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ALBERTO GIACOMETTI / SOPHIE RISTELHUEBER. LEGACY
27-09 > 30-11-2022
Presented this autumn at the Giacometti Institute, the exhibition “Legacy” places in dialogue old works
never exhibited before as well as some new productions by Sophie Ristelhueber and a series of works
by Alberto Giacometti. Internationally acclaimed for her photographic work on the war, the artist
presents here a reflection as important but less known to the public around traces of family memory
inscribed in the places and objects of reminiscence.
In the œuvre of the Swiss artist, Ristelhueber chose the enduring part played by the family constellation
and the environment of his childhood by selecting a gallery of painted portraits and a series of heads
in plaster of his family, made at various times in his life. Emphasising for the first time at the Institute
the importance of painting in Giacometti’s œuvre, this presentation of various family portraits and
portraits of close friends gives us the opportunity to understand the force and singularity of those works
of intimacy.
To the house of Stampa, Giacometti’s native village, with which he remained connected throughout his
life, Ristelhueber associates her family home of Vulaines, which was the theatre of her childhood and the
subject of many photographic series suffused with fascination and melancholia. Situated at the meeting
point of the intimate and the public, of memory and oblivion, those traces represent Giacometti’s personal
story, just like Ristelhueber’s recollections.
The correspondence between individual experience and the human condition that underlies both artists’
work, is organised in a confrontation arranged between the photographic series Ristelhueber made
at the hospital on the reconstructed bodies and Giacometti’s scarified sculptures. In those photographs
of faces, as in a series of new images capturing the intensity of Giacometti’s small sculpted heads,
Sophie Ristelhueber takes another look at one of the key topics of the modern artist, the ambivalence
between life and death in art representation.
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Around the exhibition
Guided tours in French
From Tuesday to Friday at 11 a.m. and 2.30 p.m.
Saturday and Sunday at 2.30 p.m.
Guided tours in English
Saturday at 11 a.m.
Tours for families
Sunday at 11 a.m.
ASSOCIATED PROGRAMME
Meeting with the artist
with Hugo Daniel, exhibition curator
Thursday 6 October at 6.30 p.m.
Giacometti Lab - 9, rue Victor Schoelcher
75014 Paris
Free entry upon availability

ART WORKSHOPS
Booking:
www.bit.ly/GiacomettiBilletterie
Workshops for children, families and teens
in the half-term October holidays

Around the exhibition
“Alberto Giacometti/Sophie Ristelhueber. Legacy”
Modelling workshop
“Reclining head”
Families with children over 5 years old
Fees: €15 for participant
From 25 to 30 November 2022
From 3 p.m. to 5 p.m.
In the exhibition, several heads sculpted by Giacometti
are presented laid out on silk paper. What does this
unusual position tell us? In this workshop, the participants will model a head in clay, then imagine how to
present it horizontally.
Photo workshop
“From close up to landscape”
Children from 6 to 12 years old
Fees: €15 per participant
From 1 to 4 November 2022
From 3 p.m. to 5 p.m.
Camera in hand, the children will discover
Sophie Ristelhueber’s work and learn how to compose
their own images: angle, frame, lines, shots, light…
Institut Giacometti becomes a field for experimenting
with photography. The workshop will continue with a
period of time for drawing from a shape photographed
in close-up, whose lines will be extended onto paper
to create a landscape.
Linocut workshop
“Printed portrait”
Teens from 13 to 16
Fees: €20 per participant
Saturday 5 and Sunday 6 October 2022
From 2 p.m. to 5 p.m.
Experiment with the linocut technique to make a
portrait and print it in several copies. After visiting
the exhibition, where you will discover the portraits
painted by Giacometti and the photographs of Sophie
Ristelhueber, draw, etch and print your own work.

5

PRESENTATION OF THE EXHIBITION

Curator: Hugo Daniel
The “Legacy” exhibition creates a dialogue between both artists by placing some
of Sophie Ristelhueber’s old pieces not previously exhibited and her new productions
alongside a series of works by Alberto Giacometti.
Ristelhueber presents a reflection around the traces of family memory inscribed in the places
and objects of reminiscence. Taking advantage of the specificities of the Institute,
an exhibition space opposed to the neutrality of the White Cube, makes it possible to bring
closer those works on intimacy.
In an approach suffused by melancholy, Ristelhueber revisits one of the main subjects
inspiring the modern artist, the ambivalence between life and death in art representation.

