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FILM SCREENINGS 
Part of the exhibition will include screenings of series of video films by Annelies Štrba 
Daily screening in the projection box  
Continuously (from 10.00 to 18.00) – series I 
Daily screening in the prints chamber 
11.00 – 12.15 series II and 12.30– 14.00 series III  
14.00 – 15.15 series II and 15.30– 17.00 series III 

 
Series I 
Koi, 1998, 32’41’’, sound: Pe Lang 
Continuously screened daily from 10.00 to 18.00 in the projection box 
 
Series II 
Streetparade 1, 2001, 14’57’’, sound: Pe Lang 
Tokyo, 2003, 12’39’’, sound: Samuel Schobinger 
Paris, 1999, 20’51’’, sound: Pe Lang 
New York, 1999, 29’05’’, sound: Pe Lang 
Starting times: daily at 11.00 and 14.00  
 
Series III 
Venice, 2001, 6’37’’, without sound 
Frances and the Elves, 2004, 13’23’’, sound: Pe Lang 
Aya, 2003, 36’30’’, sound: Pe Lang 
Nyima, 2001, 29’57’’, music: Milarepa's Vajra Songs 
Starting times: daily at 12.30 and 15.30 



From the most apparent form of accesible photographic themes – the family – the Swiss photographer 
Annelies Štrba (1947) has managed to re-create this as a fundamental theme. Through an in-depth 
elaboration, her ability to see new qualities in that, which has been viewed a thousand times before, 
she has managed to depict the reality of her personal life in such a way as to express a truly valuable, 
all-embracing message on interpersonal relations. 
With breathtaking ease, she transcends the boundaries of the banal and the concrete, bringing the 
photograph and its resonances into a timeless space yet all the while retaining its tender subtleties. 
Štrba has been developing the family theme through both still photography and video in parallel for 
some time. However one essential shift in emphasis, reach, occurred in 1997, when she abandoned 
photography to concentrate exclusively on work with video and the subsequent computer animation of 
individual sequence. Utilising special technical approaches, she began to create pictures of stopped- 
time “film-frames” in phantomastic colours, displaying her capabilities of a near magical sight. An 
essential theme, which remains present in her work continues to be the snapshots of family life – 
instants that are hardly remembered thanks to their simplicity and quotidian transience. A second, yet 
no less vital parallel theme of Annelies Štrba’s is the series, starting from the very outset of her career, 
of photographs and later videos of cities that she has visited. Modern technology has given the artist 
the means of self-expression through nearly visionary slices of urban reality, which in certain instances 
acquire, under the influence of political events, a tragic tone of commemoration of the threats to 
human civilisation, particularly underscored through their contrast with her other work.  
The present exhibition is intended to present a cross-section of all phases of the oeuvre of this truly 
exceptional creative personality, from her first black-and-white photographs from the late 1970s 
presented in the form of a slide show up to the most recent series of coloured images depicting the 
motif of elves. A fundamental part of the project, significantly located in the centre of the exhibit itself, 
is an extensive series of video films. Štrba works to an unusual extent with real time, thus revealing to 
the viewers her ongoing method of seeing and the background to her work with artificial colouring in 
the pictures. Even though this important photographer has displayed her work across the world as part 
of many solo as well as group exhibits, the Prague exhibition is most likely to be her first ansemble 
show of work outside of Switzerland. 



