


René Mas-.ue (1898-1967) created images
that ar - amonr~ ¢ most enigmatic in
modern art. His meticulously painted
cloud-filled skies, bowler-hatted men, and
oversized household objects have had a
profound inf. “~~~e on the art of the
twentieth century “This is not a pipe,” he
wrote beneath his precisely realistic
painting of a pipe, proposing the simple
notion that a representation of a pipe and
a pipe itseif are nc.. . one and the same.
Magitte painted in order to evoke the
essential mystery of the world. Calling into
question the word pipe also showed his
impatience with the urge to ascribe

meanings to things—including his own art.

He intended that his paintings provoke
thought, not reveal his own thought
processes. With his unexpected pairing of
apparently unrelated objects, he combined
the commonplace with the fantastic to
become the master of “magic realism.”

Magritte coliaborated with the Paris
Surrealists, but kept his distance from the
intellectual and artistic hub of Europe in
the 1920s, preferring to live in his native
Belgium. There he joined with friends to
form the less flamboyant Brussels branch
of the Surrealists.

This book provides the reader with an
introduction to the world of Magritte’s
magic realism, reproducing in color 63
of his most important works.

75 illustrations, including 63 plates
in full color

Boston Publie Library
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The Art of Living, 1967. Oil on canvas, 25% X 214" (65 >

<

54 cm). Private collection.
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Magritte’s Surrealism

n December 1929, two years after joining the ranks of the Paris

Surrealists, René Magritte published his most important contribution to
La Révolution survéaliste, the journal that served as the group’s main
avenue of communication. In a box, below the title Words and Images,
Magritte made eighteen little drawings, each accompanied by an aphoris-
tic statement. Thus, “an object never performs the same function as its
name or image” is illustrated by the likeness of a horse portrayed in a
painting and by a person uttering the word “horse”; “an object’s relation to
its name is never so close as to make it impossible to find a more fitting
one” is followed by the drawing of a leaf and the word “cannon”™; a wonian
saying “the sun” is paired with the sentence
object in reality,” and so forth.

.

*a word can substitute for an

Reality and a New Order

This simple manifesto encapsulates the essence of René Magritte's work.
Magritte'’s paintings are grounded in the awareness that the link between
objects and their names, meanings, and functions is much more precari-
ous than one may be led to believe from the routines of everyday life. As a
painter Magritte took it upon himself to suggest new ways of organizing
reality. “The universe is changed,” wrote Louis Scutenaire of his friend
Magritte, “nothing is ordinary anymore.” In this respect, Magritte's paint-
ing is conceptual and alien to such typical values of the painterly tradition
as color, texture, and the contrast between light and shadow. Magritte's
work is a critical and revelatory type of art that challenges the fixed and
established order of reality as the necessary condition of the mind. This
goal was closely linked to the Surrealist movement, although Magritte did
not always agree with the methods of some of the Surrealists.

The Paris Surrealists

As in many other cases Magritte'’s career as a Surrealist began even before
he first made contact with members of the group or their leader, Andre
Breton. The most profound influence on Magritte was the work of the
Italian painter Giorgio de Chirico, whon the Belgian artist met in the
1920s. In the beginning Swrrealism was principally a literary movement,
made up of writers like Breton, Louis Aragon, Paul Eluard, and Antonin
Artaud. Their primary modus operandi was “automatic writing™— the free
lloating association of images, unhindered by the conscious mind—as a
means of releasing the world of dreams and desire. Surrealist painters fol
lowed as closely as they could the same guiding principles as their literary
counterparts, but the automatic processes were more limiting when
applied to the plastic arts. And many of the Surrealist painters eventually
gave up on them. However, almost all of them remained true to the
Freudian unconscious as the source of their activity

In this Magritte departed from the other Surrealist painters: the fred
associations of the dream state were not, in fact, at the root of his art
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Magritte at work in 1963.

