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Pre vide cd godinu dana, na pitanje Sta
je osnovno, od presudne wainosti u njenoj
umetnosti, Duba je bez razmisljanja ocdgovo-
rila: senzibilnost! Za nju, to je bilo taliko
samo po sebi razumljivo, da se ni za tre-
nutak nije dvoumila. Ali nama, gledaocima
njenih skulptura, jasno je da njen terminus
technicus zahteva dodatno objasnjenje. Ko-
notacije senzibilinosti 1983. sz veoma raz
likuju od onih iz 1979. godine, kada je Dubs
u Galeriji Studentskog centra u Zagrebu iz
vela ambijent koji je za nju znagio konacni
oraodor u predstave visokog modernizma. lz-
medu 1978. i 1981. godine poiam senihil-
rasti u njenom radu oznafavao je proce-
sualnu upotrebu osetljivih materijala — smo-
ie, voska, vestackih masa i Zica, koji su se
soput neke =ekscentricne apstrakcije«< spa-
jali u posebne predmete i environmente. Ta
da je izbila na videlo njena osetljivost za
biomorfne i istzs/remeno krajnje formain:
strukturisane predmete, i za vestinu obrade
— agnjefenje, rezanje, oslojavanje materija-
la. Njena senzibilnost se usredsredila na
trazenje onih latentnih, - =spavajucih= oblika
u samoj ¢ulnosti materijala, koie je Duba
ookudavala da probudi u aktivnhe likovne
efekte. Sama grada joj je tada prigala o cul-
nosti koju je vajarka eksponirala s pravom
mecdernistickom etikom: upotrebljen materi-
jal nije iluzionisao nedto sekundarno, izvan
ili iznad sebe, nego se tiho podredivao sop-
stvenoj sudbini. Ali modernisticka etika &is-
tote materijala nije zaustavljala Dubu pred
neobiénim suodenjem razli¢ite grade i taks
je 1981. godine nastalo nekoliko skulptura
koje su sve viSe izmicale odnosu belog ga-
lerijskog prostora i ‘u njega smestene skulp-
ture, karakteristitnom za modernizam, ko-
respondenciji u kojoj je beli kubus galerij-
skog prostora stvarao efikasno znacenjsko
okruZje skulpturi. U proleée 1981. godine
Duba je napravila nekoliko objekata koji su
se sasvim zatvorili u sebe i ostali na tlu
kas ¢udne, neobjadnjive metonimije. Osigu-
rani predmet koji smo tada videli u Salonu
MSU, nije se ctvarao gledaofevom metafo-
rickom predstavnom interesovanju, nego se
upravo opirao »objaSnjenju« svojom &ulnom
nezhEnodéu. U meduvremenu je, naray/no,
dosla euforija nove slike koja je takode
uticala na dodatne konotacije senzibilnosti.
Cista operativnost koja je zajedno sa pred.
stavnim sludajem d¢inila jezgrs njenog stva
ralatkog postupka, sve vise je pocela da se
podreduje odredenom znaenju — skulpture
i crtezi na toj izlo¥bi pokazuju kako je me-
tonimiéka znacenjska horizontala pocela da
se Cize u metaforitke spirale.

«Volita li Veagnera?« Da, odgovoriée Du-
ba. Zasto smo upotrebili ovaj nagovestaj u
pitanju? Zato da bismo otkrili dve niti nje-
nog trenutnog stvaralékog interesovanja. Jed-
na je naravno, izrazito feministicki ikono-
grafija (imagery), ponovo samo sinonim za
njeno shvatanje senzibilnosti. Culnost ma-
terije u skulpturama uvek je upstrebljena ta-
ko kako nikada, uprkos Dubinoj odluénosti,
cdzslednosti i radikalnosti, ne bi izrazio va-
jar. To su, naravno,-Zenske skulpture (moZda
vise u smislu Louise Bourgeois), ali nisu
programski feministicke. Duba je tu smuse-
nu vrstu afektacije veé odavno odbacila, nje-
na emancipacija je kreativne, a ne deklara-
tivne wvrste, Ali feministicki kontekst je ne-
pobitno deo njene sadadnje konotacije sen-

zibilnosti. No, razume se, moramo sada da
objasnimo jc3 »Vagneras.