Sophie Ristelhueber
Legacy, 2022
Black and white photographs, pigment print
110 x 284 cm
Collection of the artist
© Adagp, Paris 2022

LEGACY, 2022
Legacy, which gives its title to the exhibition, is like a dream from Stampa, the childhood
place of Giacometti. The photograph, subdivided into a polyptych, combines landscapes
taken from a previous work (the photographs made between 1984 and 1986 during a photo
mission to the Datar) and two photo portraits that pierce them like an arrow slit: one of the
artist, the other of her paternal grand-mother. The juxtaposition of images a priori
incompatible is a recurrent principle in Ristelhueber’s work. Here it is used to illustrate
a reflection of family memory, underlined by the English title: more than the French term
of “heritage”, “Legacy” evokes the immaterial aspects of family transmission.
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AMONG THE PIECES EXHIBITED

Sophie Ristelhueber

Every One #13, 1994
Black and white photographs, pigment
print - 270 x 180 cm
Collection of the artist
© Adagp, Paris 2022

EVERY ONE #13, 1994
Like Ristelhueber, Giacometti sampled fragments of real life to work with memory
and metaphor. So the scars of Every One (1994) evoke the ambiguity of a restorative
violence. By approaching in a roundabout way other scars witnessed in Yugoslavia,
they allow for a discreet homage to the victims of war. In the same way in Giacometti’s
work, the fragments of the body, head or hand, are often metaphors with multiple registers.
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AMONG THE PIECES EXHIBITED

Sophie Ristelhueber

Vulaines I, 1989
Diptych: silver halide prints (unique print)
180 x 208 cm each
Collection of the artist
© Adagp, Paris 2022

VULAINES I, 1989
Vulaines, Stampa: both artists are haunted by the place of their childhood. In the seven
diptychs of Vulaines (1989), montages of childhood photographs and views from inside the
family home, the tension between the snapshot of childhood in black and white and that
in colours emphasises the passage of time, the chasm in the montage that separates
the two photographic moments, reproducing the brutality of the gap between the vision
at a child’s height and the vision of the adult. These photo installations, as later on
Les Barricades mystérieuses (1995), work the family material by bringing into play
the recollection and the effect of recollecting. To do so, Ristelhueber, just like Giacometti,
goes through the cracks of representation, shifts the gaze by focusing on details.
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AMONG THE PIECES EXHIBITED

Alberto Giacometti

Sophie Ristelhueber
Alberto Giacometti,
Head of Marie-Laure de Noailles
Pigment print - 33 x 50 cm
Collection of the artist
© Adagp, Paris 2022

ALBERTO GIACOMETTI, HEAD OF MARIE-LAURE DE NOAILLES, 1946
(2022)

In Giacometti’s oeuvre, Sophie Ristelhueber has paid special attention
to the intimate part: the family portraits, and in the sculpted work,
the plasters rather than the bronzes. She was attracted by the small
sculpted heads, that she chose to exhibit and photograph laid out on
silk paper, as on pillows. She placed them alongside a series of previous
photographs she had presented in 1982 at the Paris Biennale,
and that she had not exhibited since.
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AMONG THE PIECES EXHIBITED

Alberto Giacometti
Large head, 1960
Painted plaster
100,5 x 31,7 x 43,1 cm

Fondation Giacometti
© Succession Alberto Giacometti/ADAGP, Paris 2022

LARGE HEAD, 1958
At the beginning of the year 1958, Giacometti made a series of sculptures for an exhibition at Galerie
Pierre Matisse in New York. He sculpted several tall women directly in fresh plaster, as well as this head,
fixed on a long neck. It shows an elongated face whose matter has been worked upon quite violently
with a penknife. The deep cuts are reminiscent of the incisive lines of the artist’s drawings often found
in his painting too.
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CATALOGUE

Catalogue co-edited by Fondation Giacometti, Paris, and FAGE éditions, Lyon,
bilingual French/English.
160 pages
Format 16.5 x 23.5 cm
135 illustrations
Price: €24
ISBN 978 2 84975 724 6
This richly illustrated catalogue offers the opportunity to appreciate the energy of these intimate
pieces. In an approach suffused with melancholy, Ristelhueber revisits one of the fundamental
subjects inspiring the modern artist, the ambivalence between life and death in art representation.
SUMMARY
OBSESSIVE METAPHORS
HUGO DANIEL
SHARED BEDROOM
PIERRE WAT
SOPHIE RISTELHUEBER, “BIG HORIZONTAL”
THOMAS SCHLESSER
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CATALOGUE TEXT

