Individual Mythology
A series of paintings by Martina Grlić titled Memorija i konflikt [Memory and Conflict] comprises two groups of works that are connected both by their theme and by the manner in which they explore the medium. The first group includes paintings created on the basis of archival footage from the last Day of Youth in 1987
 (the polyptych Lice iz gomile [A Face from the Crowd] and Vatromet [Fireworks], 2018). The second group consists of works based on archival footage showing the President of the Socialist Federal Republic of Yugoslavia (Vođa [Leader], 2018), his wife Jovanka Broz (Prva dama [First Lady], 2018) and ideological memorabilia; wreaths and medals that mark the space and time of socialist utopia (Vijenac [Wreath], 2018 and Ordenje [Medals], 2018).
With this series Martina Grlić refers to her previous reflections and artistic interpretations of culture and the politics of memory, but also her own fetishization of symbols of the beginning of consumer society within socialist self-management.
 Jan Assman specifies that “as much as thought is abstract, remembrance is that much specific“
, and that ideas must be experienced by the senses before they can find their way to memory as objects. According to Assman, during this process, the concept and the image become inextricably intertwined.
 The artist’s memories of the time of socialist Yugoslavia are connected to her childhood and blurred images of the past built on a vision of a better future.
In an interview from March 2018, Martina Grlić told me that memories are “simply put, childhood memories, fractured”. Later on, by growing up in a community (during the transition from one political system to another), she noticed that the society in which she lived was deeply divided. Martina Grlić says that “nostalgia and memory become mystical phenomena and the means by which certain groups form some new ideologies“. Assman thinks that the figures of our memories must be materialised in a specific space and made current in a specific time, which is why they are always spatially and temporally concrete. However, this cannot be applied geographically or historically.
 According to Halbawachs, figures of memory signify models, examples and a type of lessons that present the general viewpoint of a social group; they reproduce not only the past of a certain group, but also define its being, features and weaknesses.
 In her series Memorija i konflikt [Memory and Conflict], Martina Grlić draws upon her own childhood memories of a certain time and space by playing with figures of memories that originated from the same, and then juxtaposing them with the dominant cultures of memory in the Republic of Croatia. Those cultures view the symbols of socialist Yugoslavia exclusively as a totalitarian Disneyland or as the remnants of a defeated communist ideology. On the other hand, as the artist pointed out, certain groups may create new ideologies by decontextualizing old symbols or by placing them in a completely new context.

