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IREN STEHLI



1959-1972 studium v Curychu, Svycarsko

1972-1974 studium slavistiky na Karlove univerzité v Praze
1972-1979 studium fotografie na FAMU v Praze
1978/79/80  Svycarské federalni stipendium

1979-1983 Postgradualni studium na FAMU

1980

stipendium mésta Curych

1983-1993 fotograf na volné noze, Curych
1993-2001 feditelka Svycarské nadace Pro Helvetia v Praze

od 2001

fotograf na volné noze v Curychu a Praze

1959-1972 Schools and studies in Zurich, Switzerland

1972-1974 Language studies at the Charles University Prague

1972-1979 Studies at the Department of Photography, Cinema and TV Faculty, Academy of Arts — FAMU, Czechoslovakia
1978/79/80 Swiss Federal Scholarships

1979-1983 Postgraduate studies at FAMU

1980

Scholarship of the City of Zurich

1983-1993 Freelance photographer in Zurich
1993-2001 Director Swiss Cultural Foundation Pro Helvetia Prague
Since 2001 Freelance photographer in Zurich and Prague

2017
2015
2014
2010
2009
2006
2004
2002
2001
2000
1996
1996
1995
1995
1993
1992
1991

v ramci festivalu Ostrava Photo, Ostrava (CZ), Krej¢i Slama

Galerie hlavniho mésta Prahy / Prazsky ddm fotografie, Prague (CZ), Libuna a jiné eseje
Fotostiftung Schweiz, Winterthur (CH), Iren Stehli — So nah, so fern

Galerie TH 13 / Hermes, Bern (CH), The Times They Are A-Changing

Galerie Brigitte Weiss, Zurich (CH), Iren Stehli

Muzeum Boskovicka, Boskovice (CZ), Prazské vylohy (1978-1996) and Libuna (1978-2000)

La Galerie de la Filature, Mulhouse (F), Libuna and Vitrines (projection)

Galerie Brigitte Weiss, Zurich (CH), Libuna S., Teil 2. Fotografien 1996-2001

Galerie 9, Kloko¢na (C2), Z cyklu Libuna Sivakova 1974-2001

Autonno Fotografico, Chiasso / Vacallo (CH), Libuna S.

Nova scéna, Bratislava (SK), Prazské vylohy 1978-1996

Galerie Brigitte Weiss, Zurich (CH), Libuna Sivakova — ein Leben in Bildern. Fotografien 1974-1996
Galerie U bilého jednoroZce, Klatovy (CZ), Prazské vylohy 1978-1994

Galerie Fronta, Praha (CZ), Prazské vylohy 1978-1994

Kunstmuseum des Kantons Thurgau, Kartause Ittingen (CH), Schaufenster. Fotografien 1978-1992
Photoforum Pasquart, Biel/Bienne (CH), Schaufenster. Fotografien 1978-1992 / Vitrines. Photographies 1978-1992
Galerie Brigitte Weiss, Zurich (CH), Schaufenster. Fotografien 1978-1991

1990
1986
1984
1982
1981
1978

2009
2007
2006
2006
2005
2005
2000
eee
1991
1990
1990
1990
1990
1990
1989
1985
1983

Galerie U bilého jednorozce, Klatovy (CZ), Rybarna and Statek
Fotochema, Praha (CZ), Iren Stehli

Raum Antrazit, Essen (D), Das Haus

Kulturni stfedisko, Revnice / Praha (CZ), Graduation Exhibition
Cinoherni Klub, Praha (CZ), Krej&i Slama

Cinoherni Klub, Praha (CZ), Doma

Langhans Galerie Praha (CZ), Mimo Zonu / Outside

Galerie U bilého jednoroZce, Klatovy (CZ), Fotografie 70. let v CSR

Langhans Galerie Praha (CZ), Anna Farova & fotografie

Bieler Fototage, Museum Neuhaus, Biel (CH), Die Rickkehr zur Physiognomie

Galerie hlavniho mésta Prahy (CZ), Ceska fotografie 20. stoletf

Galerie Véclava Spaly, Praha (CZ), Reflexe, fotografie absolventt FAMU 1964-2004
Moravska galerie, Brno (CZ), Spolecnost objektivem 1918-1989. Fotografie ze sbirky Moravské galerie v Brné
Moravska galerie, Brno (CZ), My 1948-1989. Fotografie ze sbirky Moravske galerie v Brne
Purkrabstvi Prazského hradu, Praha (CZ), Fotografickeé variace na téma devastace