This drawing, from o series entitled The
Lesson of the Things, is accompanied by
the eaption “Seen from the inside,” and Is
part of a sequence about the poetie
possibilities of a head and a top hat.
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The painter’s atelier/living room in 1965;
the painting with objects of impossible
dimensions and properties is lypical of

his works.

his paintings instead resulted from a rigorous, logical intellectual
process of discovering unusual realities in everyday life. This is perhaps
why his association with Breton—that is to say with canonical
Surrealism—was always tenuous; the two men maintained a constant
but distant relationship.

Conceptual Games

In his paintings Magritte uses objects that are familiar to the viewer. And
if some are not at first familiar, they become familiar as the artist repeats
many of them throughout his works. But although he represents these
objects in a realistic, objective way, he establishes unsettling relations
between them. This turn of events is produced several different ways:
from simple dislocations—forests of wooden balusters, bells floating in
nidair; to conflicting associations—a face made from a woman’s naked
torso, with its breasts becoming the eyes and its genitals the mouth; or
paradoxical associations—clouds flowing through open doors, painted
landscapes melting into the real landscape that they represent.

Throughout his career, Magritte continuously refined and reinvented
this conceptual game, making the most of any possible associations—or
disassociations—that might exist between objects. His subtle but graphic
metaphors appealed to the advertising world and many of his images are
now familiar corporate icons: an eye superimposed on a cloudy blue sky
became the logo for CBS television and the Belgian airline Sabena used a
variation of his soaring “sky-bird” as thelr symbol. In time the unusual
associations of common images would be complemented by objects trans-
formed into different objects, with which they shared some type of rela-
tion, either by proximity or by opposition. Thus an apple or the disk of the
sun can occupy the space of a person’s missing head, while the veins of a
leaf can hold and accommodate birds like branches on a tree.

René Magritte
1898-1967

agritte was born in the small Belgian town of Lessines, about forty
Mmiles southwest of Brussels. Apart from a few years in Paris in the
1920s, Magritte spent his life in Belgium, moving often, since childhood,
from town to town. His father, Léopold, was a tailor and later owned suc-
cessful food businesses. His mother, Régina, who had been a dressmaker
and a milliner before getting married, committed suicide by jumping into
the Sambre River at Chatelet, near Lessines, in 1912, The impact of this
tragic event on the young Magritte can be seen in many of his paintings
made years later. In both The Ceuntral Story (1928) and The Lovers (1928)
there are figures whose heads are covered by a cloth, reminiscent of the
nightgown that was said to be wrapped around his mother's face when her
body was found in the river. In 1913 Magritte'’s family moved to Charlerot,
where he met Georgette Berger. He did not see Georgette again until 1920,




but in 1922 the two were married and remained together for the rest of
their lives.

Magic and Painting

Magritte told the story ol how one sununer, as a child, he and a litte girl
used to play in a nearby cemetery, exploring the dark crypts together. One
cevening as they were leaving the graveyard, Magritte caught sight of a
painter in a nearby poplar grove. This single mmage somehow gave the
young Magritte the sense of painting as a magical act, charged with reve-
latory powers. Indeed, a sense of the magic and mystery in art remained
with Magritte throughout his life and, interestingly, his art later caie to be
described as “magic realism.”

Magritte took art classes as a child but started a more formal pursuit of
the arts in 1916, when he began to study at the Académie des Beaux-Arts
in Brussels. Like many other painters of the period, he was heavily influ-
enced by the Impressionists, but soon discovered the works of the Italian

Ifuturists, particularly Giorgio de Chirico. NMagritte was moved to tears
when he first saw a reproduction of de Chirico's The Song of Love (1914) loves in 1937
around 1923. He described it as “a new vision through which the spectator
might recognize his own isolation and hear the silence of the world.”

