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Runajosas delnas, sapliistosi teksti, ar roku rakstiti vardi, kas skrien
cits citam preti un pari, kliedzosi burti: Florences makslinieces Ketijas
La Rokas (Ketty La Rocca) darbi iespaido ar dzilu laikmetigas kultiiras
analizi - ar analizi, kas atspogulo to, cik nedrosi ir biit sievietei un ma-
tei (makslas) pasaulg, kur valda pretéjais dzimums. Dzimusi 1938. ga-
da Spécija, maksliniece 18 gadu vecuma parcelas uz Florenci, kur,
iesaistijusies gruppo 70%, kas nodarbojas ar vizualo dzeju, vina rada
pirmas kolazas. lespaidigi ironiskas frazes ar erotiskiem zemtekstiem
ir sastatitas ar attéliem, pieméram, darba “Top secret: atra unifikacija”
(Top secret: unificazione rapida, 1965) ir redzama sieviete ar jutekliskam
lipam, kura miis uzliko caur melniem rezgiem. Sieviete giistekne, kas ir
ari slepena pavedinataja, vai, pareizak, sievieSu dzimums, kas aizstavas
ar saviem ierociem, lai ari ir ieslodzits aiz sabiedribas uzspiestajam
restém. Savukart citas fotomontazas apliecina patieSam parsteidzosu
bridinosu spéku: “Apdraud misu dzivibu” vai ari “Negribu sanemt
rékinu par dzivi. Man loti Zél, nekadas paskritikas”; no Zurnaliem
izgrieztos uzrakstus ieskauj aizvértas mutes - to ir vesela jiira, un tas
lidinas ap aizdegtu sveci, visierastako vanitas simbolu, nezéligi aiz-
ritosa laika zimi. Sakniebtas lipas (kluséjosais vairakums) skiet bez
iebildumiem pacieSam tam atvéléto likteni. Un, patieSam, gadu vélak
jauna mate uzzina, ka vinai ir audzéjs, kas vinai atvélés veél tikai vienu
desmitgadi intensiva un drudzaina darba.

Jaunas sievietes darbos ir manams dzi]$ patiesums, ar kadu vina
stajas preti dzivei un pasas smagajiem, sarezgitajiem apstakliem, allaz
blidama gatava intensivai un nepastarpinatai konfrontacijai ar visu
apkarteéjo, liekot lieta kritisko garu un trapigas pardomas. La Rokai
izdodas pieskarties delikatam témam, ne reizi nelaujoties domas vien-
karSosanas vai ideologiskas primitivizacijas kardindjumam. Taisnakie
un vienkarsakie celi vinai ir svesi. Vinas darbosanas ved pa nestabilu
liniju, kas salidzinama ar ekvilibristes auklu, pa kuru vina virzas uz
prieksu soli pa solim, ik mirkli riskédama izjaukt So nenoturigo un
bistamo situaciju. Kad Ketija La Roka runa pati par sevi, vina runa par
mums visiem (visam). Sajos darbos notiek tas, kas raksturigs izcilai
literatiirai: lai ar par atspériena punktu nemta individuala pieredze, re-
zultats iegiist universalu vértibu un klist daudz ietekmigaks. Izejot no
individa, stasts spéj pieskarties principiem, kas svarigi mums visiem —
ka cilvekiem, ka cilvécei.

“Es” ka misu uztveres sakotnéjais (skat-)punkts un ka vieta, kur
notiek miisu pirma saskarsme ar arpasauli, materializéjas virkné skulp-
taru (60. gadu beigas), kuras dazi burti priekSmetiskojas telpa: tris-
dimensionali, no melna PVC darinati “I” un “J” nozimeé anglu [ un francu
Je. Ar taustes starpniecibu ego tadéjadi k]ast taustams un iemanto
parsteidzosu fizisku klatesamibu. No tada “Es” apzinas, kas sajtat un
parnem telpu, lai padaritu to par savéjo, ar gritibam tiek méginats
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Talking hands, flowing texts, rushing calligraphies, screaming letters:
the works of Florentine artist Ketty La Rocca offer a profound analy-
sis of contemporary culture - an analysis reflecting the precarious ex-
istence of a woman and a mother in the (art) world, where the opposite
sex prevails. Born in La Spezia in 1938, the artist moved to Florence at
the age of 18, and created her first collages when she joined gruppo 70,
which was engaged in visual poetry. Associated with the images are
impressively ironic phrases with striking erotic subtexts, as in the case
of Top secret: unificazione rapida (1965), which shows a woman with
sensual lips watching us from behind a black lattice. A woman prisoner, at
the same time a secret seductress. Or more precisely, the female gender,
defending itself with the weapons it has, even when imprisoned behind
the bars imposed by society. Other photomontages attest to a truly sur-
prising force of warning: Life-Threatening or I don’t want to get a bill
for my life. Very sorry, but no self-criticism?; titles cut from magazines
are surrounded by closed mouths: a whole sea of them, flying around
a burning candle, that most usual symbol of vanitas, the sign of time
flowing without mercy. The lips pressed together (the silent majority)
seem to bear their allotted fate without objection. And indeed, one year
later the young mother learns that she has a tumour, leaving her only a
decade of intensive, frenetic work.