ULUV, Praha (CZ), Ceska symbolika

Institut Francais, Freiburg im Breisgau (D), Hommage a Prague

Stadthaus, Zurich (CH), 24 Schweizer Photographen des Alltags

Musée de I‘Elysée, Lausanne (CH), Un air de Liberté

Museum flr Gestaltung, Zurich (CH), Wichtige Bilder. Fotografie in der Schweiz

Junior klub, Chmelnice / Praha (CZ), 37 fotografti na Chmelnici

Galerie Focale, Nyon (CH), Quotidien 84

Nikon Galerie, Zirich (CH), Nikon Stipendium / Bourse Nikon

Anna Farova — Martin Heller — Milena Hibschmannova, Iren Stehli, Libuna, Torst, Praha 2015. (interview: Franca Comalini)
Anna Féarova — Martin Heller — Milena Hibschmannova, Iren Stehli, Libuna; A gypsy's life in Prague, Scalo, Zlrich 2004.
(interview: Franca Comalini)

Anna Farova — Martin Heller, Iren Stehli, Torst, Praha 2006.

Anna Farova — Charles-Henri Favrod, Iren Stehli, Prazské vylohy / Prague Shop Windows 1978-1996, Torst, Praha 1996.

Fotostiftung Schweiz (CH); Moravska galerie v Brné (CZ); Sammlung der Stadt Biel (CH);
Sammlung der Stadt ZUrich (CH); Spital Uster (CH); Galerie hlavniho mésta Prahy (C2)



ROZHOVOR LUKASE BARTLA S IREN STEHLI

Moje maminka byla Ceska a otec Svycar. Vyrlstala jsem v Curychu,
chodila tam na gymnazium, kde jsem v roce 1972 maturovala. Nevé-
déla jsem ale presné, co dal studovat, takze maji rodi¢e mi umoznili
jet do Ceskoslovenska, ucit se jazyk. ProtoZe jsem sice uméla Sesky,
maminka s nami mluvila ¢esky, ale moje gramatika ani psani nebyly nic
moc. Za toho pdl roku jsem si méla uvédomit, co chci dal studovat.
TakZe jsem piijela do Prahy, v Ceskoslovensku jsem uz predtim byla
na navstévach u babicky a dédecka. Ale tohle bylo poprvé na del-
§i dobu, bydlela jsem na koleji na Vétrniku a chodila na Cestinu pro
cizince. Bylo to myslené na pdl roku, jenomZe mné se tady zacCalo
strasné moc libit, ten studentsky zivot a zdejsi lidé. Byl to pro mé do té
doby nepoznany svét. Moc se mi libila Praha, vSechny ty zapadlé dvory
a méstska zakouti. Pak jsem se zamilovala a to uz se mi nechtélo va-
bec pryc¢. Stéle jsem hledala zplisoby, jak bych tady mohla z(stat, pro-
toze tehdy bylo nutné mit povoleni k pobytu. Takze jsem zacala stu-
dovat slavistiku na Karlové univerzité, ale to nebylo Uplné ono. Do toho
prislo setkani's jednou divkou, Alice Fantova se jmenovala, ktera méla
temnou komoru, délala fotografku Akademie véd a méla Uzasny ate-
liér na Malé Strang, kde se schazeli umélci. Alice externé studovala
FAMU a fikala: ,No tak zacnes fotit a pujdes taky na FAMU a pak tady
v Ceskoslovensku mizes zistat.” TakZe jsem zaGala houzevnaté foto-
grafovat a moc me to zacalo bavit. Zachycovala jsem, co jsem mohla,
po nocich jsem se ucila vyvolavat filmy a zvétSovat. Po dvou letech pak
prisly prijimaci zkousky na FAMU a vzali mé. Vdécim za to taky Honzovi
Malymu a Duganu Simankovi, kteff mi technicky moc pomohli.

Byl to Uplng jiny svét! Ale hodné zajimavy svét. Mné se tehdy prede-
v&im zddlo, Ze vztahy mezi lidmi jsou zde mnohem vielejsi neZli ve Svy-
carsku, coZ byla mozna uplna iluze, ale tak mi to tehdy pripadalo.
Taky jsem se vnitné dostala nékam domd, hrozné se mi libila ¢estina,
ve které jsem znala vSechny pohadky, co nam maminka Getla. VSech-
no mi to tu bylo blizké.

S pritelem jsme hodné jezdili na Slovensko, tam jsem nafotila praci
o mistnich lidech. Formalné myslim velmi jednoduchou. A nékteré snim-
ky z taneCnich, které jsem tehdy uz ur&itou dobu fotografovala.

To vyplynulo, neplanovala jsem to. Ale mé tfeba ty tanecni zajimaly a ba-
vily a vSechna ta témata pro mé méla jakousi magnetickou pritazlivost.
Koncepéné jsem o tom tehdy az tak moc nepremyslela. Tak jsem chodila
nékolik let i ke krejcimu Slamovi, protoZze mé jeho osobnost velice zaujala.