Obsessive metaphors
Hugo Daniel, curator of the exhibition
“The greatest or smallest artistic quality
is only ever the sign
of the greatest or smallest obsession of the artist with his subject;
the form is always in proportion to that obsession1.”
“A propos de Jacques Callot”, Alberto Giacometti, 1945
Making a detour through the work of another artist often provides an opportunity to convey
a profound truth about oneself, otherwise inexpressible. In the text devoted to Jacques Callot in 1945,
Giacometti talked in fact about his own practice. If he brought the “obsessions” of the engraver close
to those of Goya and Géricault, it is because those artists, like him in 1945, were absorbed in “the
horrors of the war” 2. More than the motifs that those artists have in common (latent eroticism,
destruction, violence, the void), it is their connection that matters: Giacometti drew an imaginary
community he identified with in order to convey better the object of his own obsessions. For him,
he continues, “it is the origin of the subject and of the obsession that needs finding out” 3, for the act
of connecting is fundamental. Just as Giacometti went to discover Callot, Goya, Géricault,
Lautréamont… in the same way, Sophie Ristelhueber finds a support in the obsessive form
of Giacometti’s work. And that is the reason why she has not, in this exhibition, worked on Giacometti
as much as according to, from, with so that a thought process takes over from another, accompanies
it, completes it, and, at times, reveals it.
Obsession
As few others, Giacometti’s oeuvre is made of constant returns to the same subject, the same form,
the same posture, and the same act, facing a model or following his own associations.
Sophie Ristelhueber, whose visual thought process is rooted in its obsessive forms, had found
in Giacometti, against the apparent difference in their works, a profound community of spirit.
Before knowing she would become an artist, Ristelhueber wrote, during her humanities studies,
a dissertation on Robbe-Grillet’s La jalousie, a book which Giacometti was familiar with, interested
in the novel because of “those descriptive aspects that are repeated but are always different” 4.
The object of “mental solicitation, repetition of the same nature” 5, Giacometti, in his oeuvre, never
ceases to return to the same inaccessible subject. Among the recurrent forms given to that subject,
the human head is undoubtedly in his work the ultimate haunting form, tirelessly revisited in
sculpture, repeated in drawings, taken back, condensed and saturated in paintings.
Sophie Ristelhueber found, in that form specific to Giacometti, a support to what she calls her
“reverie” 6, a mooring-point that brings them close to her own recurrent forms: fragmented bodies,
operated on, caught in the tension of a scar that is both ravage and repair, like the knife punctures
of the sculptor were as much a caress as a laceration of the faces he extracted from clay and plaster.
Among the many heads made by Giacometti, that portrait of Annette, reworked and hollowed until
the head disappears under the skull, a model of those “sucked-in faces” mentioned by Genet7 .
As in Giacometti’s dream of a sculpture created to be buried and “offered to the dead” 8, his art
proceeds both from burying and from digging up.
Alberto Giacometti, “A propos de Jacques Callot”, Labyrinthe , n°7, 15 April 1945, p. 3, retaken in Écrits, Paris, Hermann, 2007, p.
65.
2.
Alberto Giacometti, ibid., p. 64.
3.
Ibidem, p. 65.
4
.Catherine Grenier, Sophie Ristelhueber, La guerre intérieure, Dijon, Les presses du réel, revised edition, 2019, p. 31.
5
. Alberto Giacometti, “Hier, sables mouvants” [1933], Écrits, op. cit., p. 37.
6
.Conversation with the author, June 2022.
7
. Jean Genet, L’atelier d’Alberto Giacometti, Paris, L’Arbalète, 1963, n. p.
8
.See Jean Genet, Ibid.
1.
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Oddly it was Giacometti’s closest relatives - father, mother, brothers and sister, his wife Annette - who
crystallised the need for a constant return to the same endeavour. To penetrate Giacometti’s oeuvre
is to enter a personal mythology, peopled with a forest of beings who tirelessly return, a network
of intimate relationships whose web the artist created throughout his life. That Sophie Ristelhueber was
sensitive to the importance of those bonds should be of little surprise for those who have caught onto
the force of memories in her work. Like Vulaines, Stampa: each artist is haunted by the places linked
to childhood. In the seven diptychs of Vulaines (1989), montages of photographs from her childhood
and views of the inside of the family home, the tension between the snapshot of childhood in black
and white and that in colour, underlines the fracture in time, the opening in the montage that s
eparates two photographic moments, reproducing the brutality of the gap between the view at a child’s
eye-level and that of the adult. The photo installations, as later Barricades mystérieuses (1995), work the
family material by articulating memory and the effect of memory. To do that,
Ristelhueber goes through the holes of representation, shifts the gaze by pausing on details.
That space of the absence, of the loss is the space of the distance hollowed and unreconcilable:
a wound that is not destined to be closed for it is life itself.
Those works help us to better understand the depth and the off-canvas of the many representations
of Stampa by Giacometti: landscapes in the area, views of the inside of the family home centred around
a piece of furniture, a detail of the house, a family member, family portraits. Memory comes back in fragments, hanging on a mountain peak, the hairpin turn of a road, a view onto the garden,
the corner of a piece of furniture, the ceiling of the “stua” 9, the chairs that do not move, or so little,
the suspension that was replaced only once. Those significant details do not simply convey the part
for the whole. They are hourglasses which measure the signs of passing time.
When she entered Giacometti’s oeuvre for this exhibition, Ristelhueber did precisely that, as she looked
closely at the intimate part of the oeuvre: the family paintings and the fragile heads in plaster and clay.
In surveying Giacometti’s personal mythology, in mixing it with hers, Ristelhueber leads us to shift our
gaze to better seize what is offered to it. Like the portrait, the landscape in Giacometti’s is not
a simple representation, it is a connection with the subject. The landscapes of the childhood places,
Stampa or Maloja, are not landscapes, in his oeuvre. They are the witnesses to a repeated relationship,
throughout the years, with the place of his youth, where the artist returned at least once a year.
They are landscapes embodied, territories experienced to which the paintings testify, caught in the
progressive awareness of a growing gap between the now and that moment of childhood. Stampa
is all that: location and inner space, image and childhood memory, gap hollowed each year,
autobiographical undertaking that goes beyond autobiography and does not call itself that.