The young woman’s works show the deep authenticity with which
she faces life and her own grim, difficult situation, always being pre-
pared for intensive and direct confrontation with all that surrounds
her, applying a critical spirit and penetrating thought. La Rocca suc-
ceeds in tackling delicate subjects, never once succumbing to the temp-
tation of simplifying her ideas or engaging in ideological primitivisa-
tion. She never takes shortcuts. Her activities move her along a precar-
ious line, comparable with the tightrope walker’s rope, along which she
proceeds step by step, risking at every moment that she may disrupt
this transient, dangerous situation. When Ketty La Rocca talks about
herself, she is talking about us all (that is, women). These works act in
a way that is characteristic of outstanding literature: even though in-
dividual experience is taken as the starting point, the result obtains
universal value and becomes so much more powerful. Beginning with
the individual, the story is able to touch on principles important to us
all - as human beings and as humanity.

The “I” as the initial point (of view) of our perception and the lo-
cus of our first interaction with the outside world, is materialised in a
series of sculptures (from the late 1960s), in which certain letters are
objectified in space: the three-dimensional “I” and “]”, made from black
PVC, have the meaning of the English “I” and the French Je. Through the
sense of touch, ego thus becomes tangible and gains a surprising phys-
ical presence. Proceeding from the consciousness of such an “I”, which

Ketija La Roka.You you. Fotografija, jaukta tehnika /
Ketty La Rocca. You you. Mixed techniques on photograph
60x50 cm. 1975

(67-69) Publicitates foto / Publicity photo

Pateiciba / Courtesy of Galleria Milano



Ketija La Roka. Nevélos sanemt rékinu par dzivi. Kolaza /
Ketty La Rocca. Non voglio - Il conto della vita

(I don’t want to get a bill for my life). Collage on paper
70x50 cm. 1963

Pateiciba / Courtesy of Galleria Milano

izveidot kontaktu ar kadu citu, kam bis atvélétas atspulga funkcijas:
“tu” - atkartoti - apstiprina “Es” esamibu. Tikai tad, kad bérns iema-
cas atzit, ka tas, ko vins$ redz spoguli, ir nevis cits bérns, bet gan pasa
kermena atspidums, vins sak apzinaties savu “Es” un var sakt veidot
savu identitati, kas ir atskiriga no vecaku identitates. Lakans ka “spo-
gula stadiju” norada aptuveni seSu lidz astonpadsmit ménesu vecumu,
un 81 faze sakrit ar pirmo biklo attalinasanos no simbiozes ar mati.

Kontakta iedibinasana ar pasauli un attiecigi ar citu, kas atSkirigs no
pasa, par izejpunktu izmantojot savu esamibu, Ketijas La Rokas darbos
allaz izpauZas aizvien jaunas formas un drudZainos, trauksmainos
mekl€jumos. Maksliniece izstazu telpas ir eksperimenté&jusi ar spo-
gulefektu, radot mainigas atspidumu rotalas starp atstarojoSajam
virsmam un publiku, kas mijiedarbojas ar makslasdarbu. Spoguli ta-
dejadi “klust par ietvaru” visam, kas atrodas tiem preti - videi un ap-
meklétajiem -, un, izmantojot So kara viltibu, maksliniece panak, ka
skatitaji kliist par makslasdarba dalu. Gluzi ka gigantiska ready-made -
reala pasaule, izradas, nonakusi nemitiga dialoga ar makslas pasauli,
un lidz ar to $ai saruna ta iemanto maksliniecisku statusu.

Cita téls paradas ne tikai ka skatitajs, kas atspid spogulos, kurus
maksliniece izvietojusi telpa, laika gaita tas arvien uzstajigak par-
nem vinas darbus. Personalizstadée, kas paslaik notiek Karlas Pelle-
grini (Carla Pellegrini) Galleria Milano - viena no pédéjam atlikusajam
maksliniecisko mekléjumu vietdm Milana -, més redzam virkni darbu,
kuros ir uztverams spriegums starp akiitu “Es” un kadu nesasnie-
dzamu vis-a-vis. 70. gadu sakuma veidotaja poliptihu sérija “Reduk-
cijas” (Riduzioni) vards you uzstajiga apmatiba tiek atkartots, lai
iezimétu aprises, kas nokopétas no makslasdarbu un ievérojamu
vietu fotografijam. Vards “tu” ir rakstits vél un vélreiz, bez apstajas,
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senses and appropriates space in order to make it one’s own, the dif-
ficult attempt is made to establish contact with another, which will be
allotted the function of a reflection: “you” repeatedly affirms the ex-
istence of “I”. Only when a child learns to recognise that the image in
the mirror is not another child, but only the reflection of its own body,
it starts to become aware of its own “I” and can develop an identity of
its own, separate from that of its parents. Lacan considers the “mirror
stage” as lasting approximately from the age of six to 18 months, this
phase coinciding with the first timid retreat from symbiosis with the
mother.

The establishment of contact with the world, and thus with someone
different from oneself, one’s own existence being the starting point,
is expressed in the work of Ketty La Rocca through ever-new forms
and feverish, impetuous searchings. The artist has experimented with
mirror effects at exhibition venues, creating a play of changing reflec-
tions between the reflective surfaces and the audience, which thus in-
teracts with the work of art. The mirrors hence “become a frame” for
everything located in front of them, namely the setting and the visitors.
By this ruse of war, the artist turns the viewers into a part of the work of
art. Just as in a gigantic ready-made - the real world, it turns out, en-
gages in a continuous dialogue with the world of art, and accordingly
obtains the status of art within this conversation.