Ove godine u rano proleée presedel
smo pet sati u Cankarevom domu i nasa
osecanja su se talasala u skladu sa nezbit
nim pustclovinama »Zistog glupavka« Parsi.
fala. Syberberg je pretvorioc Vagnerov ger-
manski mitski svet u postmodernistitku iro-
niju — ali sa iznenadno srodnim struktur-
nim svojstvima, gde se ironija pretvarala u
postmodernistitku poetiku koja nije bila ta-
ko daleko od ozbiljnosti i zainteresovanosti
Vagnerove fantazije. Razdvojeni nad Syber-
bergovom sidecloskom= projekcijom, ali pot-
puno jedinstveni u oboZavanju njegove ima-
ginacije, moZemo sada da se sretnemo sa
skulpturom koja se zove Twvoja rana, moja
smrt. A lkarov let, lkarov pad ¢e svojom
neurot’énom osecajnoidu, sa mesinganom
sumom na kojoj ¢e biti kaZnjen, i koja is-
tovremeno ima znacenje lkarovih krila |
shrastove« otSrice, krvavim nagovestajima da
obnovi prizor iz Direrovog Mucenistva
10.000 hris¢ana — tako ta »minijaturnas«
spomen-skulptura pokreée asocijativhu stre-
licu iz proslosti ka =postmodernistickoj« sli-
kovnosti (imagery).

Kako da izbegnemo nizu asocijacija koje
pokreée Usnula muza, sigurno jedna od naj-
boljih Dubinih skulptura poslednjeg vremena?
Citajte nazive, sada su to kljuéevi znaenja
koji umesto galerijskog kubusa stvaraju po-
etski kontekst trenutne senzibilnosti. Ako se
u ranijem Dubinom radu senzibilnost ukazi-
vala u kategorijama &iste modernisticke sin-
takse (i to uprkos ekscentricnoj C€ulnosti
upotrebljenih materijala | pronadenih formi),
sada je poetska proizvodnja, povezana sa
snovima, nagonskim pulsiranjima i literarnim
asocijacijama, zauzela veéi deo Dubine sen-
zibilnosti. Senzibilnost je, dakle, bila za va-
jarku u prvih deset godina njenog stvara-
nja onaj predstavni nivo koji se pokrivao
¢ulnodéu, intuitivnim postupcima i procesi-
ma oblikovanja, izbora materijala, ukratka
posebnom predstavnoiéu i mastom | — upr-
kos njenoj neospornoj intelektualnoj i dis-
ciplinovanoj liénosti — upravo infantilnim fi-
nalnim iznenadenjem. Kada je skulptura na-
stala, uvek je bila jedan iznenadni doZivljaj,
ni sasvim ono $to je umetnica planirala, ali
ni u celini to $to se pred njom pojavilo —
bio je to objekt, zbirka Eudnih &ulnih poda-
taka, koji je o€igledno bio sposoban da Zivi
jedan svoj sopstveni, autnomni Zwvot. No
uprav taj efekat konaénog iznenadenja, raz-
lika izmedu zami$ljenog | napravljenog,
predstavlja za nju trajnu i izuzetno obave-
Zujuéu inspiraciju.

U vreme uspona modernizma lzidor Can-
kar, veliki teoretiéar i istoriéar, izrekao je
ovu maksimu: =Forma je nemi glasnig kuji
objavljuje sate vremena«. | Duba sada mo-
e da kaZe da je senzibilnost ta koja isto-
vremeno objavijuje i preplavijuje distinkeiju
formi; uprkos tome Sto ée kritiGari verovat-
no da oznate njene sadasnje skulpture kao
proizvode postmodernizma, ponovo ée tek
njena konotacija senzibilnosti biti ta koja ¢e
pruZiti opravdan i zasnovan odgovor na tak-
vu etiku — i mozda je ve¢ u slededéem tre-
nutku pobiti.