In the early 1920s Magritte earned a living designing wallpaper for the
firm Pecters-Lacroix and making commercial drawings. During this time
he met several young like-minded writers and artists, including Pierre
Bourgeois, K. L. T. Mesens, Camille Goemans, Marcel Lecomte, Paul Ihis ts Not
Nougé, and André Souris; together they eventually formed the Belgian 1928-9 M

ll"t-\

Swurrealist group.

Unlike their more flamboyant Parisian counterparts, the Belgian Sur-
realists conducted thewr artistic and philosophical forays from the obscu-

rity of bourgeois lives—they were wallpaper designers, schoolteachers,

biochemists, and civil servants. Describing the decidedly “non-surrealist”™
decor of the home of his friend Magritte (who never had an “artist’s stu
dio,” preferring instead to paint in his family room), Goemans wrote: Lect niewt pas ung [ufie
“What I wanted to show, by referring to Magritte's day-to-day behavior,
was that Surrealism doesn’t necessarily imply a rowdy, tempestuous exis
tence, it doesn’t imply a rigorous refusal to live more or less like evervone
else in conditions we have been given, and that it is possible to be a
Surrealist even when one pays one’s taxes and obeys traflic regulations.”

Surrealism in Paris

By 1925 Magritte had already given up a traditional representation ol
objects. The unsuspected or unexplored relations between them as a
source of poetry and provocation were to become the backbone of his
entire ocuvre. In 1927, when Magritte had his fivst one-person exhibition at
Le Centaure gallery in Brussels, these principles were already established
During this time the artist and his wife lived for three years in Le Perrenx

sur-Marne, just outside of Paris. Here, thanks to his Belgian friend Gog

mans, who had opened a gallery in Paris, Magritte met Andre Breton and
the Surrealist painters. Together with Max Ernst, Jean Arp, Joan Miro, and
Salvador Dali, Magritte showed some of his works in the Surrealist exhi

bition of 1928 at Goemans's gallery. Magritte initially participated in all the




Magritte in 1960, photographed by Suzi
Gablik, who wrote an important
monograph on the artist.

Megalomania, 1967. Just before he died
Magritte began making sculptures, often
based on his paintings. This one was cast
in bronze the year of his death and is
inspired by a picture that he had painted
six years earlier.
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A doubte portrait of the arvtist in the bowler

hat worn by so many of the characters in
his paintings. The year of this portrail,
1965, Magritte traveted to the United States
for the opening of the New York

retrospective of his work at The Museum of

Modern Art

activities of the group and contributed to La Révolution surréaliste,
whose last issue included his Words and Images, a genuine manifesto of
Magritte’s painterly ideology.

A Straight Path

After he moved back to Brussels in 1930 Magritte’s association with the
Parisian group continued but took on a less-intense character; he con-
tributed The Rape in 1934 for the jacket of Breton’s Qu’est-ce que le Sur-
réalisme? and the cover image for the tenth issue of the Surrealist review
Minotaure, in 1937. The previous year Magritte had his first show in New
York and took part in several international Surrealist exhibitions.

During the Second World War Magritte’'s commercial career was tem-
porarily put on hold, although he continued to paint. The consistency of
Magritte’s philosophy makes it difficult to speak of an evolution in his
work or to distinguish between different phases; but during the war years
Magritte embarked on some rare stylistic experimentations. Belgium was
invaded by Germany early on and perhaps in an attempt to raise his spir-
its from the gloom of occupation, Magritte began painting in a colorful,
exuberant style known as his “Impressionist” or “Renoir” period. These
paintings borrowed the style and subject matter of the Impressionists—
reclining female nudes, pastel coloring, loose brushstrokes—but still
maintained a provocative element. The hard-core Paris Surrealists, how-
ever, frowned upon this body of work

The “vache” period also emerged during the war years and comprised a
group of more than twenty cartoon-like, burlesque canvases painted with
rough, thick brushstrokes and garish colors, very unlike the clean, sub-
dued qualities of his customary style. However, these were merely paren-
theses and Magritte subsequently resumed the unmistakable style that has
made his canvases so easily recognizable since the late 1920s.