9.
In Bregagliote (the dialect spoken in the Grisons, the region Stampa is located in), “stua” means “living room”. This room, in
.Giacometti’s family home, was the main living space.
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Black landscapes
Melancholy stepped into that hiatus in time, that “secret wound” 10 must even less surprise that the
connection to the childhood place takes the melancholic hue of the colour black. Giacometti ended
up identifying with that colour: “in my work, there is more dust and black” 11, he wrote. As in the photographs of Sophie Ristelhueber, Giacometti’s paintings convey a relation to time that is expressed through
colour. One can see how the shimmering colours of the portraits and landscapes painted by the artist
in his childhood and youth are progressively replaced with almost monochrome representations in which
grey, and sometimes black, dominates to the degree that the works, portraits as well as landscapes,
are often hollowed out with the black of beyond the grave. The four aquatints that illustrate René Char’s
book Retour amont (1965) 12, the last etchings made by the artist, amply show that as they associate,
on a black background, the human figure with the immensity of the “abyss” 13 and the void. Colours
convey the passage of time: working on Paris sans fin, Giacometti saw Paris “as a vague grey back spot
vague and deep, distant”, and he added: “I was in another life” 14.
In this regard, Ristelhueber extends Giacometti’s work, beautifully called “enveloped in shadows” 15
by Jean Genet. Legacy (2022) is like a reverie originated in Stampa. The photograph, subdivided
in a polyptych, combines black landscapes printed, following a process recurrent in the artist’s work,
from a previous work (in this case, the pictures made for a photographic mission for Datar 16 entitled
“Ouvrage d’art et paysage en montagne”) and two photo portraits that pierce them as through an arrow
slit: one of her grandmother, the other of herself. The juxtaposition of images a priori not matching
is a recurrent principle in Ristelhueber’s work. Since Beirut, if not earlier, the artist has made of the landscape the tool for a digression, for a space of projection. She has used it to tell the wounds of the world
by diverting the gaze from scenes too directly descriptive of the territories traumatised by conflicts she
approaches through architecture and the land, looking for wounds and stitches. The landscape in Legacy
is different: borrowed from the mission for Datar, those landscapes are a detour, like the summons to
Stampa could well have been a detour to approach Vulaines better. It would be an error of judgment to
draw a comparison between the war territories of Fait (1992) and Eleven Blowups (2006), and that, more
appeased and retrospective, of Chardon (2007), but the recurrence of those landscape forms shows to
what degree it represents a raw material for the artist.

10.

Jean Genet, Ibid.
.Alberto Giacometti, “GRIS, BRUN, NOIR…” Derrière le miroir, n°48-49, June 1952, accompanying the Georges Braque exhibition at
Galerie Maeght, Paris, non-paginated, retaken in Écrits, op. cit., p. 110. The text was written in Stampa in 1952.
12
.For this illustration Giacometti, wanting the depth of black, abandoned the first etchings to choose the process of aquatint which
he used for the first time, encouraged by the Crommelynck brothers. See in that respect the catalogue raisonné of prints, vol. 2, p.
726.
13
.Alberto Giacometti to René Char, Paris, 26 September 1965, Archives Fondation Giacometti.
14
. Alberto Giacometti, “Paris sans fin” [1964], in Écrits, op. cit., p. 157. Further on, Giacometti sees “the whole landscape already
black” (ibid, p. 159).
15
.Op.cit.
16
.Organization for Land use planning and regional action, active from 1963 to 2014, today Agence nationale de la cohésion des
territoires (ANCT).
11
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Landscape is a language that articulates the mental projection and shifts the gaze. On the subject
of the landscapes for Datar, Sophie Ristelhueber recalled, during their publication in 1989, “I looked,
in nature, for a material and a situation which, at the same time, allow me to keep the analytical
distance of an anatomy lesson, and a physical investment that gives me the impression, through
the effort itself, to work that material concretely. I found those conditions in the mountains. Not the
mountain as ‘original source of all the variants generated by nature’ but the mountain as ‘a cold
necessity, a necessity that is there for no reason, an accumulation of raw matter, masses in front
of which one can only say: it is what it is’”17. In La Campagne (1997), the landscapes arranged side by
side along the wall, accumulate green views whose names recall, on an adjacent plate, the massacres
they evoke: Mostar, Sarajevo, Srebrenica. The landscape is a fact, a data on which to lean and which
to confront. Le Chardon, a video shot in the Vercors in 2007, associates the ascent of a stony mountain
side marked by the groove of a road to Tolstoy’s text Hadji Murad, which surveys another “black land”
caused by human destruction, in which a surviving thistle pushes through.
With both artists, the recurrence of the landscape form challenges as much as the intensity of the
connection to landscape 18. What function does it fulfil? If it is, in all evidence, everything but representation, perhaps it is there to give shape to a thought by allowing a shift in meaning. It is also certainly
used to convey what a sense of propriety and the desire to keep a distance with reality prevent them
expressing any other way. As in the black landscapes of Retour Amont, as in the visions provoked, in
Giacometti, by that endless landscape that is Paris sans fin, the landscape in Ristelhueber is fundamentally elegiac. It is the tool and the metaphor of the relationship of man with the world. We perceive it
more particularly still in those almost romantic landscapes of mountains planted with trees that seem
to come, strangely enough, from the vicinity of Stampa. In her Grands paysages (2022), Ristelhueber
juxtaposes the inscription, in blood red, of the words of an artist (Giacometti, Bach and Tolstoy) to the
dramatic view of a steep valley, treated in shades of grey of great precision. So in Grand paysage #2:
“Giacometti says: there on the floor, like warships on the grey sea”, a vision drawn from the text for
Paris sans fin. The black landscape absorbs, sucks in and encourages the vision - “reverie” says
Ristelhueber. Giacometti, Bach, Tolstoy: Ristelhueber, as Giacometti did with Jacques Callot,
creates a personal constellation.

