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them as images, these are inseparable from my thoughts about
them. Then I think of the big painting by Balthus which hung
for a while in the room in which I write and what T find in my-
«elf is simply the following words: “THE ROOM—painting by
Balthus,” with all that this suggests of atmosphere, arguments,
es, etc. What is strange is both that this
I live in now, and that one
ike one I described in
his up: the

sympathies or antipathi
picture represents precisely the room
sees in the picture a strange scene not unl
a book which Balthus tried to illustrate; he gave t
fack is he was about to paint The Room. I Jook at the wall and
the picture is no longer there, instead there is a mirror: if one
forgets its usual use, a mirror can be considered an illusory
means of capturing the surrounding objects and detaining tlhem
where they are not. The prolongation of an interior by a mirror
appeals to our obscure need for an “imperishable” reality. But
what we have here is an imperfect simulacrum to supplement
our verbal revery: the word always slips in between the re-
flécted image and the image of my dreaming. On the other hand,
the picture is not pure contemplation, but its simulacru.m, fmd
this is why the life frozen on its surface has such ‘fascmaFlon’..
The picture has no being as such, bhut, thanks to the “non-being

i g ) . see the very
of its simulacrum-function, it does enable us to see t

COLLECTION GLAUDE HERSENT, PARIS.

Passage de Commerce St. André, 1954, masterfully restates
the theme of The Street. A sketch [below] sets the Parisian
scene (it is near Balthus’ former studio), and note how its

architecture is reminiscent of the mood of 19th-century

children’s picture-hooks—as this one from The Nutcracker
King by Hoffmann [bottom], also author of Struwwelpeter.
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y much so that a double » is perpetrated in his struggle
T e tha ol he dass it
to insert his own vision into our world: the violence I 1 to
his own sensibility, and that which he does to things in snatch-

ing them from the life of the world with which he himself lives
it odds. And in some of his figure compositions one feels that the

rhythm of vegetable life has stopped, as if all being has been

bewitched. He does violence to his own sensibility., to certain

infantile nostalgias, to certain aristocratic claims; hence to his
own pathos when he snatches things from life and sets them out
side of life into an ontological reality. But such violence also
serves magically to dramatize his own pathos. So here three
factors come into play: the structural problem, which, in turn,

stems from a perpetually insistent theme. and the support that
d pro:

igious erudition gives to the visualization of this theme.
Balthus paints according to the traditional rules which recom-
mend building the painted surface in superposed layers. He

clings to the eraft which to painting is as important as syntax to

language. With Balthus this professional discipline is the very
opposite of a direct exaltation of tempe

rament; it is, of course,
well known that every

true painter facing nature does nothing

% a certain already-perceived vision. What is out-
side makes him remember

more than seel

; an inward image. This inward image
is of a collective and ancestral origin and becomes conscious
through knowledge. In this context, the old masters represent
zones of experiences opened-up through their own initiative:

thanks to them, these realities appear in their full ontological
value. In Balthus' art, every
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mation of the appearances of
< could also become a wvehicle
of p.hilnsophir or religious ideas. In
we of the most fascinating chapters
| his hook, Baltrusaitis has shown
jow in the richly veridical painting
{ The Ambassadors by Holbein, a
suster of the real if ever there was
e, the artist has introduced a
luge human skull, apparently de-
med but in fact a correct projec-
tonof & real skull from an odd view-
a symbolic element in a
the
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hermetic pictorial allegory of

Paris continued from page 48

tees good art than gold on a canvas
mies & painting precious. Many
ists, nonetheless, harbor this il-
ision. One of its more naive forms
‘10 hang on for dear life to the
ten of distinetion, the legendary
‘aures of the day-—MacAvoy (Drou-
thavid) paints Picasso in Buffet-
% simplified contours and soft
Discernment of the day’s
tries, however, is not as easy as one
"‘R%hl think; it does not grow out
" lashionable acclaim and snobbish
“Sensus, but out of profound con-
0, usually unconscious. Mac-
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In the volume on the fantastic in
the Middle Ages, which is only a
part of a larger work on this sub-
ject, Baltrusaitis’ aim is to reveal the
continuous absorption of Asiatic art
by the West in the very period in
which, it has been supposed, the
West had become self-sufficient and
was evolving a new civilization from
its own resources and problems after
long centuries of dependence. It is
remarkable how many motifs of

ier) as at the Surindépendants. Here
too, the shuttle is busy between myth
and essence. And in both salons, the
liveliest contributors, in gcnf:ral‘, are
those who have sought to remain in
the present, at equal distance from
those equally abstract extremes:
Ferron, Champeau, Goldfarb, Smith
here: Soulages, Schneider, qu'lux.lg.
there. What they seek, with
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1t, too, in the individual srylxziltin'; on
the curb—the figure who, L:vvr-
w]ln]:!)erl by the “iz will always }n,’
thus,” stares at the group of chil-
dren to the left, looking particularly
at the little girl phlyi‘n,‘_{ with the
doll set on 4 chair. A great tender-
ness surrounds these children, and
1S expressed by the gracious gesture
of the girl extending her ar:ns to-
wards the child in the window; the
roundness of the heads emerging
from the dark and heavy backgroilv:rl‘
of the fagade, like the roundness of
the head of the child of indefinite
sex at the very edge of the picture,
have a kind of stellar character.

Gothic and Renaissance art have
come to Europe from Asia, and not
simply from the neighboring Moslem
or Byzantine world, but from India
and even China. Monsters, demons,
grotesques, types of ornament and
frames, are traced with great in-
genuity in their passage across two
continents. Some of the confronta-

tions—the bat-winged demons of
Buddhist art with the similar but
much later devils in the Western

images of Hell—are astonishing and
delightful. Baltrusaitis does not pre-

the nineteenth century, the school of
European ivory and enamel minia-
turists, which throve until the age of
photography, parallels the history of

These children see
the
pres

ing,

m to live here, yet
scene they compose gives the im-
n;n Ihﬁl they are no longer liy-
that t z
this world, ::d nt?la{“:]}r:r bCIUlng' 1'?
that die in the revery e i
h : y of the young
girl who, in the foreground, dreamily
looks at the spectator. Behind her, at
some distance, is a man seen from
the back who is about to carry, with
the assurance of a somnambulist,
into the background of the painting
a long, thin, yellow breadloaf, Be.
tween him and the girl in the fore-
ground extends the zone of “it was
thus”: between him and the old
woman —a reappearance of child-
hood in the face of old-age—lies the
ultimate zone, so rlangerous to cross,
of “it will always be thus” But is
not the promise of breaking through
this despair held in hand? It is the
golden breadloaf—the emblematic
intention of Balthus.

Translated by Lionel Abel

The first monograph on Balthus in any
language is published by the Museum of
Modern Art to accompany its exhibition. It
is by James T. Soby.

tend, like some other scholars, to
revise our ideas about the origin of
Western art as a whole in the light
of these borrowings, nor does he
wish to minimize the distinet
of the European achievement. But
he has surely disclosed some un-
suspected imagination

eness

affinities of
and the susceptibility of the West
to the different cultures with which
it had contact in that long period.
Though one may question certain de-
ductions, the resemblances to the
Asiatic works are undeniable.

painting with great virtuosity. There
are many exquisite pieces. Still it
would be more appropriate to speak
not of an art but of

a magic craft,






