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GIACOMETTI — ANSIKTE MOT ANSIKTE

Alberto Giacometti (1901-1966) anldnde tjugoett &r
gammal till Paris for att studera skulptur pa Acadé-
mie de la Grande Chaumiére. Tidigt tog han del
av det intellektuella livet i staden, som fore andra
virldskriget samlade konstnéarer och forfattare fran
hela virlden. Sirskilt utbytet med de tre forfattarna
Georges Bataille, Jean Genet och Samuel Beckett
gjorde stort intryck pa Giacometti. Den hér utstéll-
ningen undersoker hur motet med Becketts irratio-
nella, klaustrofobiska virldar, Batailles vdldsamma
motstand mot stelbenta konventioner och Genets
vordnadsfulla skildringar av samhéllets skuggsida,
limnade spar i Giacomettis konstnarskap.

Som konstnir var Giacometti i hela sitt liv upptagen
av sin otillricklighet infor att skildra verkligheten.
Under 1930-talet stdllde han ut sina verk tillsammans
med surrealisterna, men han gick snart en egen vag.
Istillet for att se till den abstrakta konsten som domi-
nerade Paris vid tiden, sokte han sig bakét i konsthis-
torien — till forhistorisk konst och icke-vasterldndska
konstforemal. Idag 4r hans briackliga och egendom-
ligt avsmalnade gestalter ssmmanbundna med bilden
aven okuvligmansklighet.

GIACOMETTI - FACE TO FACE

At the age of twenty-one Alberto Giacometti (1901
1966) arrived in Paris to study sculpture at the
Académie de la Grande Chaumiére. He participated
in the intellectual life of the city, which before the
Second World War was a hub for artists and intel-
lectuals from all over the world. The close dialogue
with the three writers Georges Bataille, Jean Genet
and Samuel Beckett had a particularly strong impact
on Giacometti. This exhibition sets out to trace the
marks that Giacometti’s encounter with Beckett’s
irrational, closed-off worlds, Bataille’s violent oppo-
sition to staid conventions and Genet’s reverential
depictions of life in the margins of society, left on the
artist’s work.

Throughout his artistic career, Giacometti was preoc-
cupied with his own inadequacy when it came to de-
picting reality. In the 1930s he exhibited his work with
the Surrealists but soon went his own way. Instead of
looking to abstract art, which dominated Paris at the
time, Giacometti cast his gaze further back in time —to
prehistoric art and non-Western art objects. Today
his fragile and strangely elongated figures are associ-
ated with theimage of a resilient humanity.




HUVUDEN

Alberto Giacometti gjorde sina forsta konstndrliga
arbeten i faderns ateljé i hembyn Stampa, Schweiz.
Under hela sitt liv avbildade Giacometti manniskor,
omsom efter levande modell och 6msom utifrdn min-
net. Redan tidigt hade han svarigheter att koncentrera
sig pa mer dn en aspekt av modellen i taget. Han upp-
levde det som omojligt att finga en kropp i sin helhet.
For att avgridnsa problematiken fokuserade han un-
der perioder pa att gestalta huvuden. "Om man har
ett huvud faller allt annat pa plats, om man inte har
huvudet har man ingenting”, hivdade Giacometti.

Huvudena gér fran verklighetstroget avbildande, dver
kubism och abstraktion, till vdldsam expressivitet.
1 Faderns huvud (platt I) (1927—30) har han ristat in
ansiktsdragen i gipsen, som om han tecknade snara-
re 4n skulpterade. Giacometti beholl Huvud, Diego
som barn (1914-15), ett ungdomsverk med brodern som
motiv, i sin ateljé under hela livet. Kanske som en pé-
minnelse om att hans stravan alltid varit densamma:
Attné bortom det man tror sig veta och istéllet skildra
manniskan sdsom hon verkligen framstar for ogat.

