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PREFACE

C6zanne was a revolutionary, painter. The complexity of his art has led
to a considerable l iterature in the past one hundred y'ears. The history of
these crit ical stands reflects most of the core intellectual and artistic con-
cerns of the late nineteenth and trventieth centurr'. This book is inteuded
to give perspective to these varied interpretations of C6zanne's painting.

The following reviews, articles and essays u'ele chosen to capture
both the developn'rent and diversity of interpretations of C6zanne's rvork.
I have given pleference, where a choice obtained, to lesser knoll,n ol ir.r-
accessible sources, a number of which are translated into English here for
the first t ime. The sequence of the selections is priniari l l '  chronological.
in order to give historical perspective. Exception is n.rade 'nvhen tu'o pieces
by the same authol are placed consecutively. or r. lhen the rieu.s of var-ious
contemporaly painters and crit ics are grouped together. The date of the
original publication is placed in palentheses aftel the author's name as the
date sornetimes differs flon-r that of the edition auoted. NIv deletrons are
indicated by the sign ". ."

I am particulirrlv grateful to Professor Linda Nochiin fol her adl' ice
and support throughout the preparation of this n'ratt:rial, f irst on m1' doc-
toral dli isertation ind then on this book. I think Professor Frederick
Wight fol his encouragement rvhile I u'as u'riting m1, thesis. I have dis-
cussed various issues which arose in the introduction with Rosalind
Krauss, Flora Natapoff, and Leo Steinberg. To Plofessor N,Iey.'er Schilpiro

J.gi"" 
special homage; it is because of him that I came to stuclv art

nrstorv.
i am indebted to all those \4,h.r permitted me to reprint material.

The neu' Flench translations were done for the most part by lt l iss Kathleen
Pond, with a few- sholter passages translated by Caroline ir4alcolm,
and mvself. Dr. Ravmond Ockender.r translated the Novotny selections
from the German. S. B. Strtton leird tlre introd'-rction and rvas most helpful
in her suggestions regalding st1,le. Finall) ' , m)' fondest appreciation goes
to mv constant companion, Dr'. Benson Sny,der', r.r 'ho was unfail ing in his
moral support and astute advice. and to m1' daughter, Johanna, for her
loving patience and understandin$.

Paul C6zaune's pirinting l ieightens our' . i \,virl.eness of pictor.ial for-rn ancl
structure as it articulates his outlook on tlre w,or.Ll.- He c.onceivecl of
painting irs a \\ ' iLv of lealizing his sensation before nirtur-e antl not as u
p|oblem in abstract  ccnr l tos i t ion.  1 'he subjcct ive e lernerr t  o f  l r is  paint inq
rvas asserted as a 1rall ttf seeing, rather than rrn irnposition t,f nioocl .ri l
atmosphere <.rn a lanclscape ot'poltlait. c6zanne .e,re:i led lrorv rve cone to
s.ee realitv when the va.r' ious sChen-rata of vision ancl painting i ire r.ejectecl.
At the san.re time he created a new unitv ancl coliesiv"r.".. ., i  cornpbsition
b-v lay ing.ba 'e the e le ' re. ts  of  co lo.  16lnt ionsbips arrd space c lef i^n i t ions.
He borrDd colol to stluc:ture. sulfrrce to cleptlr, ior.n-r to corrtc:nt, I)rocessto rerrl ized rvork. Irr so doing Puul Cezlrnne evolved ir new syniirx 1,or.
p i r in t ing.

N13nl, of Ceza'r'e's i ' terpr.eter.s believed that he was il 
..prr.e

piriuter" corrcer-ned rvith cornposition for its or.vr-r sake. They clairned that
l ie paicl no regard to the t., i,rt io,r between his finishecl 

"i,.,r,,,, 
ar-rd the

rvol ld  i rnagined.  exper ienced c l l  observed.  At  f i rs t  s ight ,  cezanne's sub-
ject  ntat ter  in  h is  n iat r r le  r^ , .ork. r l lper fs  neutr .a l ,  obje i t i i ,e ,  der , .o id of  cr -
p less ion.  The image chi l r rc ter  ot  

^h is  
prL int ing s] r i f ied f  r . , lm an impl ied

stage space,  a mic locosm of  subject  i lnd st r .uctur .e,  to  i l re  construct ive
smal l  uni ts  of  conrposi t ion,  the p ic to l i r r l  nr icr .o-st ructurc.  I Iorvcver . ,  the
facets of his blushstroke transnritted the l l..gnrents u,e pt.r-r.eive in tl-re
process of  scanning arrd select ion of  i r  scene.

Genelat ions of  cez,rnne's  cr i t ics focusecl  on horr ;  cezaune painter l
and ignored. the quest ions c: t  u ;Lrut  he painted ancl  , , / ry .  His wJr .k  rvas
vtewed simply r'rs rr nrattc.r ' of style and technique. underll, irrg c6zanne's
conp,osition is, hou'ev'er, an outlook u'hich, paitly ,nr.ou."i,,u-. irs it rniry
have been, is ne'ertheless necessar\/ to deciper. oirly when the pr.eoccupil-
t ion 

"vith 
the question of nreans 

-had 
been exhrrtistccl co.lc,l 

' the 
n,rult i-

d imens ion ' l i t r  o f  ceza r rne ' s  v i s i on  end  p i r . t o r - i l t l  compos i t i o l r  l , e  dpp rc ( . i -
irted irnd his *'olk be trrrclelstood ,,rs the 'ecor.d of 

'his 
perceptu.ri rrrrd

concepttrrrl experience.
The ricl.r 'ess and co.iplexity of cezanrre's .r.t h.s ev.ked a rvide

range of interpretations which reflect nrost of the intellectual movelrents

1
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of the past hundred vears. There are Natur.alist, Symbolist, Neoclassical,
pelceptrr.rl, formalist, didactic, lr{arxist, psychoanah,tic (both Freudian
and Jungian), phenomenological and existentialist interpretations of C6-
zilnne. To be sule, many major f igules in art and literatur-e have evoked
multiple intelpletations bound to aesthetic biases. One of the most serious
ideological coirf l icts in twentieth century crit icism is apparent in the C6-
zirnne literatule-the conflict between folmalist and l-iumanist interpreta-
tior-rs. The formalist apploaches consider pr.imarilv the intr. insic p.otlems
of C6zanne's cou.rposition and formal inventions. The humanisiic inter-
pretations legald C6zanne's cornposition in relation to his subject matter.
in the l ight of his personal, social, historical and even spiritual context.
C6zanne js aln.rost unique among nineteenth-centLrrv painters in catah'zing
both the most exactinq fornral analyses and psvchoal.ral_vtic. eristentialist
and phenomenological investigations. While C6zanne's painting invites a
folmalist ripploach, it ir lso i-eveals the insufficiencv of it. Whaais unique
to the C6zanne literature is that it ruarks a shift in mid-tuentieth-centurv
clit icisrr.r f lonr a predominantly, formal trend to a humanistic one.

The interpretation of C6zanne's work requiles both an acc\rrate
obselvation of his fornral stmcture and an overall understanding of his
oeuvre, his l i fe and tines. Without a concrete perception of his composi-
tion, theolies have no substance. and without a sense of lealit l '  as he
pelceived errd lecorded i t .  in ter l r retat ion st r f lers f rom e lack of  dt .pth
and coherence. We nrust ask whether the bias of a crit ic in sirrgling out u
palticular aspect of C6zanne's lvolk thror.l, 's the u'hole perspective of his
pirinting out of brrlance, or u,hethel in elucidating a selected aspect the
clit ic i l lunrinates his rvolk as a rvhole. B_v restricting the domain of in-
vestigatiorr to tl narLor.v band, the knowledge that is"pror-ed does not al-
wirys correspond to the realitv experienced. The crit ic's need fol cer-
t t i t r tv  nr : rv  p lec lude specrr la t ions rvhich l le  b l  nr tu le mole far- r 'eachi r rg
and proforind.

In thei l  lesponse to Cezrrnne's  u,ork successive genelat ions of  paint -
ers and clit ics have consciously or unconscic.rusly reflected the aesthetic
attitudes and experiences of their own intellectual and artistic nri l ieu. \\ 'hat
u'irs visible to observels of C6zanne's alt depended, at least in part. on
u'hirt they could see as a function of their palticular peliod. For example,
tire Inrpressiori ists plepaled the crit ics to see Cezanrre's color, but their'
fran're of reference did not prepat'e the interpreters for a svmp.rthetic
r-rndelstanding of C6zanne's use of l ine or his deviations flom traditional

lrelspective. Emile Zola, a Naturalist, could glasp Cezanne's earll '  violent
rrnd impassioned subject natter, and his concern for the lealized object
of pelception, but l 're could not svmpathize with C6zanne's Iater emphasis
<>n his orvrr process of pelception in paintirrgs rvith apparentll '  dispassion-
ate motifs. The Svmbolists r.vere sensitive to C6zanne's formal i lrrange-
r.nents, but explained the effect of f latness of his composition as a lunction
of a decorative sensibil i ty rather than a pelceptual one. The advocates of
tradition in Flench painting, the Neoclassicists of the 1890's, equated
C6zanne's irrt with that of Poussin, ignoring his relation to Impressionism.
The Cubisis wele the first to ur.rderstand C6zanne's spatial construction in

ln t toduct ion

le la t ion to h is  percept ion.  Their  essent ia l l l '  erbstract  and Prrrc ly  p ic tor ia l
transfornration of Cezanne's niodel after nature ltr id the fourrdation for
the formal understandinq of C6zanne advanced bv Roger Frv.

