Drosmiga atbilde entropijai
Alise Tifentale, makslas kritike

lenakot izstadé, varétu pienemt, ka te nemaz nav makslas darbu - vismaz ne tada izpratné ka
skulptiru, gleznu vai citu cilvéka mérktiecigas makslinieciskas aktivitates produktu. Lauras
Feldbergas darbi lielakoties veidoti no ta, kas jau eksistéjis pirms darba radidanas ieceres, - tiek
izmantoti dabiski vai cilvéka roku darinati elementi (industrialas mucas, niedres, skaidas, stikls,
audumi u.c.), kuri no savas originalas vides ienesti higiéniski tiraja, civilizétaja makslas izstazu zales
telpa. Maksliniece praktizé minimalas iejauk3anas taktiku - no pasaulé jau pastavosa vina izvélas
priekdmetus un vielas, un, tos kombinéjot, parkartojot un kontekstualizéjot ar makslas darba
atrasanas vietu, tiek materializéta makslas darba ideja. Ta, pieméram, viens no vispoétiskakajiem un
visromantiskakajiem Lauras Feldbergas darbiem ,Nakts debesis” (2004) veidots no melnas mucas
sabértam stikla lauskam. lelukojoties noslépumainaja mucas dziluma, ieraugam preti mirdzo3as
debesu acis, zvaigznes. ,Bija doma, ka debesis var skatities uz augsu, bet isteniba debesis atrodas
ari zem kajam, zemeslodes otra pusé. Skatities dziluma ir tas pats, kas skatities uz augsu, - iriespéja
ieskatities bezgaliba. Stikli rada ari tadu mazliet sapigu sajutu - ar stiklu var radit prieksstatu, ka
kaut kas ir tik skaists, ka sak sapét,” 5i raksta autorei véstija maksliniece 2005. gada'. Savukart darba
,Sapnotaji” (2005) uz telpas gridas izbértas skaidas, kuras ievietoti visparastakie krésli, pie sienas
pieslietas niedres. Lidzigus darbus Laura veidojusi ari briva daba - pieméram, ,Saulaina pécpusdiena”
(2005) skaidas izbértas nedaudz mezoniga, mezam lidziga parka Helsinkos, ta aizkustinosi fikséjot
islaicigas saules rakstu pédas nedaudz ilgstosaka materiala, kas ari péc zinama laika sapludis ar
fonu, skaidam izmirkstot un atkal savienojoties ar dzivo dabu.

lespéjams, ta irista grezniba - 21. gs. maksliniecei atlauties savos makslas darbos bat tik idealistiskai
un sapnojosai. Sieviskigi maigu un romantisku niansi Lauras darbos ienes auduma izmantojums.
Balts apgérbs, ar baltu audumu parsegtas gultas, baltu audumu kolaza pie sienas (,lek3éja redze’,
2006), ar puscaurspidigu baltu plivuru parklats krésls un norobeZota telpas dala (,Sapnotaji’, 2005),
balts, makslinieces izéats audums briva daba starp kokiem (,Dvieli", 2007). Ipasi puscaurspidiga,
plivuram lidziga auduma klatbatne runa ari par zinamu noslépumainibu vai noslépuma trakumu,
vai ilgam péc noslépuma - ir redzams, ka aiz vai zem plivura neka nav, bet ta esamiba vésta par
neredzamas, iracionalas dzives iespéjamibu.