 
An artist’s possession of an academic title, in other words the stamp of an external authority, has at 
least since the middle of the past century appeared nearly the only possible route to an artistic career 
and, at the same time, a guarantee of “artistry”. Only a scant few have received the acknowledgement 
that the source of the capability to create artwork is definitely not the record of study at this or that 
institution, but primarily the ability to feel, to see, to communicate. And yet at the same time, in the 
course of the 20th century, only in very exceptional instances has the form of personal photographic 
documentation, originally a purely private affair without any formal or theoretical ambitions, been 
transformed into a genuine artistic work, into consciously developed creation with a marked desire to 
communicate and an urgent formalistic structure. The Swiss photographer Annelies Štrba (1947) 
never underwent any official artistic “training”, never consciously submitted to external formatting to 
gain the status of an academically trained artist. Nevertheless, towards the end of the 1980s and 
definitely by the early 1990s, she had acquired, at least in Switzerland, a highly noteworthy standing 
as a solitary creator – a photographer devoting herself almost exclusively, yet with extraordinary 
emotional intensity, to her family, in other words to the form of the family portrait. All that she had 
photographed up to this point emerged from the simple desire to capture those fleeting moments in the 
life of her three children, Sonja, Samuel and Linda, along with several other persons from her 
immediate family circle, more or less for private viewing. She devoted herself to family scenes in a 
domestic setting: to a theme so often marked – possibly as a result of commercial manipulation – with 
almost bizarre over-production and moreover so often viewed as a synonym for vulgarity. Though 
using simple black-and-white photographs devoid of any technical or technological trickery, she drew 
upon “other” media – in contrast to traditional painting or arranged studio photography – to bring this 
purportedly exhausted theme, long ago consigned to the dusty attic of the photographic world, into the 
position of an artistic form that is meaningful and moreover, both openly expressible and acceptable 
within today’s exhibition halls and galleries. Štrba had no need to reach for the extremes, to search for 
and focus upon hidden problems, push matters to the breaking point, draw attention to excessive 
deviations from the norm, more or less openly indicate bizarre perversions in the (still somewhat 
taboo-haunted) domestic sphere; she had no need to strive for political, gender or racial correctness, 
yet at the same time had no need for false monumentality, pseudo-heroism, the construction of 
ostentatious monuments to the phenomenon of childhood. Indeed, quite the opposite: she remained 
and continues to remain in the simple harmony of the natural and the balanced.  
 
The first years of the 1990s brought Štrba her first important exhibits, the most crucial of which was 
most likely the one from 1990 at the Kunsthalle Zürich entitled Aschewiese. The purely private 
capturing of moments of the photographer’s own life, not only that of her family but also observations 
from her travels, which form an integral part of her intellectual as well as emotional realm, gradually 
started to become, through their public expression, artwork consciously created to this given end. 
Alongside classic still photography, she also at this time increasingly turned to video, remaining no 
less capable of seeing and patiently waiting for the correct moment. With disarming naturalness, Štrba 
entered into the world of the real-time film sequence, a form fully corresponding to the internal 
experiences that she wished to communicate. What remains is the absence of any need for formalistic 
innovations: she has no need to search for a new external shell for her communication, no desire to 
re-classify it into the desired immortality. Nonetheless, she has remained open to new technological 
possibilities. The point of entry into the world of colour, which in her work has come to assume the role 
of an independent element, was the combination of video camera and computer. Since 1997, she has 
in fact forsaken photographic work in favour of work exclusively with video and the eventual computer 
animation and manipulation of individual sequences. Through the use of special technological 
approaches, she began to create pictures of stopped “film-frames” in truly phantomastic colourations. 
Technical flaws, softened focusing, sharply artificial colours dissolving into the rectangular sections 
disturbing the images have been used as fully organic components of the work, for Štrba’s almost 
magical world gradually moving farther and farther away from the quotidian. She continues to film her 
daughters and their children, continues to depict the cities that she has visited; from all of this visual 
material she continues as well to generate depictions of the ordinary world in formal, near-classical 
compositions. The nearly archetypal matrix of the European pictorial tradition, emerging with special 
urgency and wonder in her photographic images, leads us to associations with many works and 
orientations considered to belong to the past, that are allegedly “finished”. Annelies Štrba stands, in a 
certain sense, in opposition to the destructive command of innovation that saturates the culture of the 
West. She has no desire to surprise us with the ostentatiously novel, the deliberately unfamiliar; she 
has no need to assume eccentric stances and poses. No need for breakneck haste in inventing new 
concepts that are completely incomprehensible without long-winded explications; no need to reduce 



the communication to the minimal state of difference or to invoke non-European cultures and traditions 
to conjure forth a spark of interest. At first sight, we have – by contrast – the impression of familiarity 
precisely because of the deep roots of her work in the European pictorial tradition and its mental world. 
And yet: this is not out of any embarrassing sensation of dèja vu, the impression of a thousand-fold 
repeated quotation or copy. Rather, it is more the reassurance of finding direct links to central points 
and roots, enlightening and refreshing our personal comprehension of this world of ours.  
 