We see C6zanne through a fi l ter of interpretations, To claim that
one can bypass the crit ics in an atternpt to see C6zanne "as he really is"
ignores the extent to w'hich all of us l iave a perceptual bias, r,r 'hether or
not \^. 'e are crit ics. The interpretations u'hich have accrued to Cl6zanne's
work have become par t  of  the concl i t ions of  our  seeing.  The l i te lature on
C6zanne rellects not only the need to explain his paintings, but is also a
response to pleviorrs interpretations of his u,olk. The interpretatior)s are
linked one to another in a historical netrvork.

CEZANNE'S FIRST CRITICS

"He belongs to a school rvhich has the pr.ivi lergc of plovoking clit i-
cisnr," noted tr ' larius Roux in the first plinted mention of Cl6z.anne; the
context. a revierv of Ernile Zolrr 's novel dedicated to C6zanrie, La Cctn-

fession de Claude, publishecl irr an Aix-en-Provence newspaper in 1865.1
No specific q'olk of Cczanne's r'r ' i is discussed. Althouqh Zoh requested
tl iat Roux mention C6zanne, he did not take tl ie opportunity hirnself to
deal rvith his friend's painting at this stage. Zola cor-rlcl easily l iave dorre
so in his Salon revier.r 's in u'l i ich reiectecl painters *'ere considerecl as u,ell.
Instead. in 1866 he declicated his- collectecl Salon reviews (LIon Salon)
to Cezanne in praise of their frienclship and shared anrbitions.

C6zanne f i rs t  exhib i ted h is  peint ing at  the Salon c les Refuses of  1863
-e,, 'oking no crit ical resporrse. \\rl ien he showed again in 1867-this tirrre
at the Salon-he \\,as derisively referled to bv a clit ic, Arnold N'lc.rrt ier,
in Le Figaro as Mr. S6sarne, whcl r,, 'ent on to sa1' that his work rvas \\ 'orthy
of exclusion fronr the Salon.r Zola defended C6zanne rn Le l i igttro l>y
pointing out the inacculacies of \{ortier's descriptions, accusing hirn of
never having actuallv seen C6zanne's l l 'ork.3 In 1870 C6zanne'uvas carica-
tured u'ith his paintings lr 'hich had beeu rejcctecl by the Salon.

In 1874 u.' l ien C6zanne exhibited at the first Impressionist exhibit ion,
he was more u,idely taken up by the crit ics. The 1874 reviels 

"vele 
crit ical

of the Impressionists' inept drar.l ' ing, bizarre color arrd unconveniional
composition . C\zatne q'as cor.rsidered the least acceptable. Both his
subject matter and style rvere ridiculed, his particular cleviations from
the then accepted fonr-ral starrdards leading orre crit ic, N,larc de N{ontifaud,
to characterize him as "a sort of madman who naints in deliriun-r trenrens."

Three yeels la ter .  a t  the th i ld  l rnpressionis t  cxhib i t ior r .  Ct 'zanne
tvas again severelv attacked bv most of the reviervers. But there was one
exception. A young crit ic, George Rividre, sensed in C6zanne's forms rrn
"epic glandness" w,hich he equated with that of the ancient Gleeks.

1"La Confession de Claude,"  L[emoi la l  d 'Aix,  Dec.3,  1865. The info lmat ion in t ] re
f i rs t  three footnotes is  c i ted in John Ren,ald,  PauICdzarme (Nerv York,  1963).

2 Arnold Mort ier ,  in Le Figaro,  Apr i l  8,  I867.
3 Eni le Zola,  in Le Figaro,  Apr i l  12,  1867.
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- After the generally disastr-ous leception C6zanne had r.eceived at
ihe two exhibit ions, he rletreated f 'om the public eve unti l lB8g. There is
no reference to new rvorks by c6zanne in crit icai reviews during these
twelve yea.s. Hor.vever. C6zanne continued to receir.,e disparagin[ r-efer-
ences in the early 1880's.

No account of the walz Qlr"ttne was seen at the time u,ould be
complete without some further discussion of Emile Zola's attitude torvard
Ii is childhood friend. \,Vhile Zola rvas quite weli knor.vn as an art crit ic,
particularly thlough his defense of Manet in the 1860's, he u,rote onlv tr.vo
explicit paragraphs on C6zanne's rvork, one in 1877 and one in'J-8E0;
the Iatter r.vas fault-f inding.a

A more complete reflection of Zola's views of Cezanne and the Ln-
pressionists can be gathered from his novel L'Oeuare (The Masterpiece),
published in 18B6. Claude Lantier, the principal character, rvas poitr.ayed
as an irnportant Impressionist painter', the leader of a new scl"rool of paint-
ing, rvho comrnitted suicide in his futi le attempt to "realize" his ivo'k.
Zola's notes indicated that Lantier rvas patter.nid after Cezanne. \\rhat
characterized a realized artist for Zola? Perhaps one rvhose rvork exhibiied
su€frcient "f inish" to be acceptable to the public. (Zola confessed to Gus-
tave ̂ ceffrov that he u'as disappointed ivith l\4anet, the Implessionists
and C6zanne because of their lack of f inish and composition. F After all.
f inislr and acceptabil ity characterized. zola's ou'n late^r' rrolk and success,
Lantier's wor-k, compr:ised largely of sketches, no longer had public ac,
ceptance_. Thus Zola revealed in his novel his inabilit;-' to acknor.r'ledge
open-ended, at t imes unfinishable works, as wo'ks of art. Zola simp'i l
could not conceive of presenting as art the problems associated with ihe
act -of perception. He thought that this problem rvould dlive the artist
mad rather than sustain him. Lantier's (Cezanne's) l l .olks rvele too am-
bjtious; they could never be reirl ized-not irr the sense of imposing a
closed pictorial solution.

In the 1880's C6zanne \,vas barely k'orvn outsid.e of a srrrall circle
cr . f  painters and cr i t ics associated rv i th  the Svmbol is t  lnovenrent .  Drrr ing
the 1860's and 1890's Albert Aurier, Erniie Bernar.d. N.{itrrice Denii
Fejix F6n6on, Paul Gauguin, Gustave Ceffrov, J. K. I luysmans-previ-
ously a follorver of Zola's Naturalisrn-a'd Padl S6rusie' all expiessed
inte.est in c6zanne in their letters and articles. The foundi'g^of the
jou.nals La Crat:aclte in 18E6 and llercure cle France in i8g0 lave the
svmbolists two places in which to erpress their iresthetic aims. It u,as
in this milieu that the fir 'st attempts rvele made to understand C6zanne's
art theoretically.

The crit ics, inii iated bv Inrpressionism, were prepared to under-
stzrnd C6zanne's color, but not his space. I 'he Svmbolisti, u'ho flattened
volumcs in older to create a deco'it ive surface. interpreted C6zanne's
t  I  e S-dmaphore de Marsei l le, Apri l  19, lB77; reprinted \ '  oeuares complaes (pttr is,

1969) ,  Vo l .  12 ,  p .974;  "Le  Natura l i sme au S i l , rn , "  Le  \ ro l ta i re  fune ' lS-22 ,  1880.
t\printed in Lionel lo Venturi ,  Les Archioes t le I ' Impressionnisine (paris, lg39),
I I ;  p .  280.

iGustave Ceffroy, Claude Monet, sa t ie, son oeuxre (Paris, 1924), I I ,  p. g0.

e:quivocation betrveen three-dimensional ancl tw'o-dirnerrsional sp:rce from

the perspective of their o\4'n movenlent. They plessed C6zanne's pictures
into^theiervice of a theorv of decorative absiraction, witl iout considerirrg

sufficientlv ttre role of natule in his work.
The'Svmbolists were the first to adl'ance the idea that C6zanne

was a "pure painter." C6zanne's ntaxin] that one tnust not reproduce

nature blt i.rt".p."t it by rneans of plastic equivalents rvas interpreted by

thenr as o ,""r"fi fot' sy-bolic corre.sr;ondenies. C6zanne plobablv found

the idea that his art ivas being l inked with that of the symbolists ab-

horrent. In 1904 he rvrote to Emile Bernard, ". you rvil l  soon turn

your back on the Gauguins and the Van Goghs!" 6' 
The attention Cezanne received from progressive pairrtel.s and crit ics