HEADS

Alberto Giacometti produced his first artworks in
his father’s studio in his hometown Stampa, Switzer-
land. He depicted people throughout his career, at
times rendered from life, at times from memory - yet,
from the very start, he struggled to concentrate on
more than one aspect of the model at once. Finding it
impossible to capture a body in its entirety he tried to
delimit the problem by focussing on portraying only
heads for periods of time. Giacometti claimed that
‘if you have a head, you have all the rest; if you don’t
have the head, you have nothing’.

The heads went from realistic depictions, over cub-
ism and abstraction, to violent expression. In Head
of the Father (Flat I) (1927-30) he carved the facial
features into the plaster, as if he was drawing rather
than sculpting. Giacometti kept Head of Diego, Child
(1914-15), a work from his youth with his brother as
motif, in his studio throughout his life. Perhaps it
served as a reminder of the fact that his aim has al-
ways been the same: to reach beyond what you think
you know and instead depict the human form in the
way it really appears to the eye.




STILISTIK: INSPIRATION FRAN
ANDRA KULTURER

Vid mitten av 1920-talet sokte Giacometti nya sétt
att skildra verkligheten. En skulptér som Constantin
Brancusi gav impulser att undersoka ett symboliskt
och mer formellt bildspréak. Intresset for stilistik
fick honom att himta inspiration frdn utomeurope-
isk konst, i likhet med manga andra konstnérer. In-
fluenser fran den afrikanska kontinenten lag i tiden
ochjazzen hade kommit till Paris. P4 Louvren och pa
det etnografiska museet Trocadéro sig Giacometti
foremal fran bland annat oceanisk, mexikansk och
egyptisk kultur, vilket ldmnat spar i den totemlik-
nande Paret (1926) och i den nagot senare Det osynliga
foremdlet (1934—35). Han skalade av allt fler detaljer.
Haligheter, mjuka inbuktningar och utskjutande
former gav en antydan om kroppar, trots att skulptu-
rerna var platta. Nar konstndren André Masson sag
dessa plana verk 1929 beslot han sig for att introducera
Giacomettiisurrealistiska kretsar.

STYLE: INSPIRATION FROM
OTHER CULTURES

Around the mid-1920s Giacometti looked for new
ways to portray reality. A sculptor like Constantin
Brancusi would have given him the impulse to ex-
plore a symbolic and more formal aesthetic. His
interest in new styles had him gathering inspiration
from non-European art, like many other artists of
his time. Influences from the African continent were
all the rage and jazz had come to Paris. At the Lou-
vre and the Ethnographic Museum of Trocadéro,
Giacometti saw objects from the Oceanic, Mexican
and Egyptian cultures, leaving palpable traces on the
totem-like The Couple (1926) and, a bit later, Invisible
Object (1934-35). Increasingly, his work was stripped
of details. Cavities, soft indentations, and protruding
forms hinted at bodies, although the sculptures were
flat. When the artist André Masson saw these flat
works in 1929, he decided to introduce Giacometti
into Surrealist circles.




OBEHAGLIGA FOREMAL:
GIACOMETTI OCH BATAILLE

Giacometti ldrde kdnna forfattarna Michel Leiris
och Georges Bataille, som bada tagit avstand frdn
surrealistgruppen. Bataille och Leiris var med och
grundade redaktionen bakom tidskriften Documents,
som publicerade allt fran artiklar om film, etnografi
och avantgardistisk konst till bilder av fetischer och
brutala scener fran slakthus. Documents blev en inspi-
rationskélla som Giacomettistandigt dtervédnde till.

I Spets mot dgat (1930-31) och den erotiskt laddade
Upphiingd kula (1931) syns tydliga influenser fran
Batailles roman Ogats historia (1928). Det ir en por-
nografisk bok fylld av sadomasochism och besatthet,
dar runda former — 6gon, brost, testiklar, 4gg — spelar
en central roll. Giacomettis skulpturer fran den hir
tiden 4r ofta gjorda i ett liggande format och préglas
av sexualitet och vald. De blottar en komplicerad rela-
tion till kvinnor, som ocksé ar kidnnetecknande for
surrealismen i stort. Det horisontella representerar
det djuriska och ldga, medan det vertikala betonar
forbindelsen mellan himmel och jord. Sexualitet som
miénsklig drivkraft aterkommer genom hela Giaco-
mettis konstndrskap, men ar sarskilt uttalat under det
tidiga 1930-talet.