Chodila jsem tehdy velmi Sasto za Dusanem Siménkem a Honzou Ma-
lym do jejich ateliéru na Zizkové. Zizkov mé Uplné uchvatil, prochézela
jsem stale dokola jeho ulicemi. Tam jsem zacala fotografovat i Libunu,
obchody, vylohy a rlizné mistni obyvatele. Jednou jsem tam fotila jaké-
hosi Karla a ten mé na ulici seznamil s krej¢im Slamou. Slama povidal,
abych se na ngj taky pfisla podivat, tak jsem za nim $la.

Byl stragné svdj. Zil v malém pokojicku, kde byl ob&as velky nepora-
dek. Tam jedl, il, spal a pfijimal rlizné zakazniky, z nichZ néktefi byli
skoro az exoti¢ti. Se vSemi jednal velmi laskaveé, byl velice mily &lovek,
ktery si nadherné uzival sv(j Zivot.

V té jediné mistnosti jsem vidéla nesmirné bohatstvi detailll. Kazda na-
vStéva mne obohatila 0 nové vizudlni zazitky. Tehdy mne obecné zajima-
lo, je-li mozné zachytit kazdodenni zivot na malém prostoru aniz by se
fotografie opakovaly. Nad tim jsem pfi fotografovani hodné premysiela.

IREN STEHLI IN AN INTERVIEW WITH LUKAS BARTL

Bylo to spi$ tak, ze kdyz jsem krej¢iho Sldmu poprvé vidéla na ulici,
tak jsem z n&j méla urgity dojem. Cim Sastgji jsem ho navstévovala, tim
hloubgji jsem ho poznavala. Postupné se mi tak oteviral Uplné uzasny
Clovék. Slama byl velmi poeticky, hodné Cetl, tfeba také o Japonsku,
jak tam lidé oslavuiji pfichod jara sbiranim kyti¢ek. Slama se tim inspi-
roval a jezdil kazdé jaro na konvalinky za Prahu. VZdycky se na ten
wylet cely rok t&Sil. Navic byl vytednym tane¢nikem. Casto mné prosil:
,Pojdte, zavolame Gabinu,” to byla jeho spolutanecnice, ,a vyrazime
v sobotu...”

Vzdycky mé zajimali lidi, ktefi byli individualisti, tak jako byl Slama. V té
Sedi, ktera byla tehdy na ulicich, on Uplné zaril. Napfiklad si usil hofci-
cove Zluty zimni kabat a klobouk z umélé kozeSiny. Byl opravdu velmi
originalni. Ale v souvislosti s krej¢im jsem ten socialismus tehdy az
tak intenzivn& nevnimala. Nesvobodné Ceskoslovensko jsem vizuainé
vnimala spiS v souvislosti se svym cyklem prazskych vyloh, ktery jsem
tehdy intenzivné vytvarela. Krej¢i pro me byl prosté absolutné jiny nez
ta bézna ,masa“ lidi. Proto mé zaujal, a proto jsem ho méla rada.

srpen 2017

My mum was Czech and my father Swiss. | grew up in Zurich, and
went to secondary school there. After | graduated, in 1972, | didn’t
know exactly what | wanted to study next, so my parents made it
possible for me to go to Czechoslovakia, to learn the language. Though
| could speak Czech — Mum spoke Czech to us when we were kids,
my grammar and written Czech were weak. During my six months in
Czechoslovakia, | was supposed to make up my mind about what
| wanted to study. So, | came to Prague. I'd been to Czechoslovakia
before, on visits to my grandparents. But this was the first time | would
stay for a longer period. | lived in a student dormitory at Vétrnik, and
attended Czech classes for foreigners. It was supposed to be for six
months, except that | began to like it here very much — the student life
and the local people. It was a time for me to get to know the world.
| loved Prague, all the hidden courtyards and other parts of the city
which were off the beaten track. Then | fell in love, and no longer
wanted to leave. | kept looking for ways to be allowed to stay here,
because in those days it was especially hard to get a residence permit.
Consequently, | began to take a course in Slavonic Studies at Charles
University, but that was not quite for me. And in the middle of it all
| met a girl called Alice Fantova, who had a darkroom, and worked
as a photographer for the Academy of Sciences. She had a fantastic
studio in the Lesser Town, where artists used to gather. Alice, who was
a part-time student at the Film and Television School of the Academy
of the Performing Arts (FAMU) in Prague, told me: ‘Well, you’ll begin to
take photographs, and you’ll also go to FAMU, and then you can stay
in Czechoslovakia.” So, | began to photograph like mad, and | started
to enjoy it immensely. | took photographs of whatever | could. At night,
I learnt how to develop film and to enlarge and print photographs. Two
years later, | took the entrance exams to FAMU, and was accepted.
| am also indebted to Jan Maly and Dugan Simanek for that; they
helped me a lot with the technical side of things.