Darba ,Horizonti” (2005) Laura novietojusi stikla, mala un citu vielu lauskas uz vienkarSiem
plauktiniem, ta $kietami nevértigajam materialam pieskirot gan estétisku un pat dekorativu, gan
ari simbolisku nozimi. Sie darbi, kuros jau eksistéjosais materials vai priekSmets ir izraudzits un uz
laiku ievietots makslas izstazu zalé, lai pieskirtu miesu makslinieces idejai, liek domat par to, ka péc
savas misijas izpildisanas tas pats materials vai priek3mets tikpat viegli atgriezisies tur, no kurienes
nacis —,jo tu esi pisli, un pie pisliem tev atkal bus atgriezties” (1.Mozus 3:19). Sava zina makslinieces
darbi ilustré tik reti sastopamas ipasibas - pieticibu un pateicibu pret visu radito, jo nepielauj
vardarbigu iejauk3anos (ko paredz katra kreativitates izpausme, jo, lai raditu kaut ko, jaiznicina vai
jatransformé nepiecieSamas sastavdalas), ta vieta tikai uz laiku ,aiznemoties” jau eso3as lietas un
pieskirot tam jaunu lomu, funkciju un nozimi. Skaidu vai stikla lausku otra dzive makslas izstazu



zalé aicina domat ne tikai par brinumaino, rado$o makslinieka pieskarienu, kas atklaj jaunus
izpratnes plasumus un izjatu dimensijas acimredzamaja, necilaja un nevértigaja, bet daudz vairak
par materialas pasaules nolemtibu un bezspécibu universala entropijas likuma prieksa.

Vértibu un nozimi lietam un vielam pieskir cilvéks, pasas par sevi tas ir tikai mémas, pamazam
un neatgriezeniski sabriko3as atomu struktiras. Otra termodinamikas likuma definétais
entropijas process (visaptveross fizikas likums, vienkarsoti skaidrojot, saskana ar to spontans ir
tikai jebkurs sabrukuma process, sakarto$ana vai uzlabo3ana pieprasa ieguldit papildu energiju,
kura iegustama, tikai veicinot sabrukumu citviet) varétu bat viens no galvenajiem cilvéka
kosmisko skumju iemesliem, jo liecina par nebeidzamu piepali katra vissikaka uzdevuma veiksanai
spontani sabriiko3a, uz haosu tendéta gigantiska sistéma (,Sava vaiga sviedros tev bus maizi ést,
lidz kamér tu atkal atgriezisies pie zemes, jo no tas tu esi nemts’, 1.Mozus 3:19). Cilvékam atliek
vien atrast jégu, iemeslu bezcerigas cinas turpinasanai, un Laura to atrod ticiba. Ari par to ir Lauras
Feldbergas darbi - kaut ari cilvéks ir tikai puteklis, makslas darba vind uz mirkli var uzvarét
nepielidzamo fiziku un télaina valoda paust ilgas péc skaista, ilgsto3a un nesabruko3a. Acumirkliga
atklasme par parlaiciga skaistuma iespéjamibu neattiecas uz prata funkcijam, ta ir nojaudama,
izjutama vai uztverama dveéselé, un tas lietderigums nav mérams iegutas energijas daudzuma,
drizak emocionalas pieredzes nedefinétajas mérvienibas. Ko uzskatit par svarigaku? Varbat
Jiekiéjas redzes” izvélédanas par prioritati ir bégsana no nepielidzamas un nenoliedzami nezéligas
realitates, bet varbat gluzi otradi - vienigais cels dvéseles miera iegusanai un uzturésanai.