At the end of the war Magritte joined the Belgian Communist Party (he
had been active in the party twice before during the previous decade). The
party’s reactionary position with regard to artistic matters, however, soon
caused him to withdraw. While he continued with his own work, he also
resumed his Surrealist activities, contributing to manifestos and pam-
phlets and renewing ties with old colleagues from the Belgian Surrealist
group, such as Nougé, Scutenaire, and Marcel Marién.

The Final Years

In the 1950s Magritte received several large-scale commissions, including
the ceiling of the Théatre Royale in Brussels and the walls of the gaming
room of the casino in Knokke-le-Zoute where, in 1952, his works were
shown together with those of Paul Delvaux. A large retrospective at the
Palais des Beaux-Arts in Brussels two years later established his reputa-
tion as Belgium’s foremost modern painter. He continued painting—and
even took up sculpting—until his death; he also kept up his contributions
to several reviews and, beginning in 1957, he created some short films fea-
turing Georgette and their friends. International retrospectives of his
work proliferated until the time of his death, including one at the Museum
of Modern Art in New York. The images recurring in his works are
undoubtedly among the most characteristic of all modern art.
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Displaced Objects

“His art has the power to alter our perception of reality,” a critic wrote of Magritte. Indeed,
while his style of painting is realistic and the objects he paints are often easily recognizable,
their context is not: loaves of bread float in the air, a tree is superimposed on a leaf, a balloon
takes the place of an eye. This altering of reality through a displacement of objects is the main
mechanism that Magritte adopts to reveal the hidden properties of the everyday and evoke the
mystery of familiar objects. “The cracks that we see in our homes and our faces,” he said, “I
have already found more eloquently in the sky; the carved wooden legs of a table would lose
their typical innocent existence if they suddenly appeared to dominate a forest.” These dis-
placements, greatly influenced by the ecarly collages of Max Ernst, become conceptually more
complex when the objects are, in fact, somehow related and not just arbitrarily thrown togeth-
cr. In 1936 Magritte had an enigmatic dream-vision in which he saw a large egg inside a bird

“wr

cage instead of the sleeping bird that was actually in the cage: “Thus I discovered a new and
astonishing poetic secret sinee the impact of the image was created by the affinity between the
cage and the egg, while previously the impact of images derived from encounters of foreign

objects bearing no relation to each other.”

1 Threatening Weather,
1929. Magritte was often
amused, if not irritated,
by attempls to explain
the significance of his
imagery; he hoped that
his paintings would
inspire ideas rather
than express them.

4
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3,4 The Annunciation, 1930. The Difficult Crossing,
undated. The bells seen in the previous painting
reappear here along with another Magritte staple,
wooden balusters or table legs, “bilboquets,” as
Magritte, who was a skilled ecarpenter, called them in
French. In The Annunciation, they are displaced in
what appears to be a forest of signs. In the drawing,
they look like enigmatic charaeters watching a
troubled ship at sea, as indicated by the eaption
beneath: “Three objects by a curtain looking at a ship
in a storm from a stone baleony.”

5 The Traveler, 1937. The association of apparently
unrelated ohjects gives rise to a new shape: the
sphere, which reveals an unlikely complicity.

6,7 Prince Charming, 1948. The Dark Glasses, 1951.
Objects are transformed by assoeiation inta one
another. Prince Charming is an example of Magritte's

”»

somewhat grotesque, cartoan-like “vache” style of

painting.