DISAGREEABLE OBJECTS:
GIACOMETTI AND BATAILLE

Giacometti became acquainted with the writers
Michel Leiris and Georges Bataille, who had dis-
tanced themselves from the Surrealist group. Bataille
and Leiris were co-founding editors of the journal
Documents, which published material ranging from
articles on film, ethnography and avantgarde art to
images of fetishes and brutal scenes from abattoirs.
Documents became a recurring source of inspiration
for Giacometti.

Point to the Eye (1930—31) and the erotically charged
Suspended Ball (1931) were quite obviously influenced
by Bataille’s Story of the Eye (1928), the pornographic
novel filled with sadomasochism and obsession, in
which round forms — eyes, breasts, testicles, eggs —
play a central role. Giacometti’s sculptures from the
time are often horizontal and marked by sexuality
and violence. They reveal a complex relationship with
women, which is also characteristic of Surrealism as
a whole. Horizontality represents the bestial and low,
while verticality emphasises the connection between
heaven and earth. Sexuality as a human driving force
isarecurring theme in Giacometti’s work, but is espe-
cially pronounced in the early 1930s.




ATER TILL FIGURATIONEN

Ar 1932 dog Giacomettis far, och konstniren sorjde
honom djupt. Surrealismen forefoll vara en &ter-
vandsgrand och efter oenigheter med ledaren André
Breton uteslots han ur surrealistgruppen 1935. Fran
mitten av 1930-talet d4gnade sig Giacometti aterigen
at att skildra manniskor och problemen var alltjimt
desamma: Ju mer han betraktade sin modell, desto
mer fordndrades upplevelsen av vad han sag. Att
skulptera nagon i verklig storlek blev sant bara om
han stod precis intill modellen. Efter att ha fatt syn
pa sin vdan Isabel Nicholas (senare Rawsthorne) pa
avstand och upplevt hur liten hon tedde sig, borja-
de han gora sina skulpturer allt mindre. Den minsta
blev bara ett par centimeter hog.

Vid andra varldskrigets utbrott blev Giacometti till
en borjan kvar i Paris, i likhet med bland andra dra-
matikern Samuel Beckett, som han trédffat ett par
ar tidigare. Forst ett ar efter att Tyskland invaderat
Frankrike reste han hem till Schweiz, och stanna-
de dir under resten av kriget. Nar han val atervinde
till Paris fanns en méngd teckningar och sméskaliga
skulptureribagaget, de allra flesta gjorda ur minnet.

BACKTO FIGURATION

Giacometti’s father died in 1932, and the artist
mourned him deeply. Surrealism seemed to be a dead
end and after a disagreement with its leader André
Breton, he was expelled from the Surrealist group in
1935. From the mid-1930s onwards, Giacometti re-
turned to the depiction of the human figure and his
problems were still the same: the more he observed
his model, the more the experience of what he saw
changed. Sculpting something to scale was only true if
he stood right next to the model. After catching sight
of his friend Isabel Nicholas (later Rawsthorne) from
a distance and experiencing how small she seemed,
he started making his sculptures smaller and smaller.
The smallest was only a few centimetres tall.

When the Second World War broke out, Giacometti
initially remained in Paris, as did the playwright
Samuel Beckett, whom he had met a few years before.
Notuntil a year after the German invasion of France,
he travelled home to Switzerland, where he stayed for
the rest of the war. When he eventually returned to
Paris in September 1945, he brought with him a num-
ber of drawings and small-scale sculptures, most of
them created from memory.




HOGA GESTALTER

Efter 1945 upplevde Giacometti att han sag verklig-
heten med nya 6gon. Figurerna blev aterigen storre
i formatet, karaktéristiskt smala med stora, tunga
fotter. Senare skulle konstkritiker associera dem till
koncentrationslidgrens avmagrade fangar, en kopp-
ling som Giacometti aldrig framholl sjdlv. Trots att
gestalterna dr tummade och tdrda utstrdlar de res-
ning och vardighet och tar ett forvdnansvirt stort ut-
rymmeiansprak.