The figure of the “other” appears not only as an onlooker reflect-
ed in the mirrors that the artist has arranged in space. With time, it
takes over the artist’s works ever more insistently. In a solo exhibition
currently being shown at the Carla Pellegrini Galleria Milano - one of
the last remaining venues in Milan for artistic experimentation - we
see a string of works revealing a tension between an acute “I” and some
unreachable vis-a-vis. In the Riduzioni series of polyptychs created
in the early 70s the word “you” is repeated with obsessive insistence,
marking the outlines of works of art and photographs of famous places.
The word “you” is written over and over again, unremittingly, as if pas-
sionate appeals had to be made to the “other”, since it is always evasive
and lies elsewhere, and, were it quite fortuitously to be close by, there
would always be the danger of it disappearing again at any moment.
Such continually repeated invocations, with no possible answer, reveal
a state of confusion and irrevocable estrangement, explained very well
by the artist herself: “You, you seeks to cause the mental mechanism
to jam, and to reveal clearly and immediately the asymptote of alien-
ation.”*Having become a prisoner in this desperate, unstoppable cir-
cular motion, without mercy or respite, the artist sees hysteria as the
only solution: “I've no alternative, I take refuge in my hysteria.”

Otherness reappears more comprehensively and with an ironic
element in the 1975 work You You, where we see the artist’s open palm,
in which the life line and fate line are drawn by means of the eternal,
monotonous singsong “you you”, repeated endlessly in fine handwriting.
The “other” as different from the self, and the opportunity of meet-
ing “you” is now dependent only on fate, which is entirely beyond our
control and may perhaps only be revealed in the lines of the palm
to those capable of reading such messages. You You can thus be re-
garded as “paradoxical”, since it invokes something that is non-exis-
tent, as “illegitimate”, because it cannot be approached, as “pathetic”,
since it is a desire never to be fulfilled, and as “idiotic”, since it con-
tinually deludes itself with illusions of the opposite, “but breaks free
in the end...”> However, at this point the artist does not clarify when,
how and in what form the question of otherness should be resolved.
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dichiarazione di artista (' — = dichiarazione di arfish

Ketija La Roka. Makslinieka deklaracija. Fotoreprodukcija, papirs, tinte /
Ketty La Rocca. Dichiarazione d’artista (Artist’s Declaration). Photographic reproduction, ink on paper
19.5x20 cm. 1971

Ketija La Roka. Anri Lartigs. Fotografija, papirs, tusa /
Ketty La Rocca. Henri Lartigue. Photo, Indian ink drawings on paper
35.7x51 cm. 1974

Ketija La Roka. Tultzs-Lotreks. Fotoreprodukcija, papirs, tinte /
Ketty La Rocca. Toulouse-Lautrec. Photographic reproduction, ink on paper
30x40 cm. 1971

Pateiciba / Courtesy of Galleria Milano
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it ka So “citu” vajadzétu dedzigi lugties, jo tas allaZ ir izvairigs un citur-
esoSs, un, ja pilnigas nejausibas dé] tas tomér atrastos tuvuma, vien-
mér pastavétu briesmas, ka tas kuru katru bridi atkal pagaisis. Sada
nemitigi atkartota piesauk$ana, kam nemaz nav iespé&jams atrisina-
jums, atklaj apjukuma un neglabjamas attalinasanas stavokli, ka labi
izskaidro pati maksliniece: “You, you cen$as panakt, lai iestrégst prata
mehanisms, un tilin skaidri paradit atsvesinasanas asimptotu.”? Klu-
vusi par giistekni $aja izmisigaja, neapturamaja rinkveida kustiba, kas
nepazist ne Zelastibu, ne atpitu, maksliniece, Skiet, ka vienigo izeju atrod
histériju: “Man nav alternativu, es paglabjos tiesi sava histérija.”® Citadi-
ba izvérstak un ar ironisku pieskanu atkal paradas 1975. gada tapu-
$aja darba You you, taja redzam atvértu makslinieces plaukstu, kura
dzivibas un liktena linijas ir ievilktas ar smalka rokraksta rakstitu,
nemitigi atkartotu miizigo, vienmulo dziesmu you you. No sevis pasa
atSkirigais cits, pati iespéja satikt “tu” tagad ir atkariga tikai no likte-
na, kas itin nemaz nav paklauts miisu kontrolei un varbiit vienigi at-
klajas delnu linijas tiem, kas spéj Sadas véstis izlasit. You you tadéjadi
ir uzskatams par “paradoksalu”, jo tas piesauc kaut ko neeksistéjosu,
par “nelikumigu”, jo tam nav iespéjams tuvoties, par “patétisku”, jo tas
ir nekad neapmierinata vélme, par “idiotisku”, jo tas nemitigi maldina
seviar iltizijam par pretéjo, “taCu beigas atbrivojas...”.* Tomeér $aja brid1
maksliniece neatbild, kad, ka un kada forma citadibas jautdjumam biitu
jaatrisinas. Varbit You you ir uzliikojams par sakotnéjo darbibu vai, vél
precizak, par valodas ka tadas aizmetni: galu gala ikviena sazinas akta
motivacija ir iedibinat kontaktu ar kadu citu un parmit domas, idejas,
pieredzi vai stastus. Pirmais solis péc “Es” ir “tu”. Pirmé&jam I seko You.
Tacu at8kiriba no “Es”, par kuru varam biit puslidz parliecinati, ka tas
mums patieSam pieder (vismaz daléji), “tu” no mums nemitigi bég un
nekad nedodas notverams. Més to nekontrol€jam, un nav nekadas ce-
ribas, ka reiz varésim to nosaukt par “savu”. Tas ir célonis dzilajam
izmisumam, kas izpauZas apséstibai lidzigaja un nebeidzamaja aici-
najuma you you you you..., ko més sastopam vairakos vélako gadu darbos
un kas vienlaikus atgadina skola ierastus uzdevumus. Repetita juvant:
jau senajiem romiesiem bija skaidrs, cik liela nozime atkartoSanai un
nemitigiem vingrindjumiem ir izzinas un macibu procesa. Florences
maksliniece bija ne tikai mamma, bet atradas arl nemitiga kontakta
ar izglitibas un bérnibas pasauli, jo stradaja par sdkumskolas skolotaju.
Més varam tikai iztéloties, cik lield méra $is izvéles iespaidoja Ketijas La
Rokas attalinaSanos no makslas pasaules: saskana ar Lisijas Lipardas
(Lucy Lippard), ASV makslas kritikes un feministes, rakstito, La Roka
bija “nespéjiga ar savu makslu ielauzties viriskaja pasaulé”®.