The entire twentieth century was the epoch of the struggle for new media – primarily photography and 
film – for recognition as fully valid artistic forms in the realm of the traditional “high arts.” The simple 
representation of reality, the “mechanical” reproduction or imprint of an existing reality appeared, 
paradoxically, to be too little. This fact is particularly bizarre when bearing in mind the mimetic, 
imitative basis of art for a period of at least two and a half millennia (by contrast, China, Africa, or the 
indigenous cultures of the Americas had no such concept). With its ability to stop time at the decisive, 
magic moment, photography managed, practically to the moment of the emergence of digital 
technologies, to retain its “verisimilitude” dependent on reality and time, and thus naturally managed to 
make its way in among the artistic forms “worthy of note”. Film, by contrast, very soon abandoned its 
amazing capacity to depict reality in real time; in other words, retreated from the magic of the real. The 
mental process of wonder and the possibility of being authentically “present” were unfortunately quite 
soon discarded and replaced by the mosaic of the fragments that only in the viewer’s head start 
(though not always and invariably) to assume sense, content, form. The refusal of the most natural 
formula for creating a film – set the camera going and let time pass – led to the sense of intellectual 
disturbance when, in the 1960s, Andy Warhol first presented his eight-hour film Sleep. Only at the 
present, after nearly a century of the cinematic medium’s existence, has the “reality show” become a 
magic formula for its “true” reports of the world that through the media appears to us the given and 
sole possibility for apprehension of the activities that surround us.  

 
The end of the 1990s and primarily the beginning of the new century was the period when the “source 
code” of the work of Annelise Štrba became video. The slow pace of her films, the interweaving 
images and the slow movements of human figures completely devoid of the common arrangement of 
any sort of fixed scenario – all have their own internal, somewhat unusually but definitely not unnatural 
logic. Primarily, her filmic time has the logic and dimensions of an authentic personal experience of the 
natural world. Of a world that stands in diametric opposition to the artificial reality which in the form of 
edited clips attempts to escape all forms of the concretely real. Sharply underscoring the slowly 
elapsing time is the musical component of the films. In Pe Lang, the most frequent author of the 
musical accompaniment, Štrba found a congenial artistic collaborator, whose minimal, often 
minimalistic expressive means are in perfect synchronicity with the slow pace of movements in space 
and action, with the filmmaker’s method of divergence from real time through its thoroughly consistent 
utilisation. Another form of work with real time, standing in opposition to the formulation of halted time 
in the still photograph, is the extraction of individual “filmstrips” and their enlargement on canvas in 
apparently improbable approximation of the form of the traditional painting. Annelies Štrba uses film as 
a chronological cross-section of reality, from which she extracts a single image. How this differs from 
photography’s imprint of irretrievably passed reality is that it is possible at any time to return to the 
previous actions. In other words, to let the time and the event pass once more. And moreover, in the 
next sequence perhaps to change the colours. For instance, in the film New York from 1999, the 
author tinted the sky black following the destruction of the World Trade Center, and the new version 
from 2002 thus gained a completely differing dimension. Through the use of the new technologies, the 
traditional image expresses something of the authentic reality of the present moment.  
 
The present exhibit of the work of Annelies Štrba has been conceived as a cross-section of her work, 
from the earliest black-and-white photographs from the mid-1970s up to the latest coloured video-stills 
from the present year. On display in the first hall of the gallery is a threefold projection of 240 slides of 
photographs from the years 1974 to 1997, which introduce the viewer to the primary context of her 
work and outline the basis of her imagistic vocabulary as well as its basic range of themes. The 
subsequent hall, containing enlargements of black-and-white photographs from the Seventies and 
Eighties, among them a photographic portrait of Štrba’s father from 1947, is intended to provide the 
sense of viewing a specific family album with a strongly marked axis of time. A further two halls are 
dedicated to colour photography from the 1990s and the early years of the new millennium, work 
whose original medium was in fact video. The themes of the artist’s now-grown daughters with their 
own children are interwoven with the images of cities, granted something of the quality of medieval 
cathedrals. An essential section of the exhibit, located significantly in the centre of the gallery space, 