But it was a really interesting world. Mainly it seemed at that time that
relationships between people here were much warmer than in Switzerland.
Perhaps that was a total illusion but that's how it seemed to me back then. Also,
| felt as if I'd somehow come home. | really loved Czech, the language in which
I'd heard all the fairy tales Mum used to read to us. Everything here was familiar.

My boyfriend and | used to travel to Slovakia a lot. And that is where
| photographed a set about the locals. It was, | think, very simple in form. And
| presented some shots from dancing lessons for young people, which | had
been photographing for some time.

It just happened. | didn’t plan it. But the dancing lessons interested me, and
amused me, and | found all the topics somehow magnetically attractive. At
the time, | never really thought about anything conceptually. Similarly, for a few
years | used to go to visit SlAma the tailor, because as a person he really
interested me.

| often used to go and visit Dusan Simének and Jan Maly in their studio in
the Prague district of Zizkov. | was completely taken with Zizkov. | used to
walk through its streets over and over again. That's also where | started to
photograph Libuna, the shops, the shop windows, and various locals. Once
| photographed a guy named Karel and he introduced me on the street to
Slama the tailor. Slama said | should also come and look at his place sometime,
so | did.

He was absolutely his own man. He lived in a little room, which was sometimes
really untidy That's where he ate, sewed, slept, and received various customers,

some of whom were pretty exotic. He acted amiably towards everyone. He
was a really kind person with a great joie de vivre.The set about Slama is
also special in that most of the story really takes place in one room. What
was that like for you photographically?ln that one room | saw an astonishing
wealth of detail. Every visit there enriched me with new visual experiences.
In those days | was generally interested in whether it was possible to capture
everyday life in a small space without the photographs repeating themselves.
When taking the shots, | thought about that a lot.

It was more like when [ first saw Slama on the street | had a certain impression.
The more | visited him, the better | got to know him. In that way, an utterly
fantastic person was gradually revealed to me. Slama was very poetic. He
read a lot, for instance, about Japan, and how people there celebrate the
coming of spring by picking flowers. Slama was inspired by that, and every
spring he used to go to the outskirts of Prague to pick lilies of the valley. He
always looked forward the whole year long to that excursion. What's more,
he was an excellent dancer. He would often say to me:‘Let’s ring Gabina and
we'll go out on Saturday!” She was his dancing partner.

| have always been interested in people who are individualists, like Slama. In
the greyness of the streets at that time, he absolutely shone. For example, he
made a mustard winter coat for himself and a hat of fun fur. He was really
original. But in connection with the tailor | didn’t notice the socialist regime
that much. | visually perceived unfree Czechoslovakia more in connection
with my series of Prague shop windows, which | was working on intensively
at the time.The tailor for me was just absolutely different from the usual ‘mass’
of people.That's why he attracted me, and why | liked him so much.

August 2017

IREN STEHLI — KrejCi Slama

Zit svdjj Zivot. Dob& navzdory. Do tohoto hesla by se snad dal shrnout
zakladni vyznam souboru Svycarské fotografky. Zni to mozna banalné
a samoziejmé, ale kazdodenni pohled okolo nas nenechava nikoho
na pochybdach, ze zivot prozity podle viastnich predstav neni zdaleka
tak samozfejmy. Chut podivat se v tomto ohledu na sebe sama pak
necham na odvaze kazdého Ctenare.

K pInému pochopeni souboru o Zizkovském krej¢im je vSak tfeba se
vrétit v ¢ase do doby sedmdesatych let minulého stoleti. Iren Stehli
(1953) se sice narodila v Curychu, ale jejl maminka pochézela z Ces-
koslovenska, ¢imz byl zasadné ovlivnén zajem mladé zapadoevropskeé
divky o nas region. V dobg, kdy v zahraniénim tisku pomalu fidnou
zpréavy o okupaci Ceskoslovenska vojsky Var$avské smlouvy a zéro-
dostava na studia ¢eského jazyka do Prahy. Tézko si Ize predstavit
kulturni Sok pfechodu z moderni a bohaté demokratické zemé do so-
cialistické stredni Evropy. Uz tehdy se ale projevilo jedno ze zakladnich
osobnostnich nastaveni autorky, a tim je otevfenost ke svétu a upfim-
ny zajem o vSe nové Ci jiné. Snad jediné tak mohla Irena prekonat
bariéry a zuzitkovat tvaréim zplsobem onu rozdinost.