Viens no La Rokas pétijumu laukiem bija eksperimenti ar kermena
dalam, jo seviski ar delnam, kas uzliikojamas ka varda you savveida
fizisks pagarindjums. Tas (ja neskaitam seju) ir ne tikai cilvéka kermena
viskomunikativaka dala, kas spéj paust pardzivojumus un jitas vai
mis aizsargat, - delnas vienlaikus ir ari vareni riki, kuri spéj “darit”,
vienmér atrodas kermena “avangarda”, gatavas straujai kustibai, lai
iedibinatu pirmo kontaktu. Tad€jadi delnas kliist par absoliitam galve-
najam varoném viena no pirmajiem videodarbiem laikmetigas makslas
vésturé - “Pielikums kadam lagumam” (Appendice per una supplica).
Ka divaini dzivnieki tas gaisi pelékas izcelas uz melna fona un izpilda
visai eksperimentalas kustibas, it ka vienai rokai vajadzétu izzinat
visu otras rokas topografiju, izpétot to ar raditajpirksta galu, izstaigajot
to augSup un lejup, uz prieksu un atpakal.

Ka jau redzéjam, Ketijas La Rokas pétijumi neapstajas pie satura -
vienalga, sociala, politiska vai personiska -, bet gan pievérsas plasakiem
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Perhaps You You should be regarded as an initial action, or, even more
precisely, as the germinal of language as such. In the end, the motiva-
tion behind every act of communication is to establish contact with
another and to exchange thoughts, ideas, experience or stories. The
first step after “I” is “you”. The original “I” is followed by “you”. But in
contrast to “I”, about which we may be more or less convinced that it
really does belong to us (at least partly), “you” is always running away
from us, never to be caught. We can’t control it, and there’s no hope
that we'll ever be able to call it “our own”. This is the cause of the deep
desperation expressed in the endless exhortation “you you you you...", re-
sembling an obsession, that we find in several works from later years
and which are at the same time reminiscent of school exercises. Repe-
tita juvant: it was clear already to the Ancient Romans how important
repetition and relentless exercise is in the process of learning and
mastering knowledge. The Florentine artist was not only a mother, but
was also in constant contact with the world of education and childhood
through her work as an infant school teacher. We can only imagine to
what degree these choices influenced Ketty’s estrangement from the
art world: according to US art critic and feminist Lucy Lippard, La Roc-
cawas “unable to break into the male world with her art”®.

One of the fields of Ketty’s studies was experimentation with parts
of the body, hands in particular, which can be seen as a kind of physical
extension of the word “you”. They are (apart from the face) not only the
most communicative part of the human body, capable of expressing emo-
tion and feeling, and of protecting us; the hands are also powerful tools,
capable of “doing”, always in the vanguard of the body, ready for a quick
movement to establish the first contact. Accordingly, the hands become
the absolute main protagonists in one of the first videos in the history of
contemporary art: Appendice per una supplica (‘Appen-dix to an Appeal’).
Like strange animals, they stand out in grey against a black background
and perform fairly experimental movements, as if one hand needed to
investigate the whole topography of the other, following it with the tip
of the index finger, walking up and down it, back and forth.

As we have already seen, the studies undertaken by Ketty La Rocca
are not limited to content - be it social, political or personal, - but take a
broader look at the condition of our culture: she is interested in the in-
struments and structures of communication, in language and metalan-
guage. Through her Riduzioni the artist examines the status of images
and the functions of language: “Truly, I'm not telling it, I'm just retracing
it.”” In these polyptychs we initially see a photo reproduction of a fa-
mous work of art, followed by several sheets on which the artist re-
creates the shape of this image: first calligraphically, writing a nonsen-
sical text in very fine handwriting, or the relentless “you you”, already
familiar to us. On the next sheets, the calligraphically formed shapes
are gradually replaced by black lines, and these, too, progressively dis-
appear, being transformed into increasingly minimal strokes, which in
the end just barely mark out the original form.