17
. Sophie Ristelhueber, comments from 1989 mentioned in Opérations, Dijon, Presses du réel, 2019, p 260. Sophie Ristelhueber
quotes Robert Legros, in his preface to Journal d’un voyage dans les Alpes bernoises by Hegel, Grenoble Edition Millon, 1988.
18
. On the importance of the landscape in Giacometti’s work, see Romain Perrin (ed.), Alberto Giacometti. Un arbre comme une
femme, une pierre comme une tête, exhibition catalogue, Paris, Institut Giacometti 22 June - 18 September 2022, Paris/Lyon,
Fondation Giacometti/Éditions Farge, 2022.

15

CATALOGUE TEXT

In Legacy (2022), the body of Sophie Ristelhueber figures twice, firstly in image, secondly in the process
of taking the photograph: it leaves in it a double print. The work is the act of connecting with bodies.
The close up operates a breaking in. The montage questions the link. The term “legacy” suggests a link
that goes beyond that of blood and inherited goods, evokes a legacy that is not material but spiritual,
commemorative. Like Giacometti in 1963 recognised himself in the features of his mother, Ristelhueber
juxtaposes her face with that of her maternal grandmother. In working the issue of the bond between
beings, between places, Legacy brings into play memory not in the sense of recollection but in its
eruptive, unintentional, spontaneous nature as much as in its constructed characteristics. “A generation
comes, a generation goes, but the land remains”: it is with those words from the prologue to
Ecclesiastes that Ristelhueber opened the book Mémoires du Lot19. The elegiac landscape also corresponds to a vision. In Giacometti’s, Stampa refers both to the childhood landscapes become melancholic
(unless they always were), and to the familiar face of the close relatives in which one recognises one’s
features because it resembles them. Grooves for grooves, the landscape, through montage, enables
the vision to take place. If, for Genet, Giacometti’s statues “speak to the dead” , to whom else does
Ristelhueber speak?.
To associate - the uses of metaphor
With time, Sophie Ristelhueber has made more complex the meaning of her photographic material.
Therefore, the re-use of photographs from one series to the next has a paradoxical effect. By disturbing
the effects of the reference to a given territorial reality, the images tend towards a form of generality
and objectivity. At the same time, because they are inscribed within the time of the work and memory
of the artist, they mobilise the subjectivity of the artist’s gaze as she carries out choices and connections.
Ristelhueber likes the images for their ambiguity, because they can describe a reality by showing
another, because they can produce a disturbance. So, for example, a bed is not a bed. Or rather it is at
the same time a bed, a fortress and a grave. It is the space for reverie as well as for the slumber of the
dead. The vision of Giacometti’s bed in the corner of his studio prompts her to establish a connection
between the death of Tolstoy, Giacometti and Proust. The bed is a metaphor for a transitory state.
Like Legacy, it conveys ambiguity and the passage between the living and the dead.
For a long time we have seen in Ristelhueber’s work a distanced objectivity close to Robbe-Grillet’s
nouveau roman. But like Robbe-Grillet, like Giacometti, she cannot possibly rid herself of realism.
In “Du réalisme à la réalité” (1955-1963), one of the texts gathered for Pour un nouveau roman
and contemporary to the beginning of Paris sans fin (1958-1965), Robbe-Grillet questions the definition
of realism, for him who, like Giacometti, endeavoured to report on reality. He structured a criticism
of realism around what he calls the “realist illusion”. This is how he explains it:
“At the time when I was writing The Voyeur, for example, while I was determined to describe with
precision the flight of the seagulls and the ebbing of the waves, I had the opportunity to make a brief
journey in winter to the coast of Brittany. On the way I was thinking: here’s a good opportunity
to observe things ‘from life’, to ‘refresh my memory’… But, as soon as I saw the first seabird, I understood
my mistake: on the one hand, the seagulls I was now seeing only had a vague relation to the birds I was
describing in my book, and on the other hand, I couldn’t care less.
The only seagulls that mattered to me at that moment were those found in my head.”21
Those words echo Giacometti’s experience, as the artist felt the need to go back to “sit facing reality”
after having pulled away from it. For the sculptor “a realist painting is a painting not real enough to
become a style. Its mistake is that it doesn’t resemble anything.22 ” They also echo Ristelhueber’s work,
an artist who, though bound to reality, approaches it at the same time through diversions.
.Sophie Ristelhueber, Mémoires du Lot, livre d'artiste (350 ex), 1990

19

2ø.