Giacometti besokte ofta Paris bordeller och manga
av kvinnogestalterna utgar fran hans minnesbilder
av de prostituerade som han umgétts med under
manga ar. Det viktigaste tillhallet, Le Sphinx, var
ocksa populdart bland intellektuella som Samuel
Beckett, Simone de Beauvoir och Jean-Paul Sartre.
I Fyra kvinnor pd sockel (1950) representerar den sto-
ra sockeln dansgolvet pd Le Sphinx, en odverstiglig
stracka som maste tillryggaldggas for att na fram till
kvinnorna pa andra sidan. Som regel avbildade han
kvinnor stiende, medan mannen fangas mittien ro-
relse. Han menade att det var kopplat till att kvinnor
foreféll honom mer avlagsna.

TALL FIGURES

After 1945, Giacometti felt that he saw reality with
new eyes. His figures once again became large in for-
mat, characteristically slender with large, heavy feet.
Art critics would later associate them to the emaciat-
ed captives of the concentration camps, a connection
never pointed out by Giacometti himself. Although
the figures are worn and haggard, they radiate rec-
titude and dignity and take up a surprisingly large
amount of space.

Giacometti often visited the bordellos of Paris and
many of the female figures are based on his recollec-
tions of prostitutes. The most prominent hang-out,
Le Sphinx, was also popular among intellectuals such
as Samuel Beckett, Simone de Beauvoir and Jean-
Paul Sartre. The large plinth in Four Women on a Base
(1950) represents the ball room floor of Le Sphinx,
an insurmountable distance that had to be covered
in order to reach the women on the other side. As a
rule, he portrayed women standing, while the men
are caught in mid-movement. He thought that it was
connected to women seeming more remote to him.




Obehagligt foremal/Disagreeable Object, 1931




ATELJEN: GIACOMETTI OCH GENET

Den oansenliga ateljén pa rue Hippolyte Maindron
i stadsdelen Montparnasse var Giacomettis arbets-
plats och bostad fran 1926 fram till hans dod. Vig-
garna tjdnstgjorde som skissblock och rummet var
tackt av griatt damm fran gips och lera. Brodern
Diego bodde bredvid ateljén och fungerade som as-
sistent och modell.

Den franske forfattaren Jean Genet delade Giaco-
mettis intresse for marginaliserade existenser och
den ensamma méanniskan. I sin bok Giacomettis ateljé
reflekterar han dver ateljéns, kvinnornas och dédens
betydelse i Giacomettis konst. Han menade att por-
tritten dr sd fyllda av liv att de ndstan framstar som
forstenade, doda: “Pa tjugo meters hall dr varje por-
trétt en liten massa av liv — hard som en kiselsten och
proppfull som ett 4gg — som utan vidare kunde ge né-
ring 4t hundra nya portritt.” For Genet befinner sig
Giacomettis gestalter bortom tid och rum i sin monu-
mentala ensamhet. De karvade och bemalade skulp-
turerna fran 1950-talet, da Genet ofta besokte ateljén,
ger intryck av arkeologiska fynd.

THE STUDIO: GIACOMETTI AND GENET

The humble studio on rue Hippolyte Maindron in
Montparnasse was Giacometti’s workplace and res-
idence from 1926 until his death. The walls served as
a sketchpad and the room was covered in grey dust
from plaster and clay. His brother Diego lived next to
the studio and functioned as his assistant and model.

The French writer Jean Genet shared Giacometti’s
interest in marginalised existences and lonely peo-
ple. In his book The Studio of Giacometti he reflects
on the importance of the studio, women and death in
Giacometti’s work. He found the portraits so full of
life that they almost seemed petrified, dead: ‘From a
twenty-metre distance, every portrait is a little mass
of life — as hard as a pebble and stuffed like an egg —
which could easily feed a hundred new portraits.” For
Genet, Giacometti’s figures defy time and space in
their monumental loneliness. The carved and painted
sculptures from the 1950s, when Genet often visited
the studio, give the impression of archaeological finds.