In this way the Florentine artist seeks to “reduce language to a
simple bit of information”?, which means thatlanguage becomes a prin-
ciple, or, more precisely, that it retreats and becomes a pure instru-
ment, giving a hint about information as such, but ceasing to convey
the precise meaning of specific content. Ketty expresses the conceptin
simple, but impressive words: “Language does not exist, everything is
metalanguage.” Thus, rather than naming an object, language is re-
duced to a sign and dissolves into a gesture, which explores the relief
of a form, just like the hands of a blind person. Finally the image disap-

misu kultiiras apstakliem: vinu saista sazinas instrumenti un struk-
tiiras, valoda un metavaloda. Savas “Redukcijas” maksliniece péta
attélu statusu un valodas funkcijas: “PatieSam, es nestastu, es tikai iz-
staigaju atkal.”® Sajos poliptihos més sikuma redzam kada slavena
makslasdarba fotoreprodukciju, kam seko vairakas lapas, kuras mak-
sliniece no jauna atveido ta pasa téla aprises - vispirms kaligrafiski,
siksika rokraksta rakstot bezjédzigu tekstu vai uzmacigo un mums
jau pazistamo you you. Savukart nakamajas lapas kaligrafiski veidotas
aprises pakapeniski aizstaj melnas linijas, un ari tas pamazam izsikst,
partopot aizvien minimalakos vilcienos, kas beigas tik tikko iezimé
sakotnéjo formu. Florences maksliniece tadéjadi censas “reducét valodu
par vienkarsu informacijas bitu”’?, un tas nozimég, ka valoda kliist par
principu vai, pareizak, atkapjas un klist par tiru instrumentu, kas dod
majienu par informaciju ka tadu, tacu ir parstajis biit noteikta satura
precizas nozimes neséjs. La Roka So koncepciju izsaka vienkarsiem, bet
iespaidigiem vardiem: “Valoda neeksistg, viss ir metavaloda.”® Valoda
tadejadi nevis nosauc priekSmetu varda, bet reducéjas par zimi un
izSkist Zesta, kas izstaiga formas aprises lidzigi ka akla rokas. Vis-
beidzot attéls pagaist neesamib3, tas sairst un klist nesalasams. No
jégas atbrivotais rokraksts norada valodas ka tadas pastavésanas ie-
Spéju un ienem poziciju paraléli fotografiskajam attélam, kas savukart
portreté Sedevrus, kuri ir piederigi pie oficialas kultiiras un jau plas-
sazinas lidzeklu tik loti nolietoti, ka riské parvérsties par stereotipiem,
ka3, pieméram, Davids, Pietd, engelis uz kolonnas, divi zéni, palaidna
puika un, visbeidzot, Ursa Liti (Urs Liithi).

Rakstiba no komunikacijas instrumenta reducéjas par kaligrafiju,
kas izrada sevi caur pilniba formala Zesta minimalo estétiku. Ketija
La Roka neizmanto rakstibu, lai izpaustu vardu precizo nozimi un Jau-
tu saprast teksta kop€jo jégu, vina rakstibu lieto ka Zestu, kas atsau-
cas uz misu kultiira jau ieprieks pastavosam formam. Tadéjadi her-
meneitiskais process parvietojas vismaz par vienu planu: no satura, kas
savazots ar valodu, uz metavalodas struktiiru un - ta ka tas attiecas uz
attéliem - no noteikta makslasdarba uztveres uz pasu darba ideju, kura
parstav miisu vizualo tradiciju ka tadu. La Roka pati visai plasi izvérs So
priek3statu: “Es vélreiz piedavaju artikulétas valodas iznicinaSanu, kas
tagad manos pédeéjos darbos ir ietverta sava metavalodas dimensija un
nomaskeéta ar miiziga reducétaja funkcijam.”

Ir kads teksts, kas redzams ari Milanas izstadeé: “Redukcijas” tas
paradas gandriz visos darbos ka rokraksts, kas iezimé fotografiju ap-
rises un uzskatami uzsver So valodas iztukSosSanos: “Sakot no briza,
kura jebkura norise par priek$noteikumu no praktiska redzesviedokla
izvirza konkréta rakstura prasibu, kas biitu pienemama no neobjek-
tiviem spriedumiem briva skatijuma ietvaros, tik plasa lauka, ka tas
nenoveérsami sastopas ar apgalvojumu, kurs nav gluzi attiecinams uz..” -
un ta talak. Skiet, ka $ie vardi kaut ko nozimé: iztalém tie patie$am atga-
dina kadu no tiem intelektualajiem saceréjumiem, ko més visi loti labi
pazistam. Tie ir teksti, kas pirmaja tuvinasanas méginajuma mds sa-
triec, jo ir absolliti nesaprotami, un tiesi tapéc tie miis samulsina: ka
gan lai més atzitu, ka tos nesaprotam? Tacu patiesiba ir tada, ka teksts
“Sakot no briza, kura...” patieSam itin neko nenozimée, un maksliniece
to ir uzvedusi uz skatuves dazados veidolos un dazados darbos, it ka S1
teksta nepagurstos$s atkartojums pats par sevi pieraditu, ka tam laupita
jebkada jéga.

Lidztekus valodas funkciju analizei Ketija La Roka péta makslas
véstures stavokli - to vina apliko ka monumentu, kas tiek izmantots
par misu kultiiras pjedestalu. Plagsazinas lidzekli tik sparigi izplata

pears altogether, it crumbles and becomes illegible. The handwriting
liberated from meaning points to the possibility of the existence of lan-
guage as such, and adopts a position parallel to the photographic image,
which in its turn portraits masterpieces that form part of official cul-
ture and have been so overworked by the mass media that they risk be-
coming stereotypes, such as David, Pieta, the angel on the column, The
Kid and finally a work by Urs Liithi.