V Praze také zacina fotografovat a roku 1973 vznikaji jeji prvni vazné-
ji mySlené snimky. Nedlouho poté je pfijata na prazskou FAMU, kde
tou dobou nastupuje prvni opravdu silna generace Ceskoslovenskych
dokumentarnich fotografli. A Irena ma co zaznamendvat a o ¢em mlu-
vit. Fascinuijf ji mista a zvyklosti, které z rodného Svycarska neznala,
a fotografuje tak naptiklad lekce tanecnich nebo svérazny rybi bufet
na Vaclavském nameésti. Nefotografuje vSak jev, problém &i téma, ale
vzdy ji jde v prvni fadé o &lovéka ukotveného v konkrétnich souradni-
cich dané Zivotni situace. Historicka fotografie a tehdejsi pedagozka
FAMU Anna Farova (1928-2010) proto v jejim pfipade nehovori ani tak
o dokumentamni fotografii, ale spiSe o fotografickém eseji. K nému je
tfeba dlouhodobé a systematické prace, kterou Irena jisté nepostra-

dala a nepostrada. Jeji fotografické cykly tak postupné zaznamenavaiji

¢im dal delsi Casové Useky. Jako by viastni fotografie byla jen jakymsi
vedlejsim produktem jejiho Zivota. Nejdéle sledovala romskou divku
a zenu Libunu Sivakovou, pficemz cely cyklus ukoncila Libunina smrt
po Ctyfiatficeti letech spole¢né prace. Tak dlouho se neda fotografo-
vat. Tak dlouho se da jen spolecné Zit a pfitom fotografovat.

Cyklus o krej¢im Slamovi zagala Irena vytvaret v roce 1976 a uzaviela
jej po péti letech v roce 1981. Vznikal tedy v dobé nejtuzsi normalizace,
kdy nadéje prazského jara vystfidala vnitfni emigrace a rezignace. Vét-
Sina populace tehdy Zila alespon ¢ast svych Zivotl podle pravidel jim
narizenych a uréenych rezimem. V tomto ovzdu$i plsobil Slama velmi
vystfedn@. Zil svébytn&, chodil netradicné oblékany, vydélaval penize
jen pro sebe, tak aby mu stacily na skrovny Zivot v jedné mistnosti, totiz
obyvaku, kuchyni, loznici a krejcovském salonu v jednom. Povyraze-
nim mu bylyvylety po okoli Prahy, pivo s prateli a spole¢enské taneéni
veCery, protoze Slama byl, vzdor své az pohadkove zavalité postave,
vyte€nym tanecnikem.

Irena, snad i diky rokdim stravenym ve svobodném Svycarsku, vidéla
lépe neZ doméaci autofi symbolickou rovinu takovychto pribéht v ramci
totalitniho Ceskoslovenska. Sldmu tedy nezaznamendvala exoticky, ale
se svoji vrozenou laskavosti a lidskosti, zaroven vSak bez heroického
vyznéni. Jako by tehdy ani ne tficetileta autorka velmi dobre chapala,
Ze vnitini svoboda nepada z nebe a také ze néco stoji. V pripadé Slamy
byla tou dani jisté materialni skromnost, ale také ochota konfrontovat
se s vetsinove neprilis otevienou spolecnosti. To stoji leckdy hodné sil
a leckdy i hodné pocitd osamén.

Presto je Zivot v jakési vnitfni pravdivosti k sobé samému a v jakési
vnitfni svobodé tim, co dava silu tolerovat druhé a tim vytvaret lepsi
spole¢nost. Myslim, Zze v tomto ohledu je cyklus Iren Stehli Krejc¢i Sla-
ma nejen jednim z nejkrasnéjsich soubor domaci fotografie viibec, ale
v dobé plné jinych pout a ,nesvobody ve svobodé” je i vice jak tficet
pét let po svém vzniku cyklem neoby&ejné aktualnim a nadcasovym.

Lukas Bartl



IREN STEHLI’s Slama the Tailor

Live your own life, despite the times. The motto could perhaps express
the fundamental meaning of this set of photographs by the Swiss-born
Iren Stehli. It may sound banal to say so, but the everyday view of the
world around us should leave no one in doubt that a life lived in keeping
with one’s own beliefs is hardly to be taken for granted. | therefore leave it
up to each reader of this book to decide if he or she has the will and the
courage to look at themselves in that regard.

In order to truly understand this set of photographs about a Zizkov
tailor, however, we have to go back to the 1970s. Irena, as her Czech
friends call her, may have been born in Zurich in 1953, but her mother
comes from Czechoslovakia. And this had a fundamental influence on
the interest that she, a young West European girl, took in the country. At
a time when the Western press was running fewer and fewer stories about
the 1968 Warsaw Pact military intervention in Czechoslovakia and the
subsequent Soviet occupation, and when life here was already clothed
in the greyness of the re-established hard-line Communist regime and its
policy of ‘normalization’, Irena came to Prague to study Czech. It is hard
to imagine the culture shock she experienced having arrived in socialist
Czechoslovakia from a rich, modern, democratic country. Already at that
time, however, some of her basic character traits were evident — namely,
an openness to the world and a sincere interest in everything new or
different. Perhaps that was the only way Irena could surmount the barriers
and make creative use of the differences.

