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PHOTOGRAPHY ENHANCED

Magritte's paintings were never final. They grew denser
or sparer. They introduced other subjects, combining
them In richly creative variants.

Some of Magritte's photographs take the same approach
by including his close friends in reproductions’ of his
paintings, inserting them into his pictorial universe via a
snapshot. This mechanism, which combines the painting’s
flat surface with the model’s physical presence, points
the photos towards a new kind of image free of any
hierarchy, thus infringing on the codes of traditional
photography. Both creative and recreational, this new
Image augments the perception of the work, taking it
towards other readings. In contrast to the photo as a
memory aid, Magritte introduced a new category, that
of the enhanced photograph.

Magritte did not experiment with the photographic
process. He adopted the same neutrality with the
camera as at the easel. His photographs evince a form
of improvisation that offers a compromise between a
portrait of those around him and the reproduction of
his own paintings, effecting their merger. Some of the

photographs express the same concerns as his paintings,
for example The Shadow and lts Shadow (1932), which
deals with the theme of the loving merger of a couple,
and 7The Oblivion Seller (1936), a portrait of Georgette
surrounded by objects that somehow resembles a
painting from 1937 — an oval portrait surrounded by a
wreath of objects.

Magritte used photography to produce models for his
paintings. Some correspond closely, like God the Eighth
Day (1937), prefiguring 7The Healer (1937), and Scutenaire
posing for Universal Gravitation (1943). Others, like The
Death of Ghosts and Queen Semiramis (1947), evoke
later paintings with slight variations.

Magritte put himself in the picture alongside his works,
as well as incorporating his friends and paintings in the
little amateur films he made during the 1950s.



