
Haunting Memory

The paintings and installations of Ivan Grubanov present a new envisioning of “historical” painting; even

more so, a new envisioning of “memorial” in art. Grubanov considers the very act of painting an

“intervention into the historical,” alluding to the idea of the painter as a record keeper and the way history

borrows its imagery from painting.  Claiming that the aesthetic and semantic are inseparable, he discusses

the ‘responsibility’ of the artist as the embodiment of his subjects and often works under the alias of ‘The

Evil Painter’.

Grubanov uses the framework of the exhibition titled ‘Haunting Memory’ to connect two bodies of work.

The emotionally charged narrative of the slide installation ‘Study of My Father, a Relation to the Origin’

juxtaposes images of the artist’s father with images of the former Military headquarters building that was

demolished in NATO air raids on Federal Republic of Yugoslavia in 1999. This modernist masterpiece

from 1961 was originally conceived as a monument, a memorial to a famous battle in the World War II in

which the Yugoslav partisans accomplished an important victory. The most active period of Yugoslav

modern art and architecture has been described as socialist modernism or socialist aestheticism, the objects

created in this period mark the starting point for a new socialistic society founded on the victory over

fascism. This was one of the first buildings that NATO destroyed in its military operation that was

ironically called ‘The Merciful Angel’. The carcass of the building still stands in downtown Belgrade, as an

unofficial, visceral monument that symbolizes several epochs of constructing and deconstructing the local

historical and national identity.

The images of that very building are a starting point for an entirely new series of works by Grubanov. The

building is being represented and recreated in a number of different painterly processes. In compositions of

polyptychs, Grubanov uses documentary photographs, monochrome canvases and painted, scratched and

burned interventions on canvas that he calls ‘recordings’. Another one of his accounts of challenging

painting as a tool for representation, this time by treating it as a performative act of reenacting the incidence

of decay. The resulting pieces have a strong, monumental presence and appear almost documentary, as if

they were pieces of evidence produced by the artist in an abstract and incomprehensible process. A clue

may lie in an earlier statement made by Grubanov: “The narratives I establish through my work are to be

considered a parallel institution to the narratives of history explained in the main public sphere. ‘Parallel

institution’ as used in the political realm, signifying a non-institutional political attempt to create an

efficient counterpart to the institution, an illegitimate authority.”


























