Tomaz Brejc

Preveo sa slovenackog: Dejan Poznanovié

progressively evaded the

Asked about what is foundamentally de-
fining her art, Duba, a year ago, answered
without hesitation: sensibility! For her, it
was so self-evident that she did not need
to think a second before giving us her
reply. But we, facing her sculptures, cer
tainly feel that her terminus technicus
needs some further qualifications. In 1983,
the connotations of the sensibility differ
much from those prevailing in 1979, when
Duba executed an environment in the gallery
of the Student center in Zagreb: it was
the achievement with which she definitely
placed herself within the representability of
the high modernism. Between 1978 and
1981, the concept of sensibility signifisd in
her work a procesual use of sensual ma-
terials — pitch, wax, synthetics, wires, ths
materials which, in the m:zde of an “ex
centric abstraction”, fused together into par-
ticular objects and environments. At that
time she disclosed her sense for bio-mor-
phic and simultaneously highly formally
structured objects, her skill at kneading,
cutting, stratifying the materials. Her sensi-
bility aimed then to discover the latent,
“sleeping” forms within the material itself,
she was striving to wake them into’ active
plastic effects. The material, at that time,
had a sensual value for her, a value that
Duba exposed with an authentic modernist
ethics: the substance she used was not
illusively evoking something else, some ot
herness outside or beyond itself, but sllent
ly submitted to its own destiny. Still, the
modernist ethics of the purity of the ma-
tter did not keep Duba back from unexpec-
ted confrontations of different materials; in
1981, she executed several sculptures which
correspondence
between the white gallery space and the
sculpture, a correspondence so typical of
the modernism, where the white cube of thz
gallery space creates an effective meaning-
ful environment for ths sculpture. In spring
1981, Duba made some chjects that literally
closed over themselves and stuck to the
ground as strange, inexplicable metonimies.
“The protected object” we saw at that time
at the Gallery of the Museum of Contem2o-
rary Art, did not open itself into the spec-
tator's metaphorical representative interest,
but resisted any “interpretation” thanks to
its sensual strangeness.

The euphory of the “new image” inter-
vened too, and provided supplementary co-
nnctations to Duba's sensibility. Pure cpe-
rativity that, together with the representa-
tional contingency, constituted the heart of
Duba's creative mode, was besginning to
submit more and more to a more defined
meaningfulness — the sculptures and the
drawings of this 1981 exhibition expose a
progressive elevation of the metonimic ho-
rizontal of the meaning towards the meta-
phoric spirals.

“Do you like Wagner?” Sure, would an-
swer Duba. Why this wagnerian allusion? —
It reveals two tendencies within her present
creative commitment. The first is, of course,
an emphasized feminist imagery, again just
a synonym of her notion of sensibility. In
Duba's sculptures, the sensuality of the ma-
tter is, despite her resoluteness, consistency
and radicality, always used in a way as if



it were never touched by a sculptor. These,
of course, are feminine sculptures (mavbe
more in the sense of Louise Bourgeais),
but they are not programmatically feminist.
Duba rsjected thz confused affectations a
long time ago, her emancipation is of a
creative, not declarative sort. But thz fami-
nist context is certainly a part >f her prez-
sent connotati>n of the sensibility.

We still have to expalain the Wagner
allusion.

in late spring this year, we spent five
hours sitting in the Ljubljana Cultural cen-
ter, while the marvellous adventures of the
“pure fool™ Parsifal absorbed our emotions.
Syberberg transformed Wagner's germanic
mythical world into & post-modernist irony
— but with striking structural qualities whe-
re the irony transmuted itself into a post
-modernist poetics, not so very distant from
the seriousness and the commitment of
Wagner's phantasy. With mixed feelings
over Syberberg’s “ideologic” projection, but
absolutely sure in our admiration of his
imagination, we are facing now a sculpture
entitied “Your wound, my death” — and
another plastic, “lcarus’ flight, Icarus’ fall”,
will — with its neurotic emotionnality, with
its brass forest that signifies s'multaneously
the feathers of Icarus’ wings and the
"oak” points — reproduce, with bloody pro-
phecies, the scenes from Diirer's “Martyr-
dom of 10 000 Christians”; this “miniature”
memorial sculpture projects an associative
arrow from the past towards the post-meo-
dernist imagery.