8 The Golden Legend, 1958. Baguettes substitute for clouds in the sky.

9, 10 The Devil's Sniile, 1966. The Last Scream, 1967. The velationships beticeen
the superimposed objects ave, bafflingly, apparent, making one reconsider cven
the traditional order of things.
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12 The Beautiful World, ¢. 1960. Magritte was fascinated by the
cloudy sky as a real and a painted backdrop. Reality, it would

seem, can be simply copied onto a canvas.
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Metamorphosis of the Object

In some of his more extreme instances of “displacement,” Magritte actual- 14 Metamorphosis of the Object (A Study
ly transforms one object into another. His paintings are populated with for an Ashtray), 1933. “Dear Lady Admirer,
hvbrid being 1 obi I " q D Ilere is the bottom. [f a person with
) 3 > ‘ 7 i p o

ybrid beings and objects halfway between two states—*mergings” as ashtrays wants to pul a border on it, he
Magritte called them. These are actually transference phenomena, since should simply put equal concentrie cireles
one thing can be mistaken for another to which it is functionally related— on a wihile border: the same wlkile as the

! . I f ith drawing. I hope it will please you as mueh

aQQ 3 he 5} : —

the dress or the shoe taking the shape of the body or the foot—or wit as Gleopalin pleased Bonapiio, Uik ovie
which it bears some formal similarity—the fish transformed into a cigar. of these days soon. Yours, M."

These transferences emphasize the fragility of the conventions that rule
language, one of the overriding themes of Magritte's work. In one of his
most emblematic paintings, beneath the unmistakable image of a pipe a

]

line of text reads “this is not a pipe” (see page 7). This illustrates the fact
that what we see is only the representation of an object and not the object
itself, and also leads us to reflect upon the mystery of the most innocent of
appearances. Magritte wrote in 1929 that “an object’s relation to its name

is never so close as to make it impossible to find a more fitting one.”
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20  Philosophy in the Boudoir, 1947. Magritte was fascinated by the synthesis of
ph { % L )

objects: a cigar becomes a fish, the landscape is transformed into an cagle, and here,
shoes and clothing merge with the body. Magritte had explored this tast theme, a
rightyown assuming the shape of the body that it is meant to cover, ten years eartier
with In Memoriam Mack Sennett.







22  Painted bottle,
undated. Magritte began
painting bottles during
the Second World War,
when canvas was hard to
come by. This was one of a
Jew artistic experiments
that he made during the
war years. This example
s no doubt from the
Sorties, although few of the
bottles are titled or dated.
A genie or spirit trapped
inside peers out inlo a
starrvy sky.

23  The Idol, 1965. As in
The Domain of Arnheim, a
bird appears to be
contaminated by the rocky
world along the coast, in
odd contrast to the
welightlessness of flight.
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Conflicting Images

The main function of painting, according to Magritte, is to convert a gaze 24 The Sentimental Colloquy (The

into a tool of knowledge, forcing one “to think in distinet, unaccustomed Guides), 19.;7. From wooden balusters and
o 9 s . . . cannons arise two characters absorbed in a

ways.” To achieve this goal, the familiar objects that constitute Magritte’s mysterious moonlit dialogue. ‘

thematic repertoire acquire a problematic character. One of the artist’s

means of accomplishing this is to establish conflicting associations be-

tween objects, thereby releasing a provocative and poetic force that is

otherwise inactive. The mechanisms employed to create such conflicts are

varied: changing the habitual location of a familiar scene; reversing the

traditional order of elements; or modifying the scale of objects in relation

to their settings. The aim of these operations is to disconcert the viewer

and reveal possible alternatives to what seems to be forever fixed and

unchanging.
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98  The Beautiful Realities, 196%. Magritte beve turns the traditional artistic “stull life”
of fruit on a table literally upon its head. The relation hetween the apple and the table
are entirvely veversed: scale, relative position, and location. They float ire madair,

against a background of the sea or sky.
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The Dominion of Light

Jeginning in 1949 and until the time of his death, Magritte created sixteen
paintings revolving around the same theme. The last of these works were
never completed. They all bear the same title, The Dominion of Light, and
they all involve a house or group of houses set amidst trees and illuminat-
ed by the electric lights from their windows and from streetlights. They
were among the artist’'s biggest commercial successes. Oddly, while
the heavens above are of a clear daytime blue, furrowed by the “good-
weather” clouds often seen in Magritte’'s skies—nighttime reigns in the
bottom half of the canvases. Yet the incompatibility of the sky above and
the night below is not perceived at a first glance. The Dominion series
comprises a painted manifesto of Magritte's artistic ideology, according to
which painting is a tool that can reveal ideas and establish realities whose

virtuality cannot be verified in everyday experience.