Writing has been reduced from an instrument of communication
to calligraphy, presented through the minimal aesthetics of a purely
formal gesture. Ketty La Rocca does not make use of writing to express
the precise meaning of words and allow us to comprehend the overall
meaning of a text. Instead, she uses writing as a gesture that reiterates
pre-existing forms in our culture. In this way the hermeneutic process
shifts by at least one level: from content chained together with lan-
guage to the structure of metalanguage and, with reference to images,
from the perception of a particular work of art to the idea itself of a work,
representing our visual tradition as such. Ketty herself expands on this
concept: “Once again [ propose the destruction of articulate language,
which in my latest works has been encapsulated in its metalanguage di-
mension and is masked behind the function of a constant reducer.”*

There is a text which can be seen in the Milan exhibition, and ap-
pears in almost all works of the Riduzioni as handwriting that traces
the outlines of photographs and demonstrates this emptying of lan-
guage: “Starting from the moment when any development proceeds
from a practical point of view, setting up as a precondition a concrete
demand that would be acceptable in the frame of a perspective free
from unobjective judgment, into a field so broad that it unavoidably en-
counters the assertion that it is not quite applicable to ...” and so forth.
It seems that these words do mean something: viewed from a distance
they really are reminiscent of one of those intellectual essays we all
know so well. These are texts that stun us when we first attempt to be-
come acquainted with them, since they are absolutely incomprehen-
sible, and precisely for this reason we find them so baffling. How can
we admit that we don’t understand them? However, the truth is that the
text “Starting from the moment when...” really doesn’t mean anything,
and the artist has placed it centre-stage in various forms and in various
works, as if tireless repetition of this text could itself demonstrate that
ithas been robbed of all meaning.

Alongside the analysis of the functions of language, Ketty La Rocca
studies the condition of art history: she views it as a monument pro-
viding a pedestal for our culture. The media so energetically disseminate
famous works of art that they are transformed into hackneyed clichés
of our culture and risk becoming lumbering stereotypes.

However, as we can see, the Tuscan artist is aware of one solu-
tion to this problem: “Not Michelangelo’s David, but the photograph
is the real David. Such is the true significance of information, contrary
to the nonsense of articulated language.”'! In contemporary culture
true value is no longer attached to the sculpture by Michelangelo Bu-
onarroti, but rather to a photographic reproduction of it. The original
work of art has shifted into the culture of the mass media and technical
reproducibility. For Walter Benjamin a work of art had without doubt
had already lost its aura of “originality”, but instead had gained the
possibility of reaching each one of us, wherever we may be. Historical
works become part of us. They belong to us. Physically, too. La Rocca
has no doubts: “I take finished works, works that many have seen and
have seen for a long time, images that have been rendered bland by the
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slavenos makslas véstures darbus, ka tie parvérsas par nodraztiem
misu kultiiras Stampiem un riské kliit par smagnéjiem stereotipiem.

Tacu, ka redzam, Toskanas maksliniecei ir zinams viens §is pro-
blémas risinajums: “Nevis MikelandZelo Davids, bet gan ta fotografija
ir pats Davids. Tada ir informacijas patiesa jéga, nevis artikulétas va-
lodas nonsenss.”'® Miislaiku kultiira patiesa vértiba piemit ne vairs
MikelandZelo Buonarroti skulptiirai, bet gan tas fotoreprodukcijai.
Originalais makslasdarbs ir parvietojies plassazinas lidzeklu un teh-
niskas reproducéjamibas kultira. Jau Valteram Benjaminam makslas-
darbs neapsaubami ir zaudgjis savu “originalitates” auru, tacu tas vieta
iemantojis iespéju sasniegt ikvienu un ikkatra vieta. Vésturiskie darbi
Kkliist par dalu no mums. Tie mums pieder. Ari fiziski. La Roka itin nemaz
neSaubas: “Es nemu jau gatavus attélus, ko daudzi jau redz&jusi un jau
ilgu laiku, attélus, ko bezgarsigus ir padarijusi daudzu raditi apraksti, un
es tos izdzivoju no jauna ar visiem izzinas stereotipiem, kas man tikusi
uzspiesti, 11dz tie man Kklist par kaut ko pilnigi citu, kltst par “to” attélu
arpus un pari jebkuram Kkolektivajam lasijumam.”!! Jauna maksliniece
tadéjadi censas “no jauna partaisit Davidu sev vienai pasai”, proti - pie-
savinaties pamatus, uz kuriem balstas miisu kultiira, miisu domasanas
veids, misu darbosanas un galu gala misu identitate.