-Ben-rard's article of 1891, Gr-rstave Geffror"s-article oT 1393, the cail le-

botte bequest of 1893, the 1894 sale of th.e Duret-Ta-ng_uy collection,

C6zanne's^ par.ticipatittn in the 1889 World's F air. ancl Pissen'o's p,er-

suasivenessl-all served to prompt Anrbroise Vollard, t l ie young art dcalerr,

to organize rl oDe-man shorv for hirn irt 1895. \{an1' painters lesptlncled

enthu"siastically to the exhibit ion. Pissa|r'o praised C6zanne's $'ork .highly
ancl reported'in a ]etter that Renoir, Degas arrcl }4onet hnd all l leer-r

deeply'impressed,T r.vhile regretfully commenting that rnany "outsidels"

sti l l  did not recognize the quality of C6zanne's art.
In the next-ele,ren yei.s C6rat.tne exiribited five tin.res in Pu'is (t l 're

Salon des L.rd6pendants of 1899 rind 1901, the Strlon d'Autonrne of 1904,

fg05, 1906). Aitists and c|it ics noted that his in{luence wils to be seen

everyu,here. Bv 1907 Lotris \/auxcelles, a crit ic, u't 'ote that one could

subtit le the 1904 and 1905 Salons "Hon.ragc to C6zentre." s

C6zanne interpretation bettveen 1901 and l!107 took t ',vo basic

Iolrr"rs: clit icism in iesponse to his exli ibit ions, and articles, essirl 's irttcl

reports of conversations bv progressive pirintels iurd crit ics.

NEOCLASSICAL CRITICS

A number of Cezanne's follorYers, attractcd to his rvolk by ir Syrri-

bolist aesthetic, developed tireir intelest and interpretatittn ftrlt lrer' wlret.l

thev came undel the irif luencc of t l ie Neocilssical moverrlent ,,vhich had

embrged around 1900 in nlusic, l i telature and art.
i l6r"r-r,-," ', gdmir:rt ion fot. Poussin *'as consicleled ploof of lr is affinity

to Cllssicisnl. But the extcnt to which the Neocllrssicrrl intelprertels

stressed this theory leflected theil o\\ 'n aestl ietic bias, as Theoclore Reff

has pointed out.e'These crit ics minimized the lole of rratule and dis-

6 Let ter  to Emi le Bernard,  Apr i l  15,  190'{ ,  in  Let ters,  edi ted by John Rewalc l  (Ox-

f o rd ,  1941  ) ,  p .  234 .
? Let ter  of  November 21,  1895, in Carni l le  Pissarro,  Lct tcrs to I l is  Son Lucien,  edi ted

by  John  Re$ ,a l d  (Neu ,Yo rk ,  I 9 {3 ) ,  p .  275 .  See  a l so  John  R$ r ' ; r l t l ,  Pu t i l  c t za t r ne .

8 Ci l  Blas. lv{arch 30.  1907.
eTheodore Reff ,  "C6zanne and Poussin,"  lournal  of  the \Yarburg and Courtauld ln '

s t i tute.s,  Vol .  XXII I ,  1960, no.  l -2,  January-June, PP. 150-17-1 '
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couraged the associating of Cdzanne and the hnpressionists, in order to
encoulage a Neoclassical foundation fcr modern art, ied bv C6zanne.

Emiie Bernard and Maurice Denis are the trvo outstanding examples
of painter-wliters who began as Symbolists under tl ie influence of Gau-
gtuin and sr-rbsequentlv became advocates of Neoclassicism.

As early as 1Bg1 Bernard cited C6zanne's work as "one of the great-
est attempts of n.rodeln art in the direction of classical beaut1,. 'tto n
lengthiel article by Bernard. published in lg0.{ ancl based or-, 

"or-,t".r^-tions and correspondence with c6zanne, was authorized br' the artist as
an accurate representation of his vieu,s. Bernard acknori ' ledged the pivotal
role of _Impressionlsrn in turning c6zanne's eve towald nature as tl ie
source for his paintings. C6.zanne, Bernard noted, believed in complete
submission to the rnodel; but the more he rvorked, the more his painting
took cn the quality of a pure conception. In a similal r 'ein, NIauri6e Denii
ackno',1'ledged Cezanne's passion for natnre but maintained that painting
is ar-r abstlaction r.larl^ f 'n-. t].o c"hianr represented, and intended to
evoke pure aestheti l;1";r;;; 's",i-r"n'";r^.d in tg0+ and. Denis in 1905
thought that C6zanne was a Classical painter in the tradition of Poussin.l l
a viervpoint they incleasinglv de,,,eloped in their articles of 1g07-Ber-
nald's "Souvenirs sur Paul C6zanne, et lettres in6dites" and Denis'
"Cezanne." 12

Rer-nard desclibed Cezanne as "a mystic precisely b1, his scorn for
any subject. by the absence of material vision"-a notioir echoed in Denis'
rvrit ings as weli. The epithet "mvstic" reflected both Bernard's and Denis'
Catholic, S)arrbolist ieanings. lt rvrrs also in harmonl' u' ith Denis' par-
ticipation in the Nabi movement of 1888-1899, *'hich'fostered a mr.sfical
apploach to ar t  and l i fe .1: r  Elements of  Bernard 's  and Denis ' theoiet ica l
outlook-the errrphasis on classical affinit ies, pure composition and rn1'sti-
cal n'retirphols-reappeared in Roger Frv's essay of f927.

Bernard's anci Denis' notion of an abstract l l 'ork of art confornred
to theil neo-Platoli ic conception of "pule pairit ing," u'hich l-reld that
painting should not replesent the manifold appearance of realitr but
irzrthel should colrespond to an essential qualitv evoked in the unity of
the pictorial cornposition. The work of art was undelstood in a Sl.mbolist
mannei ' to  be an equivalent  of  nature.  Bernard and Denis \ \ ,ere not  re-
felring to abstlact painting as we have come to knolv it since the Cubists.

10 Enr i le Bernard,  "Paul  Cezanne,"  Les Hommes d 'Auiord 'hui ,  Vol .  I I I ,  no.  387,  1E9i .
repr inted in L inda Nochl in,  l rnpressionism and Post- lmpressionisn l874- lg0l :
Source.s and Docnmenfs (Nerv Jersey,  I9t l6) ,  p.  101.

l l  Emi le Bernard,  "Paul  Cezanne,"  L 'Occidenf ,  July,  1g0.1.  Maur ice Denis,  "De Gau-
guin,  de \4/h ist ler  et  de l 'excds des th6or jes,"  L 'Ermitagt ,  Nor. . 'nrber 15.  1905, re-
pr inted in Thdor ies 1890-1.910 (Par is,  1912),  pp.  I9S-ZfO.

r2 Emi le Bernard,  "Souvenirs sr : r  Paul  C6zanne et  let t res in6di tes,"  L lercure de France,
October 1 and 15,  1907, repr inted as Sctuoenirs sur Paul  Cdzanne et  Let t les,  (pat ts,
1921).  Maur ice Denis,  "C6.zanne,"  L 'Occident ,  September 1907, repr inted in
Thdories, pp.247-267.

l3 The Nabi  were a smal l  group of  French ar t is ts inc luding Bonnard,  Vui l lard,  and

Xilii:, 
r.vho rejccted naturalisrrr in favor of Gauguin's adiice to paint rn flar, pure

Denis made an importa l l t  d is t inct ion bet ' , r 'een proglessive Pi r i r l t i l rg  wi t l r
its concern fol a nerv cornpositional urritv, u,Licli he identif ied with Cles-
sicism, and the l iteral and sentinrental represent:rt ion ty'pical t-,f the pre-
vail ing academic painting of the time. By focusing on formal coherence,
he attenrpted to slrift t l ie critelia of aestlretic juclgment front a n-risplaced
hierarchy based or-r subject mattel ' and other' external factols to the corn-
Dosition of the work of art itself .

Hou'ever', by the 1920's, u,hen abstract painting had bcconre fa-
miliar, Bernard and Denis both developed reservations about Cl6zanne's
lvork. To Bernard, C6zanne's painting letl to academicism, rvhile to
Denis his pictures appeared philosophicallr- l irnited.I{ I i w'rts almost as if
Denis regietted having suggested abstract art predicated on the work of
Cezanne's art on "pure conception" in paintirrg. Tlie relationship of ab-
stract art to the visible r.volld was far rnore tenuous ttran Bcrnard or
Denis had imagined. Hor.r'ever. Denis'statement of 1900 that "a picture-
before being a rvar holse. a nude wolran, or an anecdote-is essellt ially a
flat surface cover.ed rvith colors assenlbled in a certain order" becarne the
battle crv of abstract art. Denis' and Bernard's advocacy of "ptrre art" was
meant more in a Symbolist than an abstract vein. Despite their intentions,
Denis' and Bernard's essays r.vere read in the Iight of the nbstract nlove-
ment .