34 The Dominion of Light II, 1950. The
meticulous realism of these paintings
disquises the phenowmenal impossibility of
the scene—the co-existence of day and
night—thereby making it paradoxically
more disquieting.

35 The Dominion of Light, {954, In sone
of the variations of this series, the scene is
transported to a lake, where the veflection
of the electrie lights ou the surface of the
waler veinforces the overall effect of the

composilion.,
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The “Renoir” Period

In 1943 Magritte's work took an unexpected twist. He produced a series of
paintings in which his usual subdued, realistic manner of representation
was replaced by images crackling with color and life and constructed with
loose brushstrokes reminiscent of Renoir’s late style. It became known as
his “Renoir” or “Impressionist” period, although Magritte himself pre-
ferred to describe it as “Sunlit Surrealism.” Ironically, this move towards
cheerful, vivacious canvases took place in the midst of the Second World
War, in stark contrast to the far more somber reality surrounding him. It is
as though the painter subjected his work to a tour de force to demonstrate
the ultimate displacement—brightness during wartime—and the power of
art to transform one’s state of mind. Magritte saw this body ol work as
a life-enhancing emergence from the darkness of Surrealism—and war.
His critics, however, did not approve; they compared this departure to
Giorgio de Chirico’s return to classicism and Magritte was “excommuni-
cated” from the ranks of the Surrealists. Magritte soon returned to his
established style, but despite his detractors he remained convinced that
these paintings were an essential part of his work.

39 The Smile, 1944%. Instead of
“contracting” the drab stone surface of so
many other Magritte images, the tombstone
here ironically asswmes the vibrant colors .
from a surrounding field of flowers. Of its
title Magritte wrote: “[it] is neither
gratuitous nor arbitrary: the picture, by
what it conjures up, causes the spectator

to smile a peculiar smite and this justifies
its title.”
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40 The First Day, 71943 Thes parntong frvin Magrlte’s war time
“lpnessionist” phase s probably the closest (o the paintings that
Renoir cvecated al Les Collettes towand the end of las Lie. A Sewse
af pleaswre and fulptment domeenate the seend, a ballevina comene
Srom the wiolimsts graen, an vmage that Magritte yehosrsid
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Interior and Exterior

The transition between interior and exterior is explored in many of
Magritte’s paintings. Doors, windows, frames, and mirrors are recurring
elements in his works, functioning often in perplexing ways—a cloud
enters a house through an open door, a vase of flowers becomes a window
onto a landscape, and a painting before a window replaces the fragment of
the vista that it represents. This last method—that of a painting within a
painting depiciing the same landscape that the canvas hides—has pro-
duced some of Magritte's best-known works. The idea of a painting as a
virtual window has been at the root of western art since the
Renaissance. Magritte exhausts the conceptual possibilities of this
metaphor and turns it into a meditation on the nature of painting versus
reality: the objects in his painting, he explained, are “at the same time
inside the house, within the painting and without, and in the real land-

scape—which, in turn, is also a painted landscape. Their existence in two
different spaces at the same time is similar to existing in both the past and

the present simultaneously.”