It was in Prague that she began to photograph, and in 1973 she made her
first seriously thought-out photos. Shortly afterwards, she was accepted
to the Film and Television School of the Academy of the Performing Arts
(FAMU) in Prague. That was also when the first truly strong generation of
Czechoslovak documentary photographers was just beginning to attend
FAMU. And Irena really did have something to record and express. She
was fascinated with the places and customs she had never experienced
in her native Switzerland, and she thus photographed, for example,
dancing lessons and an unusual snack bar on Wenceslas Square,
which specialized in fish. But she was not photographing phenomena,
problems, or themes. No, she was interested first and foremost in people
rooted in the real circumstances of their lives. That is why Anna Farova
(1928-2010), a historian of photography and at that time a teacher at
FAMU, did not describe Irena’s work as documentary photography, but
as photo essays. Such projects require long-term systematic work, and
that has always been Irena’s approach. Her photographic series thus

gradually recorded longer and longer periods. It is as if the photographs
were only by-products of her life. Her longest-lasting series records the
life of a Romani girl, Libuna Sivakova, as she becomes a woman. The
series ends with Libuna’s death, bringing to a close 34 years of working
together. One cannot merely photograph over such a long period; during
SO many years one can only live together and take photographs as
something secondary to that.

Irena began the series about Slama the tailor in 1976, and finished it, five
years later. It was made, then, during the most oppressive years of the
normalization regime, when the hope engendered by the Prague Spring
reform movement had given way to ‘inner emigration’ and resignation.
Most of the Czechoslovak population at that time lived at least part of
their lives by the regime’s rules. In this atmosphere Slama seemed to be
very eccentric. He lived life his own way. He dressed unusually, and made
money only for himself, just enough for his modest life in one room, which
served him as a sitting room, kitchen, bedroom, and tailor’s shop. His idea
of fun consisted in excursions to the outskirts of Prague, having a beer
with friends, and evenings spent dancing. And Slama, despite his aimost
fairy-tale corporeality, was an excellent dancer.

Irena, thanks perhaps also to her years spent in free Switzerland, was
more able than local photographers to see the symbolic side of such
stories in the context of totalitarian Czechoslovakia. Consequently, she
did not photograph Slama as if he were something exotic. Instead, she
looked at him with her innate kindness and humanity, without, however,
portraying him as a hero. It was as if she, though still in her twenties, well
understood that inner freedom does appear out of the blue, that it comes
at a cost. For Slama that cost was the humble conditions in which he
lived, and also a willingness to confront a not particularly open majority
society. That sometimes requires a lot of strength and putting up with
many feelings of loneliness.

Nevertheless, a life led in a kind of inner truthfulness towards oneself and
in a kind of inner freedom is what gives one the strength to tolerate others
and thus to create a better society. | think that in that respect Irena’s
Slama the Tailor series is not only one of the most beautiful sets of Czech
photography ever made, but today, in times full of restrictions of a different
nature from those that existed under the previous regime, and in the
absence of freedom in freedom, the series, though made almost forty
years ago, is unusually relevant to the present day. It is in fact timeless.

KrejCi Slama / Slama the Tailor
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Za pamatkarsky pristup k dokumentarni fotografii

Fotografie ma jako médium nékolik fascinujicich viastnosti, o kterych byly na-
psany metry a metry teoretickych text(. P¥i uréitém zjednoduseni, kterého jsem
si dobre védom, mdzeme mluvit pfedevsim o jeji schopnosti vérné reprodukovat
skutecnost v jeji Uplnosti a pak o jeji schopnosti tuto realitu zafixovat v prfesné
dany okamzik. Kazda fotografie, at bychom chtéli &i ne, musi byt uréena témito
,Souradnicemi*, tedy mistem a asem vzniku. Toho si byli fotografové dobre vé-
domi a prakticky hned po zrodu média jej zacali vyuzivat jako idedlni prostfedek
dokumentace stavu véci.

Fascinujici je ale také to, ze na rozdil napriklad od feci je fotografie velmi uni-
verzalni sdélovaci prostfedek. Kazdy Clovék, obeznameny alespon v zakladu
s principy fotografie, je schopen identifikovat obrazy na snimku a pfirknout tém-
to zmendenym ¢i zvétSenym otiskdm svéta stejny vyznam, jako mély skute¢né
predméty vyfotografované autorem snimku. Jednoduse feceno, vyfotografova-
ny strom ,precte” jako strom stejné tak Cech jako Madar, Japonec &i Austra-
lan. Fotografie je vizualnim esperantem a prekonala tak alespon z¢asti davné
babylonské prokleti.