Betq,een 1904 and 1906, as previously noted, Cezanrre, despite an
essent ia lh,  rec l r rs ive l i fe  in  Aix-en-Plovence,  \ \ ,As inc leasingly  sougl l t  out
by a number of young painte:r's. r.r,ritet's irnd others in the nlt r 'vorld. r\s a
result of these rneetings. Arnbrose \/ollald, Joachirn Casqr,ret, Gustiu'e
Gefflor,, L6o Lalguier, Jules Bolely, K. tr. Ostharrs, R. Riviirc and J. K.
Schnelb,  in  addi t ion to Bernard arrd Denis,  publ ished thc i r  recol lect ions
of conversations rvit lr C6zanne. These accottnts, horvever, vary in lelia-
bil i t l ' .  sonre of the alticles having been pul-,l ished -vears a{ter the eIr-
counter. but the most reliable are IJelnald's essa"' of 1904, Rividlc and
Schnerb's account of 19t)7 and Jules Bor6lr, 's lepolt of 1905, prtblished
onll '  in 1926.15 In contrast to the panegvrical o\/ertones of Belrrald's and
Deiris' essavs. Rividre and Schner6, tw'o'-voung Parisian printrnakers, pre-
sented a cleal exposition of C6zanne's ideas on color and fornt, quite free
of  aesthet ic  b iases.

CUBIST VIEWS OF CEZANNE

In 1907. the year after C6zanne's deeth, f ift1,-5i" n'orks, mainly

paintings and a few dlawings,'"vere shown at a rnajor_t'etrospeciive at
fhe Salon d'Automne, fo]lou'ed by seventy-nine watercol<-rrs exhibitecl at

14 lv laur ice Denis,  "L ' Inf luence de C6zanne,"  L 'Amour de I 'Ar t ,  Decenrber,  1920;

Emi le Bernald,  "L 'Erreur de C6zanne,"  L lerr :urc t le Ftant :e,  NIay 1,  1926.
15 R. Riv iere and J.  K.  Schnerb,  "L 'Atel ier  r le C6zanne,"  La Crande Reuuzu, Decemlrer

25,  1907; JuJes Borel l ' ,  "C6zanne a Aix,"  L 'Art  a ioant ,  I I ,  no.  37,  July I ,  1926, pp.
49r-493.



the Gallery Berrri ielm-Jeune. That same fall L(erune de France pttb-
l ished C6zanne's letters to Emile Bernard.

C6zanne's influence was alreadv considerable among proglessive
young painters. The statenrents of lr laiisse, Kandinskv, nouauli an"d Dufv
testify to C6zanne's eflect on a variety of emerging styles.rG Horvever, his
work became especially infuential among those who were to engender
Cubisni. The Cubists viewed C6zanne's concenl for purell '  pictorial
problems as a healthv corrective and alternative to the emotionalism and
decorative sy,mbolism of other Post-Impressionists,l? But there \vas i1
divelgence of opinion among the Cubists concerning C6zanne's n-rost
significant contribution, as the statements of Gleizes and Nletzingel,
Allard, Leger, Gris, Picasso and Apoll inaire indicate.ls

The 1907-1908 paintings of Picasso and Braque, the founders of
Cubism, revealed their logical development of C6zanne's precepts in the
use of f lat planes, shallorv depths and shift ing perspectives. The u'ay'
Picasso and Braque integrated three-dimensional vision rvith a two-
din'rensional surface stated not onlv a further development of Cezanne's
pictorial stluctur.e, but implied that t l- ie wilv we corre to knou' objects
in realitv is not througli a single static position in space, bui through
shift ing and successi. 'e 

"perceptiSns.

A fundamental Cubist view of C6zanne held that his art u'as based
on his concern '"vith the process of perception. C6zanne rvas the first to
paint the consequerlces of selective focus at the same tinre thzrt he *'as
concerned with his grasp of the whole, which united those multiple
focuses. Cubism rvas based on the r-rotion that fragmentir-rg objects and
space is a mearls torvai'd reality. rather tl.ran a ban'ier to reaiit l  . Tiie
Cubist undelstanding of the question of focus and the evocaiion of
whoieness cleared C6zanne flom the accusation that he couid not "r 'ea-
Iize" a prrinting. In the l ight of the Cubist vision, rve could see th:rt the
task C6zanne liad set for hin-rself rvas to trv to come closer to perceived
leality through radicrrl lv ne\v means. The'crux of the problem for Ce-
zanne, and for t l ie Cubists at the init ial stage, was how to translate frag-
ments of t lrree-dirrensional space into facets of ther trvo-din'rensional pic-
ture plane.

C6zanne's comprehension of the nature of visual cognition rnay have
been born in the nct of painting. In trirnsposing the visual data into pic-
torlal structule C6znnne may have discovered for himself the natule of
his vision, rather than apploaching the painting with a prefonnulated
theoletical framer.volk thirt dictated multiple viervpoints. His painting
then became the symbolic representirt ion of a wav of seeing that had a
profound eflect on art in the twentieth century. The wav in which Ce-
zanne represented on canvas what he sa'uv and liorv he thought carne to
embody mole and more his mode of interaction ,,vith his environment,
and not t l iat environment itself. The significirnce of this n'rode of inter'-

10 See ihe  iex t  fo r  snec i f i c  re fe rences .

tt i?1" Colding, Cubism, A History and an Analysis, 1907-1914 (London, 1959), p.

18 See the text for specific references.

signif;cance of this n.rode of interaction, and its relatiorship to his ou'l
l i fe, rvas not examined unti l the idea of C6zanne's painting as a syrnboli-
zation of his vision was first explored and accepted several decades later.

Though C6zanne's art, as we have just seen. was predicated on his
eoncern rvith the act of seeing, thc assumption that he was principally
concerned with structure or pure composition evolved under Cubism.
This notion of his art, characterized by the primacy of fornral proceclures
and decisions, prevailed in the 1920's.

ROGER FRY AND FORN{ALIST
CRITICIS]\{

Roqer Frr, \r 'as the most obsel'varlt, articulate, convincing advocate
of the puLiqv of C6zanne's cornposition. He set the standard for the nc'xt
generations of Cezanne scholars and crit ics.

Frr' f irst strw the work of C6zanne in a London exhibit ion of Im-
pressionist art in 1905, but at the tin.re did not consider it q,ortlr serious
attention. Hor'vever, b1' the next year Fry had come to recognize "a

power rvhich is entirely distinct and pelsonal and though the artist 's
appeal is l imited, and touches none of t l ie f iner issues of the irnaginative
life, it is nonetheless complete." ts

Four vears later, in 1910. increasinglv impressed by the painting
and nelv aesthetic o[ the "Post-Inipressionists" ( a ternr hc coined to
designate the painte ls 'posi t ion in  t inre) ,  Fry,  a long wi th Cl ive Bel l  and
Desrnond IvIcCarthv, or-ganized a rnajor exhibit ion in London. Tl're ex-
hibit ion displayed tvventy-one of C6zanne's paintings, and rvorks by
Ctruguin, \/an Gogh, Seurat, \{atisse and Picasso. Fry continued to ad-
vance the cause of C6zanne's alt in the trvo subseciuent Post-Impressionist
exhibit ions of 1912 and 1913. In the face of u'idespread crit icism of the
paintings among the Brit ish public, Fry rnaintai.,ed tlr"t Ctizanne rvas
a profoundlv classic artist.- 

F.)' had translated and published N,faurice Denis' essay of 1907 in
The Bttrl ington l ' [agctzine of 1910,20 ancl his Neoclassical and purist un-
derstanding of C6zanne reflected certain attitudes and ideas of Denis
and Emile Bernard.

In h is  preface to the 1912 exhib i t ion,  Fry noted that :

All art depends upon cutting off the
ordinary l ife, therebl, setting free a
functioning of the spirit.

practical responses to sensations of
pure and as i t  rvere diseniborl ied

The object of these artists (is) t . . . I to attempt to express by pictorial
and plastic form certain spiritual experiences [. .].2t

re Desmond McCarthy,  "Roger Frv and the Post- Impressionist  Exhibi t ion of  1910,"
Memor i es  ( London ,  1953 ) ,  p .  181 .

20 "C6zanne," The Burlington Llagazine, Vo]. XVI, 1910.
21 Preface to catalogue of  Second Post- Impressionist  Erhib i t ion,  Guft r rn Cal ler ies,

1912. Repr inted in Roger Fry,  "The l - r 'ench Post- Impressionists,"  Vis iorr  and Design
( Nerv York,  f965 ) ,  pp.  237 ,242.