Martina Grlić's work methodology involves ethnographic strategies in the way she collects her material. When collecting the material to create the series, the artist starts with documentary photographs and archival footage which were once part of a regular television programme. Photography is her basic material because her work “often references real time in the past”, as she emphasised in her interview.
It is interesting how the artist labels the archival footage and photographs as “propaganda material”. Nevertheless, the fact remains that such images were a fixture of everyday life at the time, as much as posting a picnic in nature on Facebook wall or Instagram has become a fixture of our everyday. In the 1980s, Facebook wall would represent a frightening segment of an Orwellian, capitalist society in which the youth was so brainwashed that they would “personally” and publicly share their private content and thereby enable a complete control of secret services over the information about their own lives. The artist finds these footages on the Internet, mostly on YouTube, which she uses as a kind of an open access archive. She focuses on mass gatherings in which she “sees how the ideology was manifested in public space and mass ceremonies”. Martina Grlić uses fragments of such footages (the polyptych Lice iz gomile [A Face from the Crowd] and Vatromet [Fireworks]) and isolates them as an independent and purified painting. The result is fascinating as we see before us idealistic faces from an (now) undefined past, looking at something that exists beyond the surface of the canvas. Since the artist’s archive tells us that the paintings were made based on the final celebration of the Day of Youth in 1987, when the leader of the people and nationalities had already been physically dead for seven years, but at the same time he was present as a symbolic path which Yugoslavia was supposed to follow, we can conclude that the faces are looking in precisely that direction.
It is a path of an invisible essence, of symbolic form that needs to be followed and which is, of course, part of a sacred space, a part of that same sacred element that socialist materialism never allowed to exist, and whose narratives it took over after the death of Josip Broz Tito.
 Mircea Eliade says that for the archaic man “objects or acts acquire a value, and in so doing become real, because they participate, after one fashion or another, in a reality that transcends them.” Eliade explains that a stone becomes sanctified because it contains a flaw or its shape delineates some symbolism or invokes a memory of a mythical act.
 Sacred and consecrated is only that which takes part in the transcendental reality.
During the final years of a socialist utopia (1980s in the Socialist Federal Republic of Yugoslavia), transcendental reality became an intoxicating dream contrasted with the bureaucratic reality that created the ideology. And how bureaucratic the reality could be was best described by Bulgakov’s precise description of a free holiday for the members of the Soviet Association of Writers, which he dubbed MASSOLIT. The writer informs us of the creative standard written on a door sign - “Fully inclusive creative holiday, lasting from two weeks (short story-novella) to one year (novel, trilogy), to Yalta, Suuksu, Borovoye, Tsikhidziri, Makhinjauri, Leningrad (Winter Palace)“, in front of which there was a queue of fifty writers.
 The 1980s were, in fact, the very escape from an ideological standard to a socialist transcendence. That is why the artist’s polyptych Lice iz gomile [A Face from the Crowd] is connected to the painting Vatromet [Fireworks] which shows fireworks during the celebration of the Day of Youth in 1987. The radiant faces may be looking at fireworks, but the fireworks are not a pure presentation of technique but a demonstration of socialist technology and a simulation of the endless starry sky. The one in which socialism lives on forever, therefore, a transcendental space, the same space to which the great leader moved after his death. His face, as well as the face of the first lady, remains shrouded in an amorphous Ernst-like mass, a surrealist sublimation or an opaque veil (Vođa [Leader] and Prva dama [First Lady]). Martina Grlić introduces us to a world of mysteries and symbolism where the faces of Tito’s followers gaze upon the sky and see him in its crevice, and on the other side there is a painting of Tito’s face (whom we imagine they can see), covered with a form which we could label as a painting within a painting. To wit, Martina Grlić transfers a completely different texture to an existing Richterian base that simulates the surface of a black and white television set.
And in the end we are left with memorabilia decorating the successors of the leader’s path, the wreath laid on his grave and the medals given to the followers of his path (Vijenac [Wreath] and Ordenje [Medals], 2018). That was the only way to continue the form of power instilled by the leader. Because, as emphasised by Foucault, “power is not an institution, and not a structure; neither is it a certain strength we are endowed with; it is the name that one attributes to a complex strategical situation in a particular society”.

For seven more years after having been relocated to the starry crevice, the complex strategical situation of Josip Broz Tito (the power) exercised its power using symbols, commemorative festivities and inscriptions of memories and remembrance into time and space. In her series Memorija i konflikt [Memory and Conflict], the artist does not deify that time and space, but in fact shows the complete iconography of one of the potential cultures of memory. Martina Grlić acts as an artist-ethnographer,
 recording and transforming fragments of past times that are more and more disappearing in the virtual society. In our interview she emphasised that she liked the finite nature of photography (factography) and the possibility to radically alter it through a painting. The fact that she imitates photography, as does Gerhard Richter, using a medium (painting) that is older than photography
 is just another piece of the mosaic in her examination of the past. Within it, one can simultaneously gaze upon the starry sky and stand in a queue for a holiday- novella at Makhinjauri.
� The Day of Youth was a commemorative festivity from the era of the Socialist Federal Republic of Yugoslavia which commemorated the birthday of the lifetime president Josip Broz Tito (1892 – 1980). It also continued after his death.


� At the 2015 3rd Biennial of Painting held at the Home of the Croatian Association of Artists, Martina Grlić displayed the painting Čunga lunga (2015) from the series Proizvod [Product] that portrayed the eponymous bubble gum, which was popular in late socialism.
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� The example of this is the ceremony The Bonfires of Trnje held in the 1980s to honour the Liberation Day of the City of Zagreb on 8 May 1945. In its then form it was a typical hybrid of ethnology and social realism, authorised by the bureaucratic caste from the Association of Socialist Youth of Croatia. The ceremony was reinstated in 2015 at the initiative of the Network of Antifascist Women of Zagreb. The 2017 Bonfires programme included various activities, ranging from circus acts, feminist self-defence and protection to urban gardening. The ceremony continued at the Močvara Club with the clubbing event 8th Antifa Night.


� The best example is the third part of the song by Đorđe Balašević Tri put sam video Tita (I saw Tito Three Times) that says that one can see Tito (after his death) in the following structures and phenomena: blast furnaces, factory smoke, broad fields, cities that live free and flocks of birds.
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