Ja darbu reproducésana ir némusi virsroku par originalu, tada ga-
dijuma papira divdimensionala pasaule ir némusi virsroku par skulp-
tiiras trisdimensionalo pasauli un ar1 par realitates pasauli. PatieSam,
$is postmodernais jédziens, kas tik intensivi tiek izdzivots “realitates
Sovos”, jédziens, kura notikuma reproducésana ir kluvusi svarigaka
par pasu izdzivojumu, turklat izradas ari vieniga patieSam eksistéjosa
realitate un Sajos gados ir kluvusi par business as usual. Ja La Roka ap-
galvo, ka “realitate, Seit un tagad, ir tikai fotoizdzivota un izrunata”, tas
nozimé ne vien to, ka §1 sieviete krietni ir apsteigusi savu laiku, bet ari
to, ka fotografijas izdzivota un ar vardiem izstastita realitate jau Skiet
Istaka par istenibu. Pastav tikai tas notikums, kas ir ticis dokumentéts:
jaunlaulato bildes, ko uznem veselas fotografu vienibas, vairs nav obli-
gati saistitas ar laulibu bridi. Sim notikumam vajadzétu biit unikalam
para dzive, tacu, lai sarazotu par to atminas, tiek organizéts un iestu-
déts kas lidzigs lel]u teatra izradei vai filmas uznemsanai. Sis akts
ir pilniba virtuals un nav saistits ar notikumu, ko tikpat labi varétu
atcelt vai parbidit laika un telpa. Pari paliek dokuments, kas apliecina
notikumu, kurs varbit ir bijis tikai fikcija, ticis iestudéts vienigi foto-
objektiva vajadzibam, lai iegiitu fotopieminu, kas nonak uz kumodes
apsudrabot, draugu davinata ramiti.

Tatad La Roka priekslaicigi nojaus to, cik meligs ir $is mehanisms,
kad vina apgalvo: “Ja es fotodzivoju, tatad man ir netiras acis, netiras
rokas, smadzenes.”'? Dzlve no izdzivotas realitates ir parvietojusies
uz fotografisku reprodukciju. Attéls svin uzvaru par isteno dzivoSanu.
Mums ir netiras acis, jo esam zaudé&jusi nevainigo skatienu, ar kadu uz
autentisku pasauli raugas bérni. Més vairs nespéjam skatities, tilin ne-
domadami par to, ka tas, ko redzam, biitu iztulkojams mediju valoda,
integréjot tai visa arl mis pasus. Biit slaveniem uz 15 minttém. Més
dzivojam, jo zinam, ka mis redz kads “tu”, kurs tagad ir ne vairs cilvéks
mums preti, bet gan mediju auditorija, kas ienémusi spogula vietu.

Ja nav iespé&jams dzivot realo eksistenci ka gajumu, kas atbilst kaut
kam patiesam, un ta vietd més allaz tiekam atgriisti atpakal Skitumu,
atspidumuy, iliiziju teritorija, isak sakot, attélu teritorija, tad vél jo vairak
tas viss ir attiecinams uz jaunu mati, kuras laiks ir izradijies brutali saisi-
nats. “Sievietém nav laika deklaracijam: vinam ir parak daudz darama,
un turklat tad vinam vajadzétu izmantot valodu, kas nav vinu valoda,
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descriptions made by many, and I re-live them along with all the stereo-
types of knowledge that have been imposed on me, until they become
something completely different for me, become an image of “them” out-
side and beyond any kind of collective reading.”*? In this way the young
artist seeks to “re-make David all for myself”, namely to appropriate
the foundations on which our culture, our way of thinking, our actions
and in the end our identity are based.

If the reproduction of the work has prevailed over the original,
then the two-dimensional world of paper has prevailed over the three-
dimensional world of sculpture and also over the world of reality.
Truly, this postmodern concept, experienced so intensively in “real-
ity shows”, a concept where the reproduction of an event has become
more important than the experience itself, and moreover turns out to
be the only reality that actually exists, has become “business as usual”
inrecent years. If Ketty asserts that “reality, here and now, is lived and
spoken only photographically”, then this means not only that she wasa
woman ahead of her time, but also that the reality experienced in pho-
tographs and told in words already seems more real than reality. Only
the event that is documented exists: pictures of newly-weds taken by
whole armies of photographers no longer necessarily involve the actual
moment of the marriage. This event should be unique in the couple’s
life, but in order to manufacture memories of it, something resembling
a theatre or film shoot is organised and staged. Such an act is entirely
virtual and is unconnected with the event, which could as well be can-
celled, or shifted in time or space. What remains is a document testify-
ing to the event, which perhaps may have been fictional, staged for the
benefit of the camera lens, in order to obtain a photographic memory
that ends up on the dressing table in a silver-plated frame presented as
a gift by friends.

Thus La Rocca sensed, in advance of her time, how mendacious
this mechanism really is when she asserted: “If I photo-live, then I have
dirty eyes, dirty hands and a dirty brain.”*® Life has shifted from a lived
reality to a photographic reproduction. The image has won out over real
living. We have dirty eyes, because we’ve lost the innocent gaze with
which children regard an authentic world. We're no longer capable of
looking without immediately thinking about how the things we see
would be interpreted in media language, also integrating ourselves
into it all. To be famous for 15 minutes. We live, because we know that
some “you” sees us, someone who is now no longer a person opposite us,
but a media audience that has taken the place of the mirror.

If it’s not possible to live real existence as a journey that corre-
sponds to something truthful, and we are instead always being pushed
back into the realm of appearances, reflections and illusions, or to put
it simply, into the realm of images, then this applies all the more to a
young mother whose days have been brutally cut short. “Women have
no time for declarations: they have too much to do, and moreover they
would then have to use language that is not their own, language that is
both alien and hostile to them.”'* Our time as women must be denser
than the time of our male colleagues: we can’t afford to waste a minute,
and, most importantly, we don’t wish to engage in something as vacu-
ous as making speeches. We're too busy organising our everyday lives,
homes, children and husbands or partners. And most importantly,
our declarations make use of language (mercilessly) suspected of not
actually being our own, but always remaining an instrument of some-
one else.