How can we evade the series of asso-
ciations, prompted by the “"Sleeping Muse",
probably one of the best Duba's recent
sculptures? You should read the titles, they
are now the keys to meanings; instead of
the gallery cube, the titles now constitute
the poetical context of the present Duba's
sensibility.

If the sensibility revealed itself, in the
previous Duba’s work, through the catego-
ries of the pure modernist syntax (and this
despite the excentric sensuality of the
used materials and of the invented forms),
now the poetic production, interlaced with
dreams, instinctual drives and literary asso-
ciations, occupies the greater part of Duba's
sensibility.

The sensibility was then, in the first ten
years of her creativity, the representational
tlevel that coincided with the sensuality, the
intuitive procedures of selecting and infor-
ming the materials, in short, with a parti-
cular representativity and imagination which
— despite her incontestably intellectual and
controlled personality — led to a genuinely

infantile final surprise. Once finished, a
sculpture was always a surprizing experi-
ence, neither completely what the artist
planned nor precisely the thing that actu
ally appeared in front of her — it was an
object, a set of strange sensible data, ca-
pable of its own autonomous life. And it
is properly this effect of the final surprise,
the difference betwéen the conception and
the result, that is a lasting and unprece-
cdentedly engaging inspiration for Duba.

In the times of the rise of modernism,
lzidor Cankar, the great theorist and histo-
rian. enounced this maxim: "The form is the

mute caller that announces the hours of the
times.” Now Duba may say that it is the
sensibility that simultaneously announces
and submerges the distinction of forms. The
critics might well see in her present scul
ptures the works of the post-modern’sm, it
will be nevertheless her connotation of the
sensibility that will provide a justufied and
well-founded reply to such a pigeonholing
— and may in the very next moment quite
possibly undermine it.

Tomaz Brejc

Translated by Rastko Moénik

DUBA
SAMBOLEC

Samostalne izlozbe:

1976 — Ljubljana, Galerija Emonska vrata
— Ljubljana, izlozba u prostorijama
LEK-a
1978 — Beograd, Galerija Doma omladine

1979 — Zagreb, Galerija Studentskog centra

1981 — Ljubljana, Galerija Studentskog kul-
turnog centra

1982 — Zagreb, Galerija suvremene umjet-
nosti

1283 — Ljubljana, Galerija Studentskog kul-
turnog centra
Grupne izloibe:

izloiba ALU
izloiba ALU, iz-

1974 — Ljubljana, Mestna galerija,
1975 — Ljubljana, Mestna galerija,
lozba DSLU
— Beograd, Izloiba ALU
1976 — Ljubljana, Galerija Labirint,
— Ljubljana, Mestna galerija, izloZba dobitnika
studentskih Prefernovih nagrada

— Ljubljana, Mestna galerija, IzloZba ALU
— Ljubljana, izloiba DSLU
1977 — Sloven] Gradec, Umatnitki paviljon, X
ba likovnih radova slovenatkih umetnika
— Rijeka, Moderna galerija, 9. biennale miladih
— Gospié¢, Muze] Like, XII liéki likovni anale
— Liubljana., Mestna galerija, Likovnl trenutak
DSLU 77.
Ljubljana. Moderna galerija, Izloiba DSLU
Murska Sobota, 3. biennale male plastike

izloZ-

0

1978 Liubljana, Moderna galerija, Grupa Juni]
Zalec, Savinov salon, Keramika Liboje T78.
1979 I?_iauhijana_ Galerija Labirint, Keramika Liboje
— Vrhnika, Liboje T78.
— Ljubljana, Moderna galerija, Slovenska Illikov-
na umetnost 1945—1978.
1980 — Rogadka Slatina, IzloZbenl salon, Dobitnici