In 1917, revieu,ing Voilard's book on C6zanne in The Burlington
Magazir"e, Fry furthel stated his forntalist position on C6zanne:

That C6zanne became a supreme master of formal design everyone u'ould
nor,,,-a-davs admit. In later works there is no lolger anv
suggestion of a romantic decor; all is reduced to the purest terms of
structural design.22

And in 1920 he wlote: ". the modeln mover-nent rvas esseniiallv a
return to the ideas of formal design." z.t

Fry believed tlrat detached scientif ic evaluation of aesthetic objects.
chalacteristic of contemporary Get'rlan at't historv, was enormousl_v bene-
ficial. "The object is itseif everl 'thing, its ir istorical reference of no inter.-
est," he wrote in 1926.24 F-ry felt that his own task i! 'as to do for t l 're
undelstanding of contemporitt 'art tbat r,r,hich \\/ol{f l in had done for.t ire
understanding of Italian Renaissance art. In some \4/a\1s his paracligm rvas
Wcilff l in's Classical Art. nublished in 1889.25

_ As an English clit ic, Fry had to contend u,ith the prer,ail ing aes-
thetic of lohn Ruskin, rvho called for moralitv in content. Frv countered
that integrity in art consisted in the artist 's f idelitv to his or,r.n vision and
in his devotion to tl ie creation of form rather than the evocation of senti-
ment. Thus Frv developed neu' critelia for aesthetic judgement based
on principles and priolit ies in the formal construction of 

'u 
pii.rt in.q u.hich.

he believed, revealed its o',r,n ordel of "profound realitv."-
I loger Fry's fuil scale formal analvsis of Cezanne in 1917, Clzonne,

a Study of His Deoeloprnenf, was fir 'si published the precedine year as
notes to the Pellerin collectiori in the maqazine, L'Amour de / 'Art.
Fry asseited in his n.ronograph that C6zarrne rvas perpetuallv concerned
rvith articulating what the crit ic chalacterized as the artist 's "passionate
consciousness." In the earlv paintings Flv sar.r ' that qualitv both in the
work inspired by an inner- vision and by the copving of old masters at
the Louvre. As his work developed, "passionate consciousness" emerged
fron-r the rvay of looking at things. rather than fr-om the thing looked-at.

Fly sarv in C6zanne's r,,.orks the expression of his own aesthetic
beliefs: that t l 're vitality and oligin:rl i t l  of a r'. 'ork ia1' not in the subject
but in the forn-ral expression of a vision. Through his studv of neuiral
objects, Cezanne r'vas able to concentrate on the composition itself. The
sti i l  l i les. as plime examples, were presented bv Fty as dramas of colol,
plane, volunte and composition u'hose subiect matter was ir.relev:rnt.

:2 "Paul C6zanne," The Bu.rl ington hlagazine, Vol. XXXI, August 15, 1917. Reprinted
in Roger Fry, "Paul C6zanne," Vision and Design, pp. 256-257.

23 "Retrospect," Yision and Design, p. 290.
2a Roger .Fry,  "Some Quest ions in Aesthet ics,"  Transformat ions,  Cr i t ical  and Specu-

iatioe Essays in Art ( New York, 1958 ), p. 15.
25 Fry rvas influential-il introducing the rvork of wcjlffiin to England through his praise

in a review of WijlfHin's Das Klos,siscl'te Kun,st, 1889. published in The-.\tl.tenaeun,
no. 3974, December 26, f903, pp. 862-863, and in the intr.oduction to his orvn
essay, "The Seicento," Transf ormaiions, pp. 96-97.

The suplernircy of Rertaissancer perspectivrrl spacc l i:rcl rrlrerdy bcerr
chril lenged b;. the Post-Impressiorrists' new conccm for the structr,rlal
quality of form and colol and the Cubists' reclefinit ion of the 1'ricture sut'-
face. These ne\\ ' conceptions encouraged Frv's reconsiderations of ihe
organization of pictorial space. He was probably farnil iar witl i  Hilde-
brand's Problenr of Forntir"rFigurutioe Art (1893), irr r,, 'hicli unity of the
surface was stressed over the snatial f ields.

Fry maintained that Cezinne's spatiel constl 'uction was always corl-
cemed u'ith the n'a;' t l ie volunte of a fornr threatens and is t irreatenercl by
the srrrface nets'ork of design. Fry, ro'"t not interested in a larger-scale.
system of depth projection that was independe,nt of the inclividual integer
of design; that is, the objective space u'as not ul)derstood excePt as tl le
indii ' idual wedges presented into arr<l capable of prying i ipart the tesserae
of the surface design. These wedges Fr_v understood irs plant:s.

In the lrierarchy of folmal values, Fly appeared to view tu'o-dinen-
sional design, integral to pairrt ine, as supelior to e'"ocations of t l irce-
dlmensional space, the vehicle of lepresentation.

Clive Bell, l ike Fry, believed tl 'rrrt meaning was to be {ound in pure
form. Both crit ics maintainecl that ir work must have "significant fornr"
or "plasticitr ' ," the expressive qualit) '  of form, rvhicli can be rnersuler.l bv
the rnagnitude of aesthetic lesponse.

Rogel Fr1 drar.natized the search fol these fornrs. Cezanne, l i ly
implied, r.r 'as cauqht in the l ieroic sacrif ice o{ sutrjective inclinations ancl
in the clises of decisions u,hich in tire past l 'rad Lreen relegatecl to molal
or religious issues. Fry convel'ed the in'rrneuse seriousness of pairtt ings
r.r, ithout n'ranifest content bv attl ibuting to C6zanne's st'arch for plastic
form a quasi-ethical value colresponcling to the scientist 's search for'
trutir.

Frv emplol'ed the terrn "nrusicalitv" as a descriptive rnetirphor to
denote pure form ancl its po\\ 'el to e."'oke aesthetic ernotion. The notiori
of musicaiity hacl beconre quite popular from the eiglrteenth cerrfuly orr-
rvrrrd. It prevailed in the 1900's among the S1.'nrbolist peirrtels and rvtitttr 's,
particularly in the aesthetic of Stephane N'lallarm6, one of Fr1,'s n"atc,t,
saints. l\ ' lusicalitv as a cor)cept rvas intended to evoke the ideri of authenric
absolute reality s'hich firrcls its out{vald appearance in depicted reality.
Concrete reality was of a distinctly lower orcler in the hierarch;, 01 r,alues
tl iat \ lallarm6 and Frv shaled.

As Fly u'rote ttr Rrrbelt Blit lges in 192-1: "lt seenrs to rne tl iat the
errrotions lesulting flom the conteiirplation of folm rvere [ ] more
plofound and significant spirituall l '  than an1, of the emotions whiclr hud
to do with l ife." rrj Fry characterized Cezanne's quest in lr is 1927 essay as
"this desperate search for realit l '  hidden tleneath the ,, 'eil of i lppealance."
Ar-rd of l i is own task Fry u'rote: "I f ind rnyself l ike a mediaeval mystic
before the divine reaiit l ' ,  reduced to negative ternls."

Frv contencled that underlying tl ie rvork of everv Clrrssical artist
there is a suppressecl Romantic strr, in; ttrus, Fry observbd tlt irt Ron'ranti-

26 Cited in \/ irginia Woolf, Roger Fry (Nerv York, 1927), pp, 229-930.
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cisnr ti irderwel)t i l  ser-ies rrf renunciirt ions in assuming the rigors of
Classicisr.r.r. Yet the very notion ol aesthetic sacrif ice is a cintral RJmantic
rnetirphor. The meanirig rvhich Fr'1' attached to pure form strongly sug-
gests a new expl'ession of Romanticism and neo-Platonism in its quest
for significance in the folnrs undeli l ing leality. One rnanifestatioir of
this ne'r ' Romanticism was the search ftrr a ir ierarchical svstem which
rvould provide alt with a sense of older and values. Fr1,'s new system
replaced the plevious emphasis ol the evocation of scntiment with a
ne\\r conceln fol plastic values intrinsic to the mediun'r of painting. This
rrew irpploach purif ied the intensitv of emotion associated with "concrete
lerr l i t l  "  i r r to  " lest l ret ic  enrot ion."