are the two blocks of video films (each containing five separate works), which with only a few 
inessential exceptions form a nearly complete retrospective of all that Štrba has created in this 
medium. The introduction to this part is a separate screening of her second earliest video film entitled 
Koi, which symptomatically introduces the change in narrative tempo and its marked philosophical 
subtext with references to Asian methods of the comprehension of the world. At the conclusion of the 
exhibition are the latest works, indicating a marked shift in thematic emphasis towards arranged 
scenes, inspired by the world of artificially created narratives. Annelies Štrba is one of the 
contemporary artistic world’s internationally renowned figures, with an extensive artistic biography and 
a highly respectable representation in collections worldwide. Her exhibit in the Rudolfinum Gallery is 
the first major presentation of her work in the Czech Republic.  
 
Petr Nedoma 
Exhibition curator 

     



ANNELIES ŠTRBA 

  
Born: 1947, Zug 
Lives: Richterswil and Amden  
 
1971 – 73  
Federal grant for applied art 
1984 – 85  
Trip to Poland 
1990 
First important solo exhibition „Aschewiese“, Kunsthalle Zürich 
1991  
Visiting Artist in El Cabrito La Gomera 
1994, 1995 
Trips to Japan 
1996  
Visiting artist in London, Landis & Gyr 
Trip through England and Scottland 
1997  
Visiting artist in Paris (Cité des Art) 
Max – first video 
Štrba has in fact forsaken photographic work in favour of work exclusively with video 
1998 - 99 
Trips to New York and England 
2004 
Frances and the Elves – up to the present her last video  

 
Solo exhibitions 
2005 Galerie Rudolfinum, Praha 
2004 Galerie Krinzinger, Wien  
Galerie Anton Meier, Genève  
2003 NYIMA, Helmhaus Zürich  
2002 New York I, Autostadt Volkswagen, Wolfsburg 
Les cathédrales de monnaie, Galerie Fabian & Claude Walter, Basel 
2001 Kunsthaus Zug  
The Paradise 1, Douglas Hyde Gallery, Dublin  
Shades of Time, Centre National de la Photographie, Paris  
2000 Gallery Bill Maynes, New York 
Scalo Galerie, Zürich 
1999 Museum of Contemporary Art, Chicago 
Shades of Time, Galerie Fabian & Claude Walter, Basel  
1998 Maison Européenne de la Photographie, Paris 
Photographers´ Gallery, London  
1997 Galerie Ars Futura, Zürich 
1994 Albers Museum, Bottrop 
Ware Iri Ware Ni Iru, Galerie Urs Meile, Luzern  
1992 Galerie Eigen + Art, Berlin  
Galerie van Krimpen, Rotterdam 
1990 Aschewiese, Kunsthalle Zürich  

 
Group exhibitions 
2005 VIPER Basel / Image Forum Tokyo: Park Tower Hall, Goethe-Institute Kyoto, City Public 

Library – Fukuoka, Aichi Arts Center – Nagoya, 21st Century Museum of Contemporary Art, 
Kanazawa, Yokohama Museum of Art  

2004 9. Mostra Internazionale di Architettura – METAMORPH, Venezia 
2002 Claude Monet...bis zum digitalen Impressionismus, Fondation Beyeler, Riehen/Basel  

Zeitgenössische Fotokunst aus der Schweiz, Neuer Berliner Kunstverein, Berlin; Museum 
Bochum; Hallescher Kunstverein Halle; Städtische Galerie Villingen-Schwenningen  

2001 Wald/Explosionen, Helmhaus Zürich  



2000 ART 31 und Art Ulimited, Basel (Scalo, Galerie Fabian & Claude Walter, semina rerum) 
The Armory Show, New York (Scalo) 

1999  Trace, 1st Liverpool Biennial of Contemporary Art, Tate Gallery, Liverpool  
 The New Museum of Contemporary Art, New York 