Ketty La Rocca, like many other [female] artists, especially those

valod3, kura vinam ir vienlidz svesa un naidiga.”** Misu, sieviesuy, laikam
ir jabiit blivakam neka misu kolégu viriesu laikam: més nevaram at-
lauties izskiest ne miniiti, un, galvenais, més neesam noskanotas uz kaut
ko tik tuksu ka runu teikSana. Més esam parak aiznemtas, organizéjot
ikdienu, maju, bérnus un virus vai dzivesdraugus. Un, galvenais, misu
deklaracijas izmanto valodu, par kuru gulst (nezéligas) aizdomas, ka ta
itin nemaz nav uzskatama par miis€jo, bet allaZ ir un paliek kada cita
instruments. Ketija La Roka, tapat ka daudzas citas makslinieces, jo
seviski tas, kuras lidztekus visam ir aiznemtas ari ar bérniem, kon-
centréjas uz drudzainu savas makslas radisanu un deva priekSroku
darba procesam un pardomam, nevis sevis reklamésanai. Ar galéju
skaidribu vina analizéja savu situaciju pédéjos 1sas dzives posmos.
“Kraniologijas” (Craniologie) més redzam diri, un $kiet, ka dzirdam ap-
séstibai lidzigos you you kliedzienus kada kolaza, kam pamata ir rent-
genuznémums, kur$ parada makslinieces galvaskausu, kam uzbrukusi
nedziedinama patologija. Neilgi pirms La Roka pameta $o planétu, vina
pédeéjo reizi uzstajas publikas prieksa: $aja performancé vairaki citi da-
libnieki ar varu piespieda vinu nolaist galvu uz galda, nemitigi skandéjot
tekstu “Sakot no briza, kura...” un you you un darot to neritmiski un hao-
tiski, radot aizvien briesmigaku troksni. Dramatiska seciba, ko uzsvéra
arvien jucekligakas un spécigakas skanas, dalibnieki spieda makslinie-
ces galvu pie galda, itin ka panakot, lai vina apklust uz visiem laikiem.

Si performance ar nosaukumu “Mani vardi - un tu?” (Le mie parole -
e tu?) notika 1975. gada Bresas galerija Nuovi Strumenti - tiesi taja Pjéro
Kavellini (Piero Cavellini) eksperimentalaja galerija, kas péc tam kluva
ari par manéjo. Mana personalizstade “Atskiriba” (Differenza) 1997. ga-
da bija viena no pédéjam izstadém, iekams galerija tika slégta. Es
varétu atrast vél daudz ko citu kopigu un tuvu, kas mani vieno ar Ketiju
La Roku: abas esam mates, sievietes makslinieces, misu makslai ir
raksturiga spéciga konceptuala un seriala komponente, un ta izpauzas
video, ziméjuma, fotografija un rakstitos tekstos, bet galvenais ir misu
dzelzaina griba koncentrét darbu uz nemitiga kustiba esoSu mekléjumu
autentisko saturu.

Tas, kas paliek, ir

“kada attéla beigas vai kadu beigu atteéls
vaiarl

kada attéla ilazija

vai kadas ilizijas attéls

vaiarl

kada attéla ilizijas beigas

vai kadas ilazijas attéla beigas.”* @

No italu valodas tulkojusi Dace Meiere
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who in addition to everything have been occupied with children, have
concentrated on feverishly creating their own art, and have given
priority to the process of work and contemplation, rather than self-
promotion. With absolute clarity she analysed her own situation in the
final phases of her brief life. In Craniologie we see a fist and seemingly
hear the obsessive shouts of “you you” in a collage based on an X-ray of
the artist’s skull, under attack by an incurable pathology. Shortly be-
fore La Rocca left our planet, she gave a final public performance where
several other performance participants forced her head onto a table,
continuously repeating the text “Starting from the moment when...”
and “you you”, and doing so arhythmically and chaotically, generating
an ever more fearful noise. In this dramatic sequence, emphasised by
increasingly chaotic and forceful sounds, the participants pressed the
artist’s head against the table, thus as if succeeding in silencing her
forever.

This performance, with the title My words - and you? (Le mie parole -
e tu?), was held in 1975 at the Brescia gallery Nuovi Strumenti, in the
same experimental gallery of Piero Cavellini that was subsequently to
become my own as well. My solo exhibition Differenza in 1997 was one
of the last exhibitions before the gallery closed. I could find many other
similarities that unite me with Ketty La Rocca: we are both mothers,
women artists, our art is characterised by a strong conceptual and se-
rial component, and it’s expressed in video, drawing, photography and
written texts. But the main thing is our iron will to concentrate our
work on the authentic content of the searchings that are perpetually
in motion.

What remains is

“the end of an image or the image of an end
or

the illusion of an image

or the image of an illusion

or

the end of the illusion of an image

or the end of the image of an illusion.”*5

Translator into English: Valdis Bérzins

! Together with Lamberto Pignotti, Lucia Marcucci, Eugenio Miccini and Luciano Ori.
2 "Minaccia la nostra vita", "Non voglio il conto della vita. Mi dispiace, niente autocritica”
3 Sacca, Lucilla. Ketty La Rocca, i suoi scritti. Torino: Martano, 2005, p. 90.
4 Ibid., p. 93.
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