Racionalajam zinatnieka pratam nakas noskirt to skaistumu, ko sirds vai iek3éja redze” saskatijusi,
pieméram, ,Nakts debesis’, no parbaudamas, analizéjamas realitates un praktiska lietderiguma.
Viens no popularakajiem entropijas procesu popularzinatnisko skaidrojumu autoriem, britu
kimikis, kvantu mehanikas un kvantu kimijas pétnieks Piters Viljams Etkinss (Atkins, 1940) ir
sludinoss ateists un Ri¢arda Dokinsa ideju atbalstitajs. Skaidrojot otro termodinamikas likumu,
Etkinss raksta: ,Més esam haosa bérni, un jebkuru parmainu struktiras pamata ir sabrukums.
Sabrukums ir sakne it visam, tapat ka neapturamais haosa vilnis. Mérka nav, ir tikai virziens. Ta ir
drima patiesiba, kas mums japienem, dzili un bezkaisligi ieskatoties visuma sirdi. Tomér, kad meés
ieraugam skaistumu sev lidzas, kad ielukojamies prata dzilumos un piedalamies dazadu dzives
labumu baudi$ana, masu sirds zina, ka visums ir daudz bagataks. Bet tas ir sentimentali, un musu
pratam tas nav jazina. Zinatnei un tvaika dzinéjam piemit lielaks cildenums. Kopa tie atklaj vareno
ideju, ka viss sarezgitais ir vienkarss, un tas iedves bijibu” ? Pretéji zinatniekam, makslinieka prats
cildenumu saskata ari iracionalaja. Ka sava konceptualas makslas manifesta rakstijis ietekmigais
amerikanu makslinieks Sols Levits (LeWitt, 1928-2007), ,Konceptualie makslinieki ir vairak mistiki
neka racionalisti. Vini nonak pie secinajumiem, kas ir neaizsniedzami logikai. Racionali spriedumi
atkarto racionalus spriedumus. Iracionali spriedumi ved pie jaunas pieredzes.” Ari Lauras darbi
uzmanigu skatitaju ved pie jaunas pieredzes.

Lauras Feldbergas izmantotie formalie panémieni var raisit asociacijas ar amerikanu makslinieka
Roberta Smitsona (Smithson, 1938-1973) klasiskajiem darbiem, kuros galerijas vai muzeja telpa
ienesta un izbérta zeme, mals, krits, smiltis u.c. dabas materiali. 20. gs. 60. gadu beigas - 70. gadu
sakuma Smitsons radijis virkni $adu darbu, kuros dabas materialu papildina dazados rakursos
izvietoti spoguli, ta radot optisku iluziju par eventualu simetriju $kietami haotiskaja smildu vai
saberztu gliemezvaku kaudzé. Smitsons makslas vésturé iegajis ari ar saviem teorétiskajiem



rakstiem. Eseja ,Entropija un jaunie pieminekli” (1966) Smitsons raksta: ,Vairaki makslinieki ir
radijusi vizualu analogiju otrajam termodinamikas likumam, apliecinot, ka daudz vieglak ir energiju
zaudét, neka to iegut, un ka ultimativa nakotné viss visums sabruks un transformésies visaptverosa
vienadiba”* Roberts Smitsons $aja eseja apluko 20. gs. 60. gados aktualo amerikanu minimalismu
un ka piemérus min Donalda Dzada (Judd), Dena Fleivina (Flavin), Roberta Morisa (Morris) u.c.
darbus. Japiezimé, ka dazos Lauras Feldbergas darbos, ipadi tajos, kas veidoti briva daba, var
saskatit dazas formalas ietekmes no $o minimalistu izmantotajiem panémieniem. Smitsons turpi-
na: ,Zinasanas par mehanisko un elektrisko tehnologiju galéjo kolapsu motivé 3os maksliniekus
bavét savus monumentalos piemineklus entropijai. Ka noradijis Levits: ,Es neesmu ieintereséts
idealizét tehnologijas.” Levitam labak patiktu vards ,sub-monumentals’, it ipasi, ja atceramies vina
piedavajumu Cellini * rotaslietu ieslépt cementa bluki. Vinu aizravusi gandriz alkimiska fascinacija
ar vielas inertajam ipasibam, bet Levits izvélas parverst zeltu cementa ® Laura Feldberga savos
darbos gan iet pretéjo celu un nevértigas stikla lauskas vai mala drupacas ar sev zinamajiem
panémieniem parveérs alegorija par zemi un debesim, par ticibu, ceribu un milestibu.
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A Brave Answer to Entropy
Alise Tifentale, Art Critic