41 Poison, 1939. The door's spatial
mediation beeomes a poetic mediation nol
only by letting in the cloud, but also by
taking on the cotor and appearavice of the
sea and the sky outside. ;

)







13 The Human Condition, 1934, This is oune of the earliest

paintings inawlich, using an casel placed before a windoi,

Magritte exploved the velationsicip beticeen painting and reality. 1t

comments on the way in which painting can invade the natwral
landscape, just as the painted clouds in the previous painting
invaded a lnoman-made landscape.
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45 The Bosom, 1961. This pictuye resulls from a compler serics
of mutations: a jumbled heap of ashiar turning into houses, to
widiclh it is functionally velated. At the same time, the requlavity of
the house-like forms contrasts with the arbitvariness of their
accuniulation.
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19  The Memoirs of a Saint, 1960. The curving scase ape, enclosed in a paradoxical

stage, reveals the roundness of the workd —a well-known faet, but one that is not
otherwise visible to the naked eye. The folded upper right corner, hoiverver, adds an

enigmatic element

50






52 The Field-Glass, 196.3. What lies behind the door,
clear blue skies or the void? Magritte here illustrates
how “an object can be problemalice”; the problem
explored is the mediating function of the window

between two distinet hul complementary spaces.

53 The Call of Blood, 1961. The opposition of

1nd rnterior 1S ¢ -uulu;llllr/! 11 /U/ /}Iv

of the natural and the artificial







Absence and Presence

“For me,” Magritte once wrote, “the concept of a picture is an idea of one
or more things that can be made visible through my painting.... The idea
is not itself visible in the painting: an idea cannot be seen with one’s eyes.”
The rhetorical techniques that Magritte employs in his paintings amount
to a meditation on the presence and the absence of things. These funda-
mental qualities are not to be found in the objects themselves, rather they
arise from their interaction with other objects and with the viewers.
Painting however, or at least the conceptual type of painting in which
Magritte was interested, can employ and make visible the absence of an
object. His paintings are problematic hypotheses of reality; they under-
score its mystery, without providing a solution. This is why Magritte al-
ways shunned descriptive or explanatory titles: “titles must provide a
supplemental protection, discouraging any attempt to reduce genuine
poelry to a game with no consequences.”

54 Bather, 192.3. The flat, linear
stylization of this eavly work betrays the
influence of Robert Delaunay and the
Futurists, which later gave way lo move
Swurrealist tnagery.

55 The Unexpected Answer, 1933, The
avtist described this painting as showing
“a closed door of a bedroom through which
a shapeless hole reveals the night.”







56




. ' . .
e i . v .
: 7 : - S 3=t B . ot & -
o XN Ry % S AL A G
o . .\ . -
v M - J "',o, k '. ‘ '
“ — 8 3 $ . ooy ® e - i
i i i e e T e T o i s
7 ,& L ' ‘...—- e g ?\'rc :
“ ) . ‘ ~ - d ’7 4 - ¥ e
o5 A _“ < - B4 '\_T_ L S * ’
. v Tz - .{ . 3 i
e " ’ 1 )
- ' -
»
I l ‘ '.
l ”

| o6 The Amorous
Vista, 1905, The
darkcened interior is

now bransformed
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59 The Great Family, 196.3. “Bivd in the sky, crossed by skies,” the poet Henri

Wichawr wrote of this painting. A bird of prey, emerging from the water, is one of

Magritte’s finest examples of the relativity of horders to presence and absence. !
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61 Justice Has Been Done, 1958, The character dressed as a classical tribuwne is

Harry Torezyner, Magritte's lawyer and good friend, aud later a scholar and cotlector
of the artist’s work. The balloon over his head is appaventiy an allusion to Torezyner's
fore of ravel.

62 Carte Blanche, 1965, Up wntil the end Magritte conlinued (o be fascinated by the
difference between the visible and that which is not visible—as distinet fron: the
“invisible" This painting is a varviation on his paintings before a window.
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(97 X 130 em ). Private collection. Photo: Giraudon
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10 The Last Scream, 1967. Oil on canvas, 317 X 254"
(80 X 65 cm ). Dr. Jean Robert Collection, Brussels
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787 X 55" (200 X 140.5 cm). Israel Musewm, Jerusalem.
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12 The Beautiful World, e. 1960. Oil on canvas, 39% X 317"
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73 2 116 em ). Private collection. Phato: Girandon
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<41 em). Isy Brachot Gallery, Brussels
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(60 % 80 em ). Musees Royawr des Beawr-Arts de Belgique,