Predernove nagrade 1980.
— Ljubljana, Likovna galerila =Rihard Jakopi&s,
izlozba Mladih slovenaikih umetnika
Ljubljana, Celovec, Udine, izloiba INTART
Ljubljana, izlofba skulpture u slobodnom pro-
storu — ZFelezo
Beograd, Salon Muzeja savremena umetnosti,
Miadl slovenatki umetnici
Poreé, XX| Anale
Liubljana, Galeriia Tivoli
Liubliana, Galerija Labirint
Pantevo, lzloiba Jugoslovenske skulpture
Ljubljana. Moderna galerija, umetnici | njl-
hovi pratioci
Piran, Mestna galerija Mladj slovenalki umet-
nici — nove generaciie
1982 — Ljubliana, Mestna galerija
1983 — Ljubljana, Mestna galerija grupna Izloitba —

Fqurna
— Pangevo Izloiba Juaoslovenske skulptura
— Trst, TK Galeria, Drugl kriterijuml: Slovenija
(u organizaclji Equrne)

1981

0] 52 L 01 5.

|

Nagrade:
1974 — Studentska Pre3ernova nagrada na ALU u Ljub-
lani
1980 — Nagrada Prefernovog fonda za 1979, godinu,
Ljubljana
1981 — MNagrada na izloibi Jugoslovenske skulpture u
Pantevu
Simpozijumi | umetniéke kolonije:
1974 — Ljubljana, Forum — studentski wvajarski sim-
pozijum — kamen
1975 — Videm ob S&avnici — drvo
1978 — Sisak, wvajarski simpozijum u Zelezrari Sisak
— Felezro
— Celje — Liboje — simpozijum keramike
— Motovun, 6. likovni susret — serigrafija

1979 — saradnja sa fabrikom ELAN na realizaciji am-
bijentalne skulpture AMEBIJENT |
1979/80 — realizacija enterijernih | eksterijenih skulp-
tura u Titovim zavodima LITOSTROJ
1982 — Radenci. realizacija eksterijerne skulpture

Stipendije:

1978 — Stlpg.-ndija Fonda za unapredenje likovne umet-
nosti =Moda Pijade« — jednomeseéni boravak
u Parizu

1980 — Stipendija Ljubljanske zajednice kulture | Za-
jednice kulture SR Slovnile — jednomeseéni
boravak u Londonu

izloZena dela:

i. Ovo nije korak (This is not a step), 1982,
Ditumen, mesing, olovo, aluminijum, 40 x 17 ¥ 23 em
. Skulptura br. 5 (Sculpture No. 5), 1982.
bitumen olovo, 80 x 45 x 10 em
. Skulptura br. 6 (Sculpture No. B), 1982,

2
3

bitumen, mesing, 66 x 22 x 29 cm
4. Uvijeni san (Wraped Dream),
5

1982,
Iirli‘turnen. mesing, 27 x 17 cm
- Ikarov let, lkarov pad (lcarus’ Flight, lcarus'
Fall), 1983, g

bitumen, mesing, vosak, 80 x 43 x 66 cm
Usnula muza (Sleeping Muse), 1983,
bitumen, mesing, 96 x 102 x 55 cm
7. Skulptura (Sculpture), 1933,

bitumen. vosak 69 x 70 x 53 cm

8. Tvoja rana, moja smrt, (Your Wound, My Death).
1983.
bitumen, mesing, wvosak, BB x53x 39 cm

9. Deo mene (A Part of Me), 1983.

bitumen, vosak, T1 x 48 x 75 cm
10. — 31. crteii — skice za skulpture, 1982—1983.

i



- '
b g £ ™
g |'-""u"'
- ||'l 5
- i o el ¢
o
= -

Tvoja rana, moja smrt, 1983,
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Skulptura, 1983.



Duba / Dubravka / Sambolec

Rodena 1949. godine u Ljubljani. ZavrSila Akademiju li-
kovnih umetnosti u Ljubljani 1975. godine, u klasi pro-
fesora Draga Tr3ara. Postdiplomske studije na odelje-
nju za vajarstvo zavrsila 1978. godine, na istoj Akade-
miji, kod profesora Draga TrSara.

Adresa: (atelje) Veselova 13, 61000 Ljubljana

Telefon: (061) 226-912

Naslovna strana:
Usnula muza, 1983.
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