Elenrents of neo-Platonic thinking phrased ir.r mvstical laneuage
foi'm ir crrrions Lrndercurrent to Fry's 

-eirpirical 
formalisrn. His is in

tresthetic notion of asceticism or an ascetic notiolt of aestheticisnr.
D. H. Larvrence reacted veherlentlv to Roger Fry's disdain for

cor lcrete real i t \ ' .  Cr lzanne wrrs import l r r t  rn I - , iwrence's  r . ierv prec isely .
becatrse he affi imed the concrete ̂ ]rd th" phy,.sical. Imaginative i ision in
Lawlence'.s opinion should include phvsical and intuit ional perception.
C6zanne, he u'rote, had brought painting back "to forn-r and subitance
trr"rd thereness. inste:rd of deiicious nou hereness." Referring to the crit ical
lpproacl'r of Frv and Bell, La.,vlence rvrote:

And I f ind mvself equallv mystif ied b,v the cant phrases l ike Significant
Form ancl P.rte Form. Thei, ale as rnyitcrious to nie as the Cross and the
Blood oI  the Lamb. Thcr .  are j r rs t  the nrrq ic  iurgon of  inrocat iorr .  noth ing
else. If ) 'ou want to invoke art rsthetic ecstas\,, itand in fr.ont of a \{atisse
and lv'hisper'_fervently under your breath: "significant Form! Significant
Forml"-and it wil l come. It sourrds to me like a form of masturbation.
an attempt to make the bod_y r€act to some cerebral formula.2?

NE\\ '  FACTORS IN CEZTSXU
RESEARCH

The publication in 1936 of Lionello Venturi 's monunrental cata-
logne la isonnee,  Cizanne,son ar t ;  son oeuDre,  marked a new era in
C6zanne research. For the first t inre, all the knoq,n paintings, \\ 'ater-
colors, dlarvings, i i thographs and etchings wele reproduced. Onl_v six
p2lintings had defir 'r ite dates. In older to establish a chronologr'. Cezanne's
style and development had to be reassessed ,.r, ith gr-eat care.-\\ 'hi le much
of Ventuli 's dating has since been challenged (by John Res'ald, Adrien
Chappuis, Geltrude Belthold, Theodole Reff and \\7ayne Andersen) his
enorn)ous contribution to C6zannc rescarch has been acknowledged bv
a !1 .

r i  " Int roduct ion to These Paint ings,"  The Paint ings of  D.  H.  Lau:renr:e (London,
1929 ) .  Repr inte( l  in  Phoenix I  (  Nerv York,  1972 ) ,  p,  567.

Up to the t inre of  \ /entu l i 's  cet i r loguc ra is t l r t r i t ie  C. lzanrrc ] r r rd l r t :er r
vierved^almost exclusivelv as a Dl'eculsor o[ new novernt:nts. II is rrtt itucle
tou'alcl replesentatiott , ' ,ttd l-ris lelation to past art other thirn ,thc Neo-
classical seemed to his interpletels of less consequence than his ef{ect
on new irrt. The publication of \renturi 's cataiogue laisonll6e, ar.rd the
major' retrospective exhibit ion in 1936 of C6zanne's paintings. and drarv-
ings, rnost never shovvri before, cailed fol a lev:'r luation ol Cezantre's
painting, and especially his drau'ing. fhe varioLrs crit ical aestl ietic biases,
iuch a i the Symbol is t 'or  Neoclassical ,  rvere unvei led.  But  above a l l ,  h is
draw'ings were considel'ed seriousl)'for the first t inre.

\4 ihen Roger Fry ' ,v lote h is  essav on Cezal t t re,  o s igrr i f icerr t  aspect
of the painter's work was almost inaccessible to the public, for C6zrrnne's
dIar.r ' ings, long dismissed as inept in cot)lPar'!son lvith their _acildenlic
counte l  ar ts .  \ { 'e} 'e  rat 'e l1 'exhib i ted o l  ser iot lsh 'd iscussed in t l re  l i tc : r 'a t l r re '
In 1924^NIaurice Denis, in one of the first ar:t icles devotecl tu C6zanne's
dlawings, reproved the artist 's nraladl'oit hancll inq of l ine ?8 Unclellyirrg
the prejudice against C6zanne's drar.r ' ing was rr bias tor', 'at 'd the role of
coloi in C6znnne's compositir-rn arld a corresponding lack tlf serious ttt-
tention to his lrse of l irre.

The drau,ings were highly revealing of C6zanne's Process of lecold-
ing flom nature, his choice of subject m.rtter and, palticulallv, l i is copy-
ing flom the old nrasters. Adrien Chappuis did for C6zanne's dlau'ings
rvhirt \/enturi had clone fol the paintinqs. In his books of 1938, 1957, 1962,
1965, 1966 and 1973, Chappuis publishecl the krlown dra', l ' ings of Cezanrrc,
settinq them in chronological gloupin{s artd crtl lecting Verrtur-i 's clirt iug.

The study of C6zarrne's dlarvings led to the fir 'st selious evaluations
of his relirt ion.sil ip to tra(l it ion. Tlie pioneering sttrdies \\rcr'e mrrder lrv
Iohn Reu,ald in his 1935 and 1936 articles "C6zarrne irtr Louvle" and
t 'So.r r " "  

d ' inspi rat ion de Cezanne." :e The corrs iderr ib le sul tseqtrcnt  rc-
search in the 1950's rvil l  be discussed later.

Research into the t,av C6zanne trausforritecl i i  nrotif front trature
rvas irlso a lesult of the nei.l '  rrvailabil ity of C6zanne's pairrt ings tncl clrirw-
ings. Betu,een 1930 arrd 194.1 Elle Loran jolirtson, Flitz Novotll\/ i lnd

John lle.,vald undertook separate studics, all threc photographing the
sites of cettain C6zanne rvorlis in olcler to comprue the original locatirltt
u,it ir C6zanne's lendering of the scene.:rt)

28"Le Dessin de C6zanne,"  L 'Antour de I 'Ar t ,  V,  Feblrr i r ry,  1921, pp.  37-38.  Andr6

Salrr ron in "Dessin In6di ts de C6zanne,"  Cchiers t I 'ur t ,  Yt>1.  l ,  no.  10,  1926, p.  2t i3-
265 praised the unacaclen-r ic  r lual i ty  of  C6zanne's c l rarv i r . rgs f ronr a Cubist  b i i is .

re "Cezanne au Lt)uvre,"  L 'Antour de I 'Ar t ,  Octol rer ,  1935; "Une copie pat  C6z- i rntrc
d 'apres le Gleco,"  Cazette des Beaux-Arts,  Febrtrary,  1936; "Source d ' inspirat ion
de C6zanne,"  L 'Amour de I 'Ar t ,  N{ai ' ,  1936.

s0 See Er le Loran Johnson, "Ct izanne's Country,"  T ' | rc  Arts,  Apr i l ,  1930. (Er le Lolan

Johnson later  ptrb l ishecl  under the name Er le Loran).  I i r i tz  Novotn; ' ,  Clzaturc und

das Ende der a issenscl ' raf t l ic l rcn Perspekt iae (Vienna, l93iJ) .  John Res'a ld,  "As

C6zanne Recreated Nature,"  Art  News, February 15-30,  19'1 '1;  " ' Ihe Caniera Vt : r i -

f ies C6zanne's Watercolo ls,"  Art  Neu;s,  Septernber l -30,  I9 '1 '1;  "Proof  of  f l6zarr t ,e 's

Pygmal ion Penci l , "  Art  Neus,  October l -15,  I9 '14.
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Aiong rvith Venturi 's ar.rci Chappuis' caialogues, the biographical
studies ancl the publication of C6zanne's letters by John R:w'ald were a
major contribution to the broadening of perspective on C6zanne.;r1 Re-
wald plepaled the way for later considerations of the bearing of Ce-
zanne's l ife on his art. Though Rewald did not draw anv far'-reaching
conclusions legarding tl 're intelconnection betweerr C6zanne's painting
style and the events of his l i fe, Rewald's highly documented biographv
infolms us of C6zanne's wor-k as a whole.

NEW CONSIDERATIONS OF
CEZANNE'S PERCEPTION AND
COMPOSITION OF SPACE

Roger Frv's essay continued to serve as a model of excellence in
fornral analysis while the questions he did not raise pror' lded ferti le
ground for furtirer resealch-infornred by a new awareness of the scope
of C6zanne's work. Though evelv interpreter had been struck by Ce-
zanne's idiosyncratic spatial constrr:ction, the specific natr,rre of l i is de-
viations from Renaissance DersDective had never been closelv exirmined.

Fritz Novotnv first 
"oil i" 

t| his studv of the distortions in C€zanne's
use of space in 1932, in older to explain the qualit l '  of "aloofness" ancl
the lack of mood or atmosphere which he obsen,ed in C6zanne's land-
scapes.ir2 Irr his book of 1958, Cezanne und das Ende der uissenschaft-
I ichen Per.spektiae, Novotnv questioned whether the renunciation of i l lu-
solv space and the distortions of scientif ic pelspective r.r 'er'e detelmined
only by the demands of pictoli: i l  cornpositior-r of the surface or s'hether
thel'refected a deeper meaning, a change in perception of visual lealitv
(Anschauungsrealitcit). Novotny observed the gror.r ' ing attention to the
picture surface in tl ie nineteenth centurv and the incleased iniportance of
pictorial formation. This was balanced Sy u'aning fidelitv to the object
in realitv (Wirklichkeitserscheinung). As the irnage character' (,Cebilde l
of a pictule becanre nore pronounced. Novotri; '  held, the values of repre-
sentation, especially the constifutive elements of i i lusionary space, be-
came of necessity more ploblematical.