When entering the exhibition one could assume that there are no works of art in here, at least
not in the understanding of sculptures, paintings or other products of human purposeful artistic
activity. Laura Feldberga's works are mostly made from something, which has existed prior to the
conception of work creation. The artist uses natural elements or elements made with human hands
(industrial barrels, reeds, shingles, glass, textiles, etc.), which have been displaced from their original
environment and brought to the sanitary clean and civilised space of the art exhibition hall. The
artist applies a tactic of minimum interference. She chooses objects and substances already
existing in the world and by combining, rearranging and contextualising them with the location of
the artwork she materialises the idea of this work. Thus, for instance, one of the most poetic and the
most romantic of Laura Feldberga’s works “Night Sky” (2004) is made from glass cullets, which have
been heaped in black barrels. When taking a look in the mysterious depth of a barrel we see the
glittering eyes of the sky. We see stars. “| had a thought that we can watch the sky above us, while,
in fact, the sky also lies under our feet on the other side of the Earth. It is the same either to look
into depth or above, for both give a chance to look into eternity. Glass also creates a little painful
feeling. With glass one can create an image that something is so beautiful that it hurts’, the artist
expressed her idea to the author of this article in 2005 '. In the work “Daydreamers” (2005) shingles
are scattered of the floor of the room and the most usual chairs are placed in them, reeds are leant
against the wall. Laura has also created a similar work outdoors, for instance, “Sunny Afternoon”
(2005) where shingles are strewn in a somewhat wild, forest-like park in Helsinki, thus touchingly
fixing the passing trails of the sun patterns in a little bit more lasting material, which will also blend
with the background after a certain period of time when the shingles become wet and meet wildlife
again.

Possibly for an artist of the 21st century it is pure luxury to afford to be so idealistic and
dreamful. The use of textiles introduces a womanly gentle and romantic nuance to Laura’s works.
White clothes, a bed covered with white material, a collage of white fabrics on the wall (“Inner
Vision”, 2006), a chair covered with a white half-see-trough veil and a marked-off part of the room
(“Daydreamers’, 2005), the artist’s embroided white material in the open air among trees (“Towels’,
2007). It is the presence of the half diaphanous veil, which especially speaks about certain mystery
or the luck of mystery, or a desire for an enigma. We can see that there is nothing beyond or under
the veil; however, its presence implies a possibility of the invisible, irrational life.

In her work “Horizons” (2005) Laura has placed pieces of glass, clay and other materials on
plain shelves, thus attributing an aesthetic, even decorative and symbolic meaning to these
seemingly worthless materials. The works, where the artist has selected the already existing
materials or objects and has temporarily placed them in the art exhibition hall to embody her idea,



make us think that after they perform their mission these materials or objects will easily return
from where they have been taken - “dust thou art and to dust thou shalt return” (1. Moses 3:19).
In some respect the artist's works illustrate qualities, which we meet so rarely: it is modesty and
appreciation of everything created. These works do not tolerate violent interference (as every
creative manifestation does, for in order to create something one should destroy or transform
the required elements), instead they “borrow” the already existing things and assign them a new
part, function and meaning. The second life of shingles or glass cullets in the art exhibition hall
invites us to think not only about the artist’s splendid creative touch, which reveals new breadth of
understanding and dimensions of feelings in the obvious, plain-looking and worthless, but even more
about the fatality of the material world and its helplessness in front of the universal law of entropy.

It is a person who applies worth and meaning to things and substances, they as such are only
speechless, slowly and irreversible disintegrating structures of atoms. One of the main reasons
of the cosmic human sadness could be the process of entropy, which has been defined by the
second law of thermodynamics (a universal physics law, which, in simple terms, states that only
a disintegration process is spontaneous according this law, adjustment or improvement requires
the investment of additional energy, which can only be obtained by stimulating deterioration
elsewhere),sinceittestifiestoanever-endingeffortfortheperformanceofevery,eventhetiniesttaskina
spontaneously disintegrating gigantic system with a tendency to chaos (“In the sweat of thy face
shalt thou eat bread, till thou return unto the ground; for out of it wast thou taken’, 1 Moses 3:19).
The only thing that remains is to find a sense, a reason to continue this hopeless struggle. Laura
finds it in faith and her works are its manifestation. Although a person is only a speck of dust, for
a moment he/she can win a victory over implacable physics in a work of art and express his/her
longing for beauty, permanency and survival in a poetic language. A flashy revelation on
a possibility of permanent beauty does not relate to functions of mind, it is scented, felt or
perceived deep in one’s soul, its usefulness cannot be measured in the amount of the gained
energy, it is rather measured by the undefined units of measurement of the emotional
experience.What is more important? Maybe it is an escape from the implacable and undeniably cruel
reality when choosing the “inner vision” as a priority, but maybe, on the contrary, it is the only way
to achieve and maintain peace of mind.