Pochopitelné ne vSechny vyznamy snimku jsou tak snadno citelné jako zachy-
ceny obraz stromu a fotografové tak v pribéhu déjin média zacali pracovat
s ¢im dal tim slozit&jSimi vyznamy skrytymi v obrazu. Ty si vyzadovaly vétsi a vét-
§i faktografickou znalost redlii, aby byl obraz Citelny v celé jeho informacni hloub-
ce, tak jak byl autorem zamyslen. Tedy rozpoznat strom dokaze témer kazdy,
ale urcit, Ze se jedna napriklad o lipu, uz jen nékdo, a pochopit, ze fotografie
mdze mit symbolickou rovinu, napfiklad jako obraz ¢eského narodniho stromu,
uz dokazou jen lidé, ktefi tento fakt — pfedany ustné ¢i pismem — znaji.

s jedinym snimkem, ale zacnou vytvaret cykly vzéjemné provazanych fotografii.
Informace je pak pfedana nejen jednotlivymi snimky, ale také kontextem, ktery
vzajemne vytvareji, jejich poradim, velikosti a tak dale. Pfesné tak funguje doku-
mentarni fotografie.

Myslim, Ze v Geskych déjindch uméni najdeme do dnesnich dnl viastné jen
jednu opravdu silnou generaci dokumentarnich fotografd. Byli to studenti a ab-
solventi prazské FAMU z prelomu sedmdesatych a osmdesatych let, Zaci Anny
Farové (1928-2010), Jana Smoka (1921-1997) a Pavla Stechy (1944-2004),
ktefi pochopili uvedené vlastnosti média, a zaroven jim vSudypritomna norma-
lizace nabizela nespocet témat na zpracovani. To v8e umoznilo autordm jako
Pavel Secha, Jaroslav Barta (nar. 1948), Jan Maly (1954-2017), lvan Lutterer
(1954-2001), Dugan Simének (nar. 1948), Dana Hornickové (nar. 1945), Libuse
Jarcovjakova (nar. 1952), Jifi Polacek (1946-2016) &i Iren Stehli vytvorit dodnes
platné dokumentarni cykly, které vypovidaji nejen o konkrétnim tématu, ale také

0 spole€nosti té doby celkoveé. Jejich vypovedi jsou hluboké a mnohovrstev-
naté, pfitom kazdy jen prdmérné citlivy a sectély ¢lovék je schopen v téchto
cyklech nalézt vice nez jen pouhé otisky reality.

Takové préce si od autorll vyZzadovala jistou pokoru a chut sdélovat véci Siroké
verejnosti. Tato chut byla pochopitelné silngé Zivena totalitnim rezimem a vnitfni
potfebou zanechat o jeho fungovani obrazovou zpravu dal$im generacim. Zni to
mozna pateticky, ale fotografové této doby byli ochotni potlacit své tvircéi ego
ve prospéch ¢itelnosti jejich vypovédi. Véc, dnes, kdy vétsina dokumentaristt
pracuje se slozitymi konceptualné pojatymi sdélenimi, jen malokdy k vidéni. Neni
uz ddlezité, o ¢em se mluvi, ale kdo a jak o véci mluvi. Dokonce se tak pristu-
puje k mnoha starym dillim jiz neZijicich autor(, které reinterpretuji kuratofi jejich
vystav, michanim vice soubor dohromady, jinym razenim fotografii ¢&i zménou
jejich forméatu. Ucta k pvodni vypovédi je mald, pFiblizit vysledek dnesnimu pu-
bliku prahnoucimu po pestrosti a nezfidka povrchni zajimavosti jako by bylo
nékdy dulezitéjsi. Tak to tedy vidim ja a subjektivitou svého nézoru se netajim.

Kdyz jsem pfipravoval ¢ervnovou vystavu Iren Stehli v Ostravé, ukazala mi
doma fotografické knihy, které vytvarela jako studentka a absolventka prazské
FAMU. Zaplesal jsem tehdy radosti. Byla v nich zakonzervovana nejen infor-
mace samotnad, ale také zplsob podani této informace. Takova byla i kniha
o Slamovi; jednoducha, bez grafické Upravy, zalozena pouze na fotografiich,
jejich fazeni a velikosti. Informace, kterou kniha nesla, byla mimoradné hlubo-
ka a pfitom srozumitelna a netykala se zdaleka jen krej¢iho Slamy, ale zfetelné
hovorila také o dobé, kdy Slama zil. O dobovém premysleni autorky nad té-
matem hovotil zase zplsob zpracovani fotografické knihy. K cyklu o krej¢im
Slamovi jsme tedy s pétatricetiletym odstupem pfistoupili az s pamatkarskym
respektem a pokorou a v obrazové Casti knihy predkladame Ctenafi sdéleni
zakonzervované v Case. Je tu tak s nami nejen krejci Slama, ale také spolec-
nost doby normalizace a predevsSim mlada Svycarska fotografka premyslejici
nad celym komplexem téchto vztahd pfi tvorbé své skolni knihy. Fotografie je
fascinujici médium.