Jean Genet, l'Atelier d'Alberto Giacometti op.cit.

Alain Robbe-Grillet, “Du réalisme à la réalité” [1955-1963], Pour un nouveau roman [1963], Paris, Les Éditions de Minuit, 2012, p.

21.

139.
22.
Alberto Giacometti, “Entretien avec Pierre Schneider”, 1962, retaken in Écrits, op. cit., p. 272.
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As Robbe-Grillet, Giacometti and Ristelhueber understood that the relation to reality is built in that
complex and ambiguous relation between an immediate connection, a direct taking - the photographic medium in Ristelhueber’s work does not admit any mediation - and at the same time in
a roundabout, out-of-step way. The importance given to detail in one as in the other is proof of that “I’m passionate about details,” Giacometti declares, “the small detail, like the eye in a face or the moss
on a tree. […] it is the details that make the whole” 23. Like Ristelhueber, Giacometti takes
fragments of reality to work from memory and metaphor. So, the scars in Every One (1994) evoke both
the ambiguity of a repairing violence and, by approaching in a roundabout way other scars made in
Yugoslavia, provide the opportunity for a discreet homage to the victims of war. In the same way in
Giacometti’s, the fragments of bodies, the head or the hand, are sometimes metaphors, along different
lines. Head on a rod (1947) is the umpteenth head, but also the memory and an image of the death of
his travelling companion, van Meurs, whose passing made a lasting impression on Giacometti. But it is
still a more general image of death. The date of the making of the sculpture does not allow us to completely exclude the fact that it did not resurface as a memory of the years that had just elapsed. One
also thinks of Munch’s Scream, a painting that influenced Sophie Ristelhueber early in her childhood.
The long dialogue with death”
The “personal mythology”, a notion made popular by Harald Szeeman to evoke the work
of Etienne Martin (in 1963), on the occasion of the fifth Documenta in 1972, made ample use of the
metaphor 25. The notion was first used by Charles Mauron in his essay Des métaphores obsédantes au
mythe personnel, also dating from 196326 . Mauron’s intuition started with the “obsessive
metaphors” observed in Mallarmé. Though the objective of Mauron was to establish a method
of literary criticism founded on psychoanalysis, he emphasised how the use of recurrent metaphors in
the artists, lies on a network of associations. He also underlines the importance of “reverie” 27.
In the artists’ personal mythology, the metaphor, a connection without apparent link is the link itself.
“Legacy” evokes this too, this capacity to produce links, to build a network of association
and a dreamed continuity on the work level and on the personal level. For Giacometti as for
Ristelhueber, the most powerful and the most profound object for the use of metaphor is rooted
in a shared obsession with death. Ristelhueber underlines the ambiguity of the bodies lying down: are
they asleep, resting, ill or dead? Giacometti, influenced by that ambiguity that echoes the
episode of van Meurs’ death, is sensitive to that passage. In “Le rêve, le Sphinx, la mort de T.”,
which he wrote at the end of the war, he tries to catch the vision of “something alive and dead simultaneously” 28, he dreams of the moment when “all living beings were dead”29 . “Legacy” makes us penetrate this blurred zone where the fabric of metaphors enables the passage from one state
to another, “like an opening in life” 30, to speak to the dead. Yanaihara, Giacometti’s close friend,
ponders: “Basically, hasn’t Giacometti’s work been, from the first day to the last, a fight against death?
Didn’t he at the same time, fight day and night to conquer death which he saw everywhere at work,
and to resuscitate the dead?” 31The same could be said of Ristelhueber’s work.
Both artists “speak to the dead”. And undoubtedly there isn’t a stronger meeting than the one which,
beyond appearances, takes place at the level of a metaphor.
.Alberto Giacometti, “Entretien avec André Parinaud”, 1962, retaken in Écrits, op. cit., p. 244.
.Alberto Giacometti, “Le rêve, le Sphinx, la mort de T.” [1945], retaken in Écrits, op. cit., p. 71.
25
.See Jean-François Chevrier, Formes biographiques, Paris, Hazan, 2015, and following. See Harald Szeeman, Etienne Martin,
exhibition catalogue, Bern, Kunsthalle Bern, 2 November - 1 December 1963, Bern, Kunsthalle Bern, 1963.
26
. Charles Mauron, Des métaphores obsédantes au mythe personnel. Introduction à la Psychocritique, Paris, José Corti, 1963.
Jean-François Chevrier underlined the genealogy of the notion.
27.
Ibid, p. 28.
28
. Ibid, p. 71.
29
. Ibid.
30
. Ibid.
31
.Yanaihara Isaku, Avec Giacometti, Paris, Éditions Allia, 2014, p. 175.
23
24
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ALBERTO GIACOMETTI (1901-1966)
Born in 1901 in Stampa, Switzerland, Alberto Giacometti
was the son of Giovanni Giacometti, a renown postimpressionist
painter with whom he discovered painting and learned
about sculpture. At the age of 13, Giacometti made his first
watercolours: mountainous landscapes around the family home
in the village of Stampa. In 1922, he left his native valley to settle
in Paris, where he attended the classes of the sculptor
Antoine Bourdelle, at the Académie de la Grande Chaumière.
At that time, Giacometti worked with models and was interested
in the avant-garde, in particular the cubist artists.
In 1929, he began a series of sculptures called “flat women”, close
to abstraction, that got him noticed by the art milieu.
The following year, he adhered to the surrealist movement
of André Breton in which he became an active member. Among
the objects with symbolic and erotic connotations he made at the
time, Landscape – Reclining Head was the only direct reference
to landscape. It reveals a taste for playing with images that lasted
till the beginning of the 1950s. In 1935, he distanced himself from
the surrealist group, devoting himself intensely
to the representation of the human figure, a subject that
remained of great importance throughout his career. His younger
brother Diego, who had joined him in Paris ten years earlier,
was one of his permanent models.
After having spent the war years in Switzerland, on his return
to Paris, Giacometti carried on working, mainly with models.
Annette Arm, whom he married in 1949, became another model
omnipresent in his work. Between 1958 and 1961, Giacometti
created, within the commission for the Plaza in front of the Chase
Manhattan Bank in New York, a Tall Woman and a
Large Head on a monumental scale, alongside a Walking
Man. Those sculptures were to become iconic works. In 1962,
Giacometti was awarded the Grand Prix for sculpture at the
XXXI Venice Biennial. In 1965, the retrospectives at Tate Gallery
(London), Museum of Modern Art (New York) and Louisiana
Museum (Humlebaek, Denmark) consecrated the artist shortly
before his death in January 1966 at the Hospital of Coire,
in Switzerland.