Fyra kvinnor p& sackel/Four Wamen on a Base, 1950

ine i rod klanning/Carcline in a Red Dress, 1964-65




VERKLIGHETENS DUBBELGANGARE:
GIACOMETTI OCH BECKETT

Giacometti ldrde kdnna den irldndske forfattaren
Samuel Beckett omkring 1937 och de kom att foljas
at under manga ar i Paris. Beckett var kidrv och fa-
ordig, Giacometti utatriktad och pratsam. Anda
trivdes de i varandras sillskap. De delade en strivan
efter att uppna en koncentrerad méansklighet i sina
verk, och vigen dit gick via extrem reduktion. Isole-
ring, exil och tomrum &ar centrala begrepp i respek-
tive konstnarskap. I Becketts absurdistiska dramer
ar tystnaden lika viktig som orden. Giacomettis verk
Komposition med tre figurer och ett huvud (Torget),
1950 framstar som ett scenrum dir ingen interaktion
sker mellan gestalterna. Aven i malningar som Morkt
landskap (Stampa) (1952) ar tomrummet betydelse-
barande. 1961 gjorde Giacometti den sparsmakade
scenografin — ett ensamt magert trad i gips — till en
uppsattning av Becketts pjds I vintan pa Godot (1952).

A DOUBLE OF REALITY:
GIACOMETTI AND BECKETT

Giacometti got to know the Irish writer Samuel
Beckett around 1937 and they accompanied one an-
other for many years in Paris. Beckett was harsh and
laconic, Giacometti extrovert and talkative, yet they
enjoyed each other’s company. They both sought to
achieve a concentrated humanity in their work, and
the way there went through extreme reduction. Isola-
tion, exile and emptiness are central themes in their
respective work. In Beckett’s absurdist plays, silence
is asimportant as the words. Giacometti’s work Com-
position with Three Figures and a Head (the Square)
(1950) resembles a stage on which no interaction occurs
between the figures. The emptiness is also significant
in paintings such as Dark Landscape (Stampa) (1952).
In 1961, Giacometti created the sparse stage design—a
lonely, scraggy tree in plaster — for a performance of
Beckett’s play Waiting for Godot (1952).




PORTRATT OCH MISSLYCKANDEN

”Alltid forsokt. Alltid misslyckats. Inte viktigt. Forso-
ka igen. Misslyckas igen. Misslyckas battre.” Becketts
ord kunde vara en sammanfattning av Giacomettis
arbetssitt. Konstkritikern James Lord har i sin bok
Giacometti mdlar portrdtt (1965) beskrivit sina erfaren-
heter av att sitta modell. Varje dag inleddes hoppfullt
men avslutades med att Giacometti malade Gver det
han dittills hade dstadkommit. Att bara goéra om pa
ytan var otdnkbart, eftersom en mélning eller skulp-
tur maste byggas inifran och ut. ”Jag vet inte om jag
arbetar for att skapa nagot eller for att fa veta varfor
jag inte kan astadkomma det jag skulle vilja astad-
komma”, konstaterade han.

Fran omkring 1950 dgnade sig Giacometti lika mycket
at méaleri som at skulptur. Hans huvudsakliga mo-
deller var brodern Diego och hustrun Annette. Var-
je gang de avbildades forsokte han se de vdlbekanta
dragen pa nytt, inte for att skildra dem som person-
ligheter utan som ménniskor. Under 1960-talet malade
han ocksa en rad livfulla portritt av dlskarinnan
Caroline, med sdllsynta inslag av farg.

PORTRAITS AND FAILURES

‘Ever tried. Ever failed. No matter. Try again. Fail
again. Fail better.” Beckett’s words could be a summa-
ry of Giacometti’s practice. In his book 4 Giacometti
Portrait (1965), the art critic James Lord described
his experience of being a model. Every day started
off hopeful but ended with Giacometti painting over
what he had hitherto accomplished. Just making
superficial changes was unthinkable to him, since a
painting or a sculpture had to be built from the inside
out. As he noted, ‘I do not know whether I work in
order to make something or in order to know why [
cannot make what I would like to make.’