Novotny obselved that the reduction of anv explessive qualitv in
the choice and rendering of C6zanne's portraits and landscapes siqnaled
a new attitude tor.l 'ard the oblect w'olld. The nerv emphasis on the pic-
tule surface had far-reaching efiects on the construction of pictorial space

31Paul  C6zanne, Correspondence, edrted by John Rervald (Par is,  1937; London,
1941);  John Rewald,  Ctzanne et  Zola (Par is,  1936);  Cdzanne, sa t ie,  son oeuxre,
son amit id pour Zoia (Par is,  1939 ) .  See also the later  publ icar t ion,  Cd.zanne,
Ceffroy et Gasguet, suiai de Souxenirs sur Cdzanne dz Louis Aurenche et de
Iet t res inddi tes (Par is,  1959).

32 "Das Problem des Menscl- ren C6zanne inr  Verhdl tn is zu seiner Kunst ,"  Zei tsc l t r i f t

filr Asthetik und allgemeine Kunstu;issenschaft, XXVI, 1939.

and affected the way objects utrderlr 'errt transformetion. f)6zanue's art,
Novotny observed, tLus led away frorn the Iluropean pictorial tradition
of independent objects and fot'mi and rnoved tou'arcl a predomirrance of

both formal and chromatic combinatior-ts.
C6zanne, ho'uvever, did not actually break with scientif ic perspective.

Novotny contended. 81' retaining ttre rudintents of a perspectivirl systeln,
he guaianteed a degree of objectivity' in sprce. Novotny observed that
C6zlnne's paintings procluce the impression that ttre obiects- are forming
thernselves-before our eyes, an idea subsequentlv developed by Maurice
N{erleau-Ponty and by N{eyer Schapiro. C6zarrne's painting should not be
vier.r,ed as abstract, Novotriy stated, because he niaintained ari eqtri-
l ibrium between the represented object and the pictu-re stluctul'e. It was
only H'ith Cubism, accoiding to Novotnl', that scientif ic persPective died.

' 
Novotny's contempori;-v FIans Sedlmal'r, an ardent Catholic, na-

tionalist and traditionalist, took issue u'ith the implications of C6zanne's
"expressionless" cluaiity in his book Yerlust der NIitte, clie bilclende Kunst
ttei lg unrl 20 Iatirlruiderts a\s symbol der Zeit (Art in Crisis), published
in 1948. Sedhnavr developed Novotnr"s observation that C6zanne's art is

clivorced from life (,tebeisfern). But in a spirit antagonistic to Novotny,
Sedlmal-r contended that Cezanne's art rvas "co-ntrur), to human nature

[in exciuding] from the art of perception all ot]rer functions of the l iu-
man mind i i favol of pure setittg."- Sedhnavl could not percerive that

the human spirit could 6e e*pr"ss"d. in other than rrrpresentationel form.

Erle L6ran's analysis of C6zant,e's conrposition revealed an almost
exclus ive in terest  in  p ic tor ia l  s t ructure.  Unl ike Novotny,  he d id not  ra ise

orrest ions o i  exnr t 'ss i ln  rnd ef lcct .  In  h is  l9{3 book ceztntnt :s  composi-
i ion.Lonn.,r"'d a series of l ine and shade dizrgrams to dertlonstlate hou'

C6zanne st ructured f r is  paint ings.  Lolan 's  a im was to ar t icr r la te the

principles of drarving artd corrtposition uti l ized by C6zanne, p-rinciples,
Lo.on^ n-raintained, *:hicl, had didactic value and should be adopted irr

alt education.
Loran attributed C6zanne's greatness in the history of painting to

three n-rajor contributions: the rnasterv over structttral plrrnes; the syn-
thesis of abstraction and realitr ' : and the importance of t l le sulface. Lorrru
rvas the first to assert the c.ucial role of I ine in C6zarrne's peinting, r. l 'hich

defines both objects and planes. Color l iad akv'a1's been considered tl ie

principal compositional factor iD C6zanne's rvork. Loran, howevet, main-

tained that C6zanne's l irre u,as underestimated, and he demonstrlted its

structural importance tbrough diaglar.t-rs. IIr drl ing so Loran underplayed
the role of cblor. in the structuring of planes, despite the evidence in
C6zanne's painting and maxims. The use of black ancl wli ite photograPhs
and Iine diagrami ar.t if icially f lattened the view of nature while ern-

phasizing the contours u'hich distinguislied the object: . -^ 
Deipite Loritn's recoqnition of t lte structural role of l ine, l ie, l ike

previous crit ics, viewed cizlnne's dlarving as inept._The distor't ion of

C6run.r" 's  l ine in  Les Baigneurs ou RePos (Bathers Rest ing)  (V.276)

he judged as "clurnsiness, lack of dcxteritv and manual skil l . The clis-



tortions 
.are meleiy. t lre butchering of naturalistic appearances and serve

no plastic purpose." :33

Loran's concern with the process of painting u,as l imited to the
elements_ of pictorial composition and not w'ith b6zanne's perceptual
pt.o:":: Loran may h:rve conceived of the picture space as a it"ge 

^fi l l"d

with discrete, consistent, con'rplete co',,binaiions of ihapes. His dTagrams
imply a seque'tial reading of the pictu'e appropriate tb a self-conilned
image rather than a composition bised or'r siu^cceisive perceptions.

creative phenon'rena cannot be 'educed to defi iable 
^and 

diagram-
matical elements without considerable loss of richness and compi6xii i-.
I,oran did.not fully explore the distortions in the synthesis betwe6'r-eal-
ism,and abstraction, vision and design. 'rhough 

inientionaily l imited, his
work provided one example of hoiv or.re -ight proceed'in a careful
structural analvsis.

, , Ih: 
contple.xity .'d 'ildical natLrrer of C6za'ne's art were compr.e-

l " "d"d 
f rorr r  i r  phi losophical  s tandpoint  by vnur ice \ ler . leau-pontr - .  the

F.er-rch pl.rencmenologist. 
-Merleau-Pontv 

'sau, 
c6zanne's painting as x

paradigm_of _the baiance. betr,veen objectlve reality and sublectlve per_
leption. In his essav of 1948. "Le Doute de C6zanne" (..C"runi," ',
Dor-rbt" ) . Ie  expla ined that  c6zanre 's  rvr r 'o f  orga ' iz ing a paint ing r .vas
predic l ted r ro i  r . l r  abst lect  composi ' t ion but  orr  t f , "  c .ont" i r lua i  s t rugl le  to
paint the r'vorld as it trppeared to hirn: "He u,anted to depict matter;rs
it takes on form." Ta c62inne's spati_al deviations \\,ere per.c;ptually nror.e
accurnte tiran those ordeled according to an a prior.i^svsteir. The per.-
specti '" 'e_rve see is neither geor.r.retric nor- photographic, wr.ote Merleau-
Pontv. c6zanne's disto.tio's, he observed, g",r" t ie inrpression of an
object "i '  the act- of appearing." If his paintirgs looked feculiar, it was
because we had becorne accuitomed to seein{ things according ro our
use of theni. C6zannes painting, \{erle-au-ponty efulained, suipended
such habits of thought. "c6zanr-re's diff iculties'are those of the first
word." i]5

c6zanne was desc'ibed as ir vital l ink in the developnent of paint-
ing by_ cle'rent Gree.rbe.g in 1951.:ri j  Greenbe'g. the Iexling proporenr
of n.rodelnist clit icism,- advoc-ated that painting ind sculpt.rrJ sho,rld de-
velop trcco.ding to a logic determined by th6 media tfremselves. clear.
distinctions rvere made bet'"veen elen-renis that rvere considered to be
intrinsic and extrinsic to those alt forms. In "C6zanne and the Unitv of
Modem Art," G'ee'l ' terg algued tl 'rat c6za'ne was responsible for the
shift f lom^pictorial i l lusion to "the pictule itself as an obyect, as a flat
.^urface." sulface pattern u'irs endorved by Greenberg #ith "superior.

33 cdzanne's composition (Berkeley and Los Angeles, 1943, r950, rg63, rg70), p. 94.
: ra "C6zanne's Doubt,"  Sense and Non-Sense, t ranslated bv H. L.  and p.  A.  Dreyfus

(Northrvestern Univers i ty  Press,  1964),  p.  t3;  f i r .s t  pubr ished as sens 
" t  

i " - l r ) r ,
( P a r i s , 1 9 4 B ) .