17  Treasure Island, 1942. Oil on canvas, 2.3
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(40 X 32 cm). Mrs. Snzanne Ocliinsky Collectian, Brussets
19 The Inward Gaze, 1942. Oil an canvas, 237 X 294"
(60 X 74 cm). Private collection, Brussels

20 Philosophy in the Boudoir, 1947, Oil on canvas,

24" (81 61 cm ). Private collection, Washington, D.CC

21  The Domain of Arnheim, 1962, Gouaclhe, 137 X 10

6em ). Private callection. Phota: Girandon
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22 Painted bottle, undated. Heighl: 114" (29 em).
My, and Mrs. Mareel Mabille Colleetion, Rhode-Saint-Genése,
Belginm

23 The ldol, 1965. Oil on canvas, 217, %< 257" (54 X 65 emn ).
Privaie collection, Washington, D.C.

24 The Sentimental Colloquy (The Guides), 1937. Red clialk on
paper, 14% X 184" (36 X 46 ¢mn). Jean-Louis Mercky Collection,
Brussels

25 Natural Encounters, 1945. Oil on canvas, 317 X 254"
(80 X 65 em). My, and Mrs. Louis Scutenaire Callection, Brussels

26 Memory, 1938. Oil ou canvas, 287 X 214" (72.5 X 54 cmn ).
The Menil Collection, Houston

27 The Listening-Room, {959. Oil on canvas, 15 X 177"
(38 X 45 em). Privaie colleetion. Phato: Giraudon
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(50 X 40 em). Isy Brachot Gallery, Brussels
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(116 X 89 emn). Harry Torezyner Collection, New York.
Pholo: Giraudon

30  Dangerous Relationships, 1936. Gouache, 28 % X 251"
(72 X 64 em ). Private collection. Photo: Giraudon

31 Personal Values, 1952. Oil on eanvas, 317 X 394"
(81 X 100 cm). Private collection, New York

32  Scarch for the Truth, 1966. Oil on canvas, 57 X 444"
(146 X 114 em). Musées Royaux des Beaua-Arts de Belgique,
Brussels

33 The Married Priest, 1961. Oil on canvas, 177 <X 214"

(45 X 55 em). Private collection. Photo: Giraudon

34 The Dominion of Light H, 1950. Oil on canvas, 3174 X 39"
(79 X 99 cm). The Museum of Modern Art, New Yark

35 The Dominion of Light, 1954. Oil on canvas, 57 X 44°4"
(146 X 114 em). Musces Royaux des Beaux-Arts de Belgique,
Brussels

36 The Dominion of Light, 1948. Oil on canvas, 39% X 31"
(100 X 80 cm ). Private collection, Brussels

37 The Dominion of Light, unfinished, 1967. Oil an canvas,
17V, X 19%" (45 X 50 cm). Private colleetion. Photo: Giraudan
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(37 X 45 em). Arnold Weissberger Collection, New York

39  The Smile, 1994, Oit on canvas, 24 X 254" (55 X 65 emn).
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René Magritte created images that are among
the most enigmatic in modern art. His metic-
ulously painted cloud-filled skies, bowler-hat-
ted men, and ov 4 yusehold objects
have had a profc ™ ! nce on art of the
W pipe,” he wrote
| [ic painting of a
BR \tion that a repre-
sentation of a pir = itself are not one
and the same. Magritte painted in order to
~ evoke the essential mystery of the world. Cal-
ling into question the word pipe also showed
| his impatience with the urge to ascribe mean-
| Ings to things—including his own art. He
intended that hi g (i
not reveal his ow \\ ]
unnerving juxtay |4
| lated objects, he ' 1e commonplace
vith the fantasti B ne the master of
“magic realism.” Magritte collaborated with
the Paris Surrealists, but kept his distance
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