Paris Photo, Carrousel du Louvre, Paris 
1998 Swiss Contemporary Art Exhibition, Seoul, Korea  
1997 Antechamber, Whitechapel Art Gallery, London  
1996 Prospect 96 - Fotografie in der Gegenwartskunst, Frankfurter Kunstverein/Schirn Kunsthalle, 

Frankfurt  
1995 Surroundings, Museum Fridericianum, Kassel  
1994 The Epic & The Everyday, Hayward Gallery, London  
 Another Continent, Tokyo Metropolitan Museum of Photography  
1993 Galerie Eigen + Art, New York  
1992  The Boundary Rider, Biennale of Sydney  

1991 Eigen + Art bei Kunst Werke Berlin  

 
Videos, DVDs 
FRANCES AND THE ELVES, 2004, 13’23’’, sound: Pe Lang 
KOMORI, 2003, 60’, sound: Samuel Schobinger 
AYA, 2003, 60‘, sound: Pe Lang 
TOKYO, 2003, 13‘, sound: Samuel Schobinger 
NYIMA, 2001, 29‘18‘‘, music: Milarepa´s Vajrasongs 
NEW YORK 2001, 2001, 19‘54‘‘, sound: Pe Lang 
DAWA, 2001, 53‘21‘‘, sound: Samuel Schobinger 
STREET PARADE 2, 2001, 16‘03‘‘, sound:Klausumzug Beckenried 
STREET PARADE 1, 2001, 14‘47‘‘, sound: Pe Lang 
VENICE, 2001, 6‘26‘‘, without sound 
BERLIN, 2000, 18‘28‘‘, sound: Pe Lang 
LOST GARDEN, 1999, 23‘, music: Nepalese folk song 
PARIS, 1999, 20‘41‘‘, sound: Pe Lang 
NY, 1999, 28‘53‘‘, sound: Pe Lang 
KOI, 1998, 30‘, sound Pe Lang 
MAX, 1997, 38‘04‘‘, without sound 

 
In collections 
Centre National des Arts Plastiques, Paris 
Maison Européenne de la Photographie, Paris 
FRAC Basse-Normandie, Caen 
FRAC Champagne-Ardenne, Reims 
FRAC Haute-Normandie, Sotteville-Les-Rouen 
Collection Premiere Heure, St. Cloud 
Celebrity Cruises, London 
Leeds City Art Gallery, Leeds 
Scottish National Gallery of Modern Art, Edinburgh 
Hamburger Kunsthalle  
Pinakothek der Moderne, München 
Sammlung HVB Group, München 
Sammlung Bosshard, Rapperswil - Jona 
Kunstmuseum Bern 
Fotomuseum Winterthur 
Kunsthaus Zug 
Kunsthaus Zürich 
Schweizerisches Landesmuseum, Zürich  

Frederick R. Weisman Art Foundation, Los Angeles 
The Margulies Collection at the Warehouse, Miami 
 
Monographies 
Štrba, Annelies: NYIMA. Text by Simon Maurer. Zürich: Helmhaus Zürich/Basel: Christoph Merian 
Verlag, 2003 
Štrba, Annelies: AYA. Zürich, Berlin, New York: Scalo, 2002 



Štrba, Annelies: ÅN1 - ÅN11. Richterswil: Annelies Štrba, 2001 (to the exhibition in Kunsthaus Zug) 
Štrba, Annelies: Shades of Time. Text by: Ilma Rakusa. Baden: Lars Müller Publishers, 1997 
Štrba, Annelies: Ware iri ware ni iru. Text by: Roman Kurzmeyer. Luzern: Galerie Urs Meile, 1994 
Štrba, Annelies: Aschewiese. Text by: Bernhard Bürgi, Georg Kohler. Zürich: Edition Howeg, 1990 (to 
the exhibition in Kunsthalle Zürich) 
Štrba, Annelies/Schobinger, Bernard. Devon, Karbon, Perm.62 ausgewählte Objekte, 1984-1987. 
Fotografiert von A. Štrba. Zürich: Edition Howeg, 1988 



  

 