From around 1950, Giacometti spent about as much
time sculpting as painting. His principal models were
his brother Diego and his wife Annette. Every time he
depicted them he tried to see their familiar features
anew, in order to portray them not as personalities
but as humans. In the 1960s he also painted a succes-
sion of vibrant portraits of his mistress Caroline,
with rare strains of colour.




GIACOMETTI OCH PARIS

Kvarteren kring ateljén var Giacomettis livsrum.
Stadsdelen Montparnasse sjod av liv och caféerna
var viktiga motesplatser for intellektuella fran hela
virlden. Han umgicks med ménga av tidens framsta-
ende konstnirer, forfattare och filosofer och engage-
rade sig gdrna i samtal om politik, anti-kolonialism
och existentialism. Men den mesta tiden tillbringade
Giacometti i sin ateljé. Emellanat kom konsthandla-
reeller véinner dit. Aven sedan han pa 1940-talet gjort
sig ett namn, stod dorren stod 6ppen for besokare.
Arbetet avbrots av en enkel lunch pa ett café i nérhe-
ten. Vid cafébordet tecknade han med kulspetspen-
na i dagstidningar, kopierade en bild som fédngade
intresset eller ritade av ndgot i omgivningen. Stén-
digt pé jakt efter att finga motivet som det verkligen
sdg ut. Det "ar ganska onormalt att 4gna sin tid &t att
forsoka kopiera ett huvud snarare dn att leva sitt liv”,
konstaterade han sjalv.

GIACOMETTI AND PARIS

The neighbourhood around the studio was Giaco-
metti’s habitat. Montparnasse teemed with life and the
cafés were important meeting places for intellectuals
from all over the world. He socialised with many of
his time’s most prominent artists, writers and phi-
losophers and liked to engage in discussions on poli-
tics, anti-colonialism and existentialism. Most of the
time, however, Giacometti was in his studio, where
art dealers and friends would visit him from time to
time. Even after he had made a name for himself in
the 1940s, visitors were always welcome. He would in-
terrupt his work with a simple lunch at a nearby café.
Atthe table he’d draw with a ballpoint pen in newspa-
pers, copy an image that caught his interest or sketch
something in his surroundings, constantly trying to
capture the motif as it really appeared to him. As he
pointed out himself, ‘it’s rather abnormal to spend
one’s time, instead of living, trying to copy a head’.
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Fér att minska sprid-
ning av coronaviruset
reglerar Moderna
Museet antalet
besckare. Biljetter
till utstallning

och program kodps
pa tickster via
modernamuseet.se
och géaller vid en viss
tidpunkt. Begransat
antal platser.

PRESENTATIONER

1ordagar och sondagar
klis1Auditoriet. Biljetten
galler plats pa presen-

tationen samtentrétill
utstallningen. Pasvenska.

VISNINGAR
Tretisdagar k1181
utstallningen.

3.1 Ylva Hillstrom,
intendent, Formedling
24.11 Jo Widoff, curator
1.12 Olle Eriksson,
utstallningsproducent
Biljetten galler platspa
visningen samt entre till
utstallningen. Pasvenska.

To avoid the spread

of the coronavirus,
Moderna Museet is
admitting only a
limited number of visi-
tors at a time. Tickets
to the exhibition and
related events can be
bought for specific time
slots at tickster via
modernamuseet.se.
There is a limited
number of tickets only.

PRESENTATIONS

Saturdaysand Sundays at

3 pmin the Auditorium.
Tickets arevalid for the
presentation and admission
to the exhibition. In Swedish.

GUIDED TOURS

Three Tuesdaysat6pminthe
exhibition space.

3.11 Ylva Hillstrom, curator
Learning

24.11 Jo Wadoff, curator

1.12 Olle Eriksson,

exhibition manager

Tickets are valid for the
presentation and admission
to the exhibition. In Swedish.