Lukas Bartl

For a Preservationist Approach to Documentary Photography

As a medium, photography has a few truly fascinating properties. Reams of
theoretical works have been written about them. With just a bit of simpilification,
we can talk about its ability to faithfully reproduce reality in its entirety and then
about its ability to capture and freeze a precise moment. Each photograph,
whether we want it to be or not, is determined by these ‘coordinates’, that
is, time and place. Photographers have long been aware of this, and began,
practically with the birth of the medium, to use photography as the ideal means
to document the way things really are.

Another fascinating aspect is that, unlike, say, speech, photography is a nearly
universal means of communication. Anyone who is at least a bit familiar with
the basic principles of photography is able to identify the images in a photo,
and then to assign to these reduced or enlarged imprints of the world the same
meaning as those of the real things captured by the photographer. In short,
a photographed tree is ‘read’ as a tree, whether by a Czech, a Hungarian,
a Japanese, or an Australian. Photography is a visual Esperanto and it thus
overcame, at least in part, the ancient curse of Babylon.

Of course, not all the meanings of a photograph are as legible as the
captured image of a tree. And thus in the course of the history of the medium
photographs began to work with the increasingly complex meanings hidden in
the picture. These required ever greater factual knowledge of the real world in
order to make the picture readable in all its informational depth, as intended
by the photographer. In other words, almost anyone can recognize a tree, but
to determine whether it is, say, a lime tree, is something fewer people can do.
And to understand that the photograph may have a symbolic level, for example,
as a picture of the Czech national tree, is something that only people who are
aware of that fact, having been told it or read it, can know.

Things become even more complicated when photographers stop working
with only one photograph, and begin to make series of interlinked photos.
Information is then passed on not only by the individual photos but also by the
context that they help to create by means of their order, size, and so forth. That
is exactly how documentary photography works.

| think that in Czech art history we can still find actually only one truly strong
generation of documentary photographers. They were students and graduates
of the Film and Television School of the Academy of Performing Arts (FAMU) in
Prague in the late 1970s and early 1980s, pupils of Anna Farova (1928-2010),
Jan Smok (1921-1997), and Pavel Stecha (1944- 2004), who understood these
properties of the medium, and were also offered countless topics to work on by
the ubiquitous ‘normalization’ policy of the regime. All of that made it possible
for photographers like Pavel Stecha, Jaroslav Bérta (b. 1948), Jan Maly (1954~

2017), Ivan Lutterer (1954-2001), Dugan Simének (b. 1948), Dana Horni¢kova
(b. 1945), LibuSe Jarcovjakova (b. 1952), Jifi Polacek (1946-2016), and Iren
Stehli (b. 1953) to make various documentary series that have remained
relevant to this day, telling us not only about their particular topics but also
about the society of that period as a whole. Their testimonies are many layered
and therefore profound, yet any normally sensitive and well-read person can find
more in these series than mere imprints of reality.

Work of this sort demands a certain humility from its photographers, and also
a desire to communicate with the general public. This desire was of course
strongly fed by the totalitarian regime and by an inner need to bequeath to future
generations a pictorial report about how that regime operated. It might sound
melodramatic, but the photographers of that period were wiling to suppress
their creative egos in favour of the comprehensibility of their testimonies. This
is something which today, when most documentary photographers work with
complicated conceptually conceived messages, is rarely seen anymore. What is
being talked about is, apparently, no longer important. Instead, who is making the
statement and how they do it seem to be what matters. In fact, this is now the
approach to many older works of photographers who are no longer alive. They
are reinterpreted by curators of exhibitions of their photographs, by mixing several
sets together, arranging the photos in different orders, or changing their formats.
Respect for the original statement is rare. It sometimes seems that for them the
most important thing is to make the result comprehensible to the general public,
which longs for colourfulness and what is often merely superficial. That, at least, is
how | see it, and | readily admit that my views are subjective.

When | was organizing her Ostrava exhibition in June 2017, Iren showed me
the photo books she had made as a student and after graduating from FAMU.
| rejoiced. Preserved within them was not only the information itself, but also
the means of presenting it. Such is the book about Slama: simple, without any
graphic design, based solely on the photographs, their arrangement and size.
The information that the book carries within it is extraordinarily profound and
intelligible, and it is by no means only about Slama the tailor. Rather, it speaks
clearly about the times in which he (and Iren) had lived. The way the photo book
is made, on the other hand, says something about the photographer’s thinking
about the topic at that time. Today, about forty years later, we have therefore
approached the series about Slama the tailor with almost a preservationist’s
respect and humility and, in the picture part of our publication, we present
readers’ messages that have also been preserved in time. Thus, not only is
Slama the tailor with us, but so too is the society of the normalization years
and, mainly, the young Swiss photographer who was thinking about the
whole complex of these relationships while making her photo book for school.
Photography is indeed a fascinating medium.
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