Alberto Giacometti, 1965
Photo : Gisela Wölbing/Gertrud van Dyck
Fondation Giacometti
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SOPHIE RISTELHUEBER
Sophie Ristelhueber, born in 1949, lives and works in Paris.
She is one of the first artists to have created a body of work on
the material of a territory and its history, its memory and scars.
For over thirty years, she has developed a unique approach
to the ruins and traces left by mankind in those places devastated
by wars or by natural and cultural upheavals.
As Jacques Rancière wrote about her work, in The Emancipated
Spectator: “She photographs not the emblem of war but the
wounds and scars that war stamps on a territory.” She renders
visible those veritable memories of the ‘acts’ of history.”
Though her favourite medium is photography,
Sophie Ristelhueber utilizes it to create complex works, playing
with the material and the format of the image, its status,
framework and installations, films and artist’s books. Her work has
been exhibited in many international institutions among them
MoMA (New York, United States), Museum of Fine Arts (Boston,
United States), Albright-Knox Art Gallery (Buffalo, United States),
National Gallery of Canada (Ottawa, Canada), The Power Plant
(Toronto, Canada), Tate Modern (London, Great Britain), Imperial
War Museum (London, Great Britain), ZKM (Karlsruhe, Germany),
Folkwang Museum (Essen, Germany), MAMCO (Geneva,
Switzerland), Biennales of Johannesburg (South Africa),
São Paulo (Brazil), Triennale of Etchigo-Tsumari (Japan),
Rencontres photographiques d’Arles, and in Paris,
Centre Pompidou, Musée national d'art moderne, Musée d'Art
moderne de Paris, Jeu de Paume, musée Zadkine, etc..

Sophie Ristelhueber in her studio, 2022
DR
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GIACOMETTI INSTITUT

The Giacometti Institute is a place devoted to exhibitions and to research in art history
and pedagogy, chaired by Catherine Grenier, the director of the Giacometti Foundation since 2014.
A museum on a human scale, enabling the visitor to get close to the works, the Giacometti
Institute is an exhibition space, a place of reference for the oeuvre of Alberto Giacometti,
a research centre in art history specialising in modern art practices (1900-1970) and a place for
discovery accessible to all public. An exceptional reconstruction of Alberto Giacometti’s studio,
whose elements, in their entirety, had been kept by his widow, Annette Giacometti,
is on permanent display. Among these elements are several very fragile plaster and clay pieces,
some of them not shown previously in public, as well as the furniture and the walls painted
by the artist.
The ambition of the Institute is to refresh the way we look at the work of the artist, and at the
creative period in which he was involved. The programme for research and teaching, L’École des
modernités, is open to researchers, students and art lovers. Conferences, symposiums and master
classes give a platform to art historians and curators who present their works and the current state
of research.

PRACTICAL INFORMATION
Institut Giacometti
5, rue Victor Schoelcher
75014 Paris
Open: Tuesday to Sunday from 10 a.m. to 6 p.m.
Closed: Mondays
Ticket reservation online and on site (by credit card):
www.fondation-giacometti.fr/fr/billeterie
Price: 8.50€
Reduced prices: 3 €
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ON PERMANENT DISPLAY
ALBERTO GIACOMETTI’S STUDIO
Introducing the visitors into the intimate universe
of the artist’s practice, the studio gathers more than
sixty original works and faithfully displays all of the
furniture and walls of the studio painted
by Alberto Giacometti.