The rational scientist’s mind has to separate the beauty, which the heart or the “inner vision”
has seen, for instance, in “Night Sky", from the testable and analysable reality and the practical
usefulness. One of the most celebrated authors of popular-science explanations of entropy
processes, the British chemist, the researcher of quantum mechanics and quantum chemistry
Peter William Atkins (1940) is a well-known atheist and a supporter of Richard Dawkins. When
explainingthesecondlawofthermodynamics Atkinswrites:"Wearethechildrenofchaos,andthedeep
structure of change is decay. At the root, there is only corruption, and the unstemmable tide of
chaos. Gone is purpose; all that is left is direction. This is the bleakness we have to accept as we
peer deeply and dispassionately into the heart of the Universe. Yet, when we look around and
see beauty, when we look within and experience consciousness, and when we participate in the



delights of life, we know in our hearts that the Universe is richer by far. But that is sentiment, and
is not what we should know in our minds. Science and the steam engine have a greater nobility.
Together they reveal the awesome grandeur of the simplicity of complexity.” Contrary to a scientist,
the mind of an artist also sees this nobility in the irrational. As an American conceptual art master
Sol LeWitt (1928-2007) wrote in his conceptual art manifest “Conceptual artists are mystics rather
than rationalists. They leap to conclusions that logic cannot reach. Rational judgements repeat
rational judgements. Irrational judgements lead to new experience” Laura’s works also lead
an attentive viewer to new experience.

The formal methods, which Laura Feldberga uses, can create associations with classical works of
the American artist Robert Smithson (1938-1973), where soil, clay, chalk, sand and other nature
materials are brought and bulked into the space of a gallery or a museum. At the end of the 60’
and the beginning of the 70’ Smithson created a whole range of such works, where mirrors
being placed in various angles supplemented nature material, thus creating an optical illusion about
eventual symmetry in a seemingly chaotic heap of sand or ground shells. Smithson has also entered
the history of art with his theoretical writing. In his essay “Entropy and the New Monuments” (1966)
Smithson writes: “In a rather round-about way, many of the artists have provided a visible analog for
the Second Law of Thermodynamics, which extrapolates the range of entropy by telling us energy
is more easily lost than obtained, and that in the ultimate future the whole universe will burn out
and be transformed into an all-encompassing sameness. In his essay Robert Smithson deals with
American minimalism, which was topical in the 60's. He mentions works of Donald Judd, Dan Flavin,
Robert Morris and other typical artists. One can trace some formal influences from the methods
used by these minimalists in a few Laura Feldberga’s works, especially in those, which have been
created outdoors. Smithson continues: “The awareness of the ultimate collapse of both mechani-
cal and electrical technology has motivated these artists to build their monuments to or against
entropy. As LeWitt points out, “l am not interested in idealizing technology.” LeWitt might prefer the
world “sub-monumental,” especially if we consider his proposal to put a piece of Cellini’s® jewellery
into a block of cement. An almost alchemic fascination with inert properties is his concern here, but
LeWitt prefers to turn gold into cement.”® Laura Feldberga does the other way round in her works.
With her own established methods she transforms the worthless glass cullets or clay bits into an
allegory about the earth and the sky, about faith, hope and love.
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