FORTHCOMING
ALBERTO GIACOMETTI/SALVADOR DALÍ
GARDENS OF DREAMS
13 December 2022 - 9 April 2023
Curator: Émilie Bouvard

Project for a square in Alberto
Giacometti’s studio c. 1933
Silver halide print
23,20 x 17,60 cm
Fondation Giacometti
photo : Brassaï
© RMN-Grand Palais

Salvador Dalí
The memory of the woman-child,
1933
oil and collage on canvas
140 x 81 cm
Musée Reina Sofia, Madrid
Fundació Gala-Salvador Dalí /
Adagp, Paris 2022

When, at the beginning of the 1930, Alberto Giacometti and Salvador Dalí
worked together on a project for a surrealist garden for the Viscount
and Viscountess de Noailles, they imagined an anamorphic landscape
filled with mobile objects presenting erotic and symbolic connotations.
At that time, the Swiss sculptor’s works reflected the distorted images
and multiple subjects of the Catalan painter.
This exhibition will highlight the relationship between Giacometti and Dalí
and their shared interest in experimenting with the unconscious.
Little known, the collaboration of the two artists is the starting point
of this original exhibition that endeavours to unveil an unfamiliar friendship.
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VISUELS POUR LA PRESSE
VISUALS FOR THE PRESS

Conditions of use
The images must have been legally provided by the Giacometti Foundation.
Minimum caption: author, title, date. Any modification of the image, cut or superimposition is not authorised.
On Internet, only images in average or low definition can be used (maximum resolution: 100 pixels per inch,
maximum size: 600x600 pixels).
No storing on a database and no transfer to a third party are authorised.
Obligatory credit:
For Alberto Giacometti’s works
© Succession Alberto Giacometti / ADAGP, 2022
For Sophie Ristelhueber’s work
© Sophie Ristelhueber/Adagp Paris 2022
Any other use than that permitted for the press (article L. 122-5 of the Copyright Code underneath) must be
authorised in writing.
‘When the work has been published, the author cannot forbid:
The reproduction or the representation, integral or partial, of a visual, graphic or architectural artwork, by
means of the written, audiovisual or online press, with the exclusive purpose of immediate information and in
direct relation with the latter, on the proviso of clearly indicating the name of the author.’

Alberto Giacometti
Large head,1960
Painted plaster
100,5 x 31,7 x 43,1 cm
Fondation Giacometti
© Succession Alberto Giacometti / ADAGP, Paris 2022
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Sophie Ristelhueber

From Alberto Giacometti, Large head, 2022
pigment print - 50 x 33 cm
Collection of the artist
© Adagp, Paris 2022

Sophie Ristelhueber

Every One (#13), 1994
Black and white photographs, pigment print
270 x 180 cm
Collection of the artist
© Adagp, Paris 2022

Sophie Ristelhueber

Alberto Giacometti
Head of Diego, c. 1965, 2022
Pigment print - 33 x 50 cm
Collection of the artist
© Adagp, Paris 2022

Sophie Ristelhueber

Alberto Giacometti, (Head of Marie-Laure
de Noailles), c.1946, 2022
Pigment print - 50 x 33 cm
Collection of the artist
© Adagp, Paris 2022
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Sophie Ristelhueber
Legacy, 2022
Black and white photographs, pigment print
110 x 284 cm
Collection of the artist
© Adagp, Paris 2022

Alberto Giacometti

Annette seated in the studio, c.1960
Oil on canvas
92 x 73 cm
Fondation Giacometti
© Succession Alberto Giacometti / ADAGP, Paris 2022

Alberto Giacometti

Head of Bruno, 1923 - 1925
Oil on cut canvas
27,6 x 18,2 cm
Fondation Giacometti
© Succession Alberto Giacometti / ADAGP, Paris 2022
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Sophie Ristelhueber
Big landscape (II), 2022
Pigment print - 125 x 157 cm
Collection of the artist
© Adagp, Paris 2022

Sophie Ristelhueber
Vulaines I, 1989

Diptych, silver halide prints
168 x 208 cm each
Collection of the artist
© Adagp, Paris 2022
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Sophie Ristelhueber
Untitled (12th Paris Biennale, 1982)
Silver halide print - 50,8 x 61 cm
Collection of the artist
© Adagp, Paris 2022

Alberto Giacometti lying in the snow

Photograph, 1960
Photo Yvonne Poiraudeau, known as Caroline
Fondation Giacometti
© Succession Alberto Giacometti / ADAGP, Paris 2022
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PATRONS OF THE GIACOMETTI INSTITUTE

INDIVIDUAL PATRONS: FOUNDATION MEMBERS CIRCLE

The Fondation Giacometti warmly thanks Franck Giraud, Ronald S. Lauder,
Daniella Luxembourg, Eyal and Marilyn Ofer, The Quixote Foundation,
and other members of the circle who wish to remain anonymous.
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