35 Mer leau-Ponty,  Op. c i t . ,  p. Ig.
36clement c-reenberg,-"c6zanne and the uni ty of  l \ ' loc ler .  At t , "  part isan Ret ieu,

Mav -June  I 951 .  pp .  323 -330 .

pictorial l ights" because it s,as seen tls ir-rt l insic to paintirrg rvhile tl ie
lepreser-rtation of t l.re thild dimension',vits understood as i l lusionaly.
C6zanne was depicted by Cleenberg as one of the first modemist paitrt-
el 's .

Hilton Klamer, another contemporary clit ic, obselved that us the
Cubists con.rpleted what C6zar.rne had begun, so Creerlberg completed
rvhat Frv hid init iated.'r? Greenberg. l ike Fry, indicated priot' i t ies of
folnral trr:r 'angements rvhich rvere believed by boih crit ics to have nreaning
in themselve"s. 

'fhese 
guidelines ol strategies participated in the spil it

of the painting in question, but rvere l imited by their forrnalist palame-
ters. Pr:iorit ies were often phlased as a kincl of l i istorical inevitabil ity in
the ploglession of the formal aspect of alt. At no point wirs the alt rvork
corrsideled in its totalitr ' . The folrnal issues rvere isolrted and the folmrtl
pursuit chru'irctelized as e kind of rnolrrl end sll i l i t tral qtrest.

MEYER SCHAPIRO:
NE\,V CRITERIA FOR
INTERPRETATION

\Ievel Schaoiro attircked folnri i l ism in its citadel lvherr he inter'-
pleted C6zanne with an eve towald subject t 'r iattet in ir is 1952 bo<tk Ptrul
Cdzanne. Fol t i ie f ir 'st t inie, C6zrtnne's choice of objects, rttotifs and sull-
jects lvrrs studied fol nrcrrning ancl cot'respondence to form. Schapilrl
convelted the task of formalisnr f lotr ir method of justifying the oltject
in compositional telms to ar metirod of investigation. His appt't l irclr can
be chalactelizcd as a histolical and psycliolocical trrrnslntion of the
fornral ntodel, seeing in its eler.nents the kernels of othel levels of anitlvsis.

Schapilo bega" u'ith a fonnirl irpirleciation of C6zlnne, stirrrulrtted
by Roger Flv and Fritz Novotnv. In 1928 hc t 'rotc ebont Ctizitttue:

Except in certrrin etotic thernes, rvhich attractecl his youth and olcl age,
he rvas indifferent to the prrrcticrrl nieanings or associlt ions of the strbject
and sought only the possibil i t ies of coherertt visual combinatiott.:JE

T'nvo years l irter', Scliapilo's grorving conceln u'it lr icor"rclglirplry ar-rd
the histolv of st1,le wts irpptrrent in the published vet'sittn of lr is t lresis
<rf 1929, The Romanesclue Sculpture ttf l \[oissttc, in r,vhich he supple-
nrented the formrrl descliptiorrs rurd anrrlyses rvit l i  a discussiorr of the
subject  mat ter .

Pnlt of the brcakdorvn of Sc;hapilo's incipient folrnalisrtr ttr iry lrtr

3? Hi l ton Kranter ,  "A Cr i t ic  on the Side of  I l is to ly:  Notes on Cleuient  Creerrberg,"
Arfs,  October 1962, pp.  60-63.

:18 "A1-t in the Contentporary Wor'lcl," lntrotlrrction to Cttttternporurq Cit:ilizatiott hr tlu:
t rVest ,  (Columbia Univels i tv  Press,  I928) ,  p.  21i4,

l nL  roa l tc t  LorL
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attribuied to his concei'n with social context. Influencecl bv lr!arxist
thinking irr the ear{y 1930's, f 'om then on his writ ings reflected a histori-
cal and conte-xtual perspective. \{odern art ( or ani' other art. for ihat
matter) could 'ot be considered independent of historical conditions,
he argued, and pure form could not be^ considered independent of con-
tent.:re

. Five vears after Schapiro's init ial statement on cezanne, he cited
the painter as an example pal excellence of one who rvas misunderstood
r'vhen his dicta were applied out of context.a0 c6zanne's work, rvhich at-
tracted for-mal interpretation and served as a precursor for abstract paint-
rng. became a case in point for- Schapiro's aesthetic.

It mav be objeit ionable to some, Schapiro *oted. to co.rsider tr-re
thernes of a painter as having to do with thL value or ciraracter of his
a"r't. Ne'eltheless, he asked rrs to see cezanne's paintings as images of
the real world r,vhich are highly selective, idiosrincratic"and often tied
metapholicallv to questions of sryle.

,  
Schapiro expla ined.  that  i i  was (ancl  is)  important  to  under-stand

the contenrpolalv attitude towald the lole and nature of objects in paint-
ing. .Even the taste for ' "p ' r 'e  pain i ing"  depended on a passive at t i tuc le
to things. he.pointed ort. ceia.'ne's"indii ' idual sensibii i tr,, his special
response to observed folms caused his attitude torvard obiects to dl{Ter
fronr that of Manet and the In-rpressionists.

- I '  schapiro's ' ie'r ' , *hat r,. 'es uniq.e about c6za.ne's l ine, color
and compositior.r was the revelation of'the artist 's process. sclrapiro's
desc'iption of c6zann-e's- perceptual process and the wav he pai'tei ob-
jects as thel'-en.rerged through perception parallers the' for:m^ulations of
Ntraurice lt4erleau-Pontv. schapiio obierved^that the activitv of balance
between the _subject i 'e  perceiver  (c6zanne) and the object ive real i t '
(ob jects,  landscapes,  people)  was la id before us.  s t i l l - i i fe i  r i ,er .e both a
source.of empi' ical knowledge and vehicles for perception. c6zanne clid
not paint the object as he knerv it to be in somi objectir.e. uti l i tarian or
logical f.amervork, but. r 'ather', as it becan're "visiblei 'to him throrroh re-
pea ted  Iook ing .

Schapiro *'as the first scholar to demonstrate a continuit '  in ce-
zanne's choice of subject matter and its execution in relation to his l i fe,
Schapi.o pointed out the deveiopment from c6zanne's earlv, often
eloticall l '  charged wor-ks, strong in theil naive forms and distinctir e
sense of color, to the.last paintings. sucli as Les crandes Baignettses
(Women Bathers or The Large Balhers) (V. 719; frg. ZI). The rJpeated
agitated l ines of the Bathers suggested an ambivalent attitude tolr.ard
the nakcd fenra le bodr  r t t  t .he s inre t ime thai  t l rey s igni f ied the f i t t ing
togeth^el of forms to reveal the painter's perceptual proJ"rr.

schapiro explored docunibr.rtrrry et:id"n& from c6zanne's j ife-his

;g "The Nature of Abstract Art," L|a.rxist euarterly, no. l, 1g37, pp. 77_gB.
{0 "uber den schematismu.s in der romanischen Kunst," Kritische Berichte zur kunstge-

schichtlichen Literatur, Jahrgang i932-33, pp. I_21.

poetrv, sketchbooks, letters, the i iterarv and pictorial sources r.v!th rvirich
he was familiar'-and also introduced'psvchoanalytic theory for the first
t ime to the C6zanne literatule in order to elucidate furthc.r C6zanrrc's
subject matter.

Through his perceptive analr.,ses of form and content Schapiro sug-
gested that the apparent coolness and neutralitv of Cdzanne's landscapes,
sti l l- l l fes, portrait i and group paintings at the iarne tirne convey a hifhly
charged emotional state brought under constnrctive control in the seriice
of the unitr.of the painting. C6zanne's clioice and manner of representing
objects wai bound^up r.r ' i t i  the formal development of his pairit ing.

Schapiro maintained that sti l l- l i fe as a genre ollered a rich sp]rere
for latent personal svmbols. In an argumeni diametrically opposed to
Rgger Fry's position that sti l l- l i fes were purely compositional in value,
Schapiro asserted that "once established as a rnodel donrain of the ob-
jective in art, sti l l- l i fe is open to an endless variety of feelings and
thoughts, even of a disturbing intensity." a1

In his essav of 196E, "The Apples of C6z.anne: An Essay on the
\Ieaning of Sti l l-I, i fe," Schapiro belan with an iconographic aJalysis of
the problematic subject matter of "The Amorous Shcpherd" ancl the t 'Juclg-

ment of Palis." Schapirr. '  sau' the apple.s in these painting-s as having e
highly charged content. He u'ent on to connect the emotional significance
of the apples as used ltere to their function in the sii l l  I i fes. In this process
he used ps1'choanah'tic interpretation extensit,ell ' ,  but he did not nrain-
tain that such an interpretation alone provided a ftrl l  explanation. IIe
pointed out t l 'rat u'e do not reallv knorv the effects of C6zannc's i)er-
so r r . r l  l i f e  o r r  t he  ch , r i ce  o f  s t rb jec t :

The painting of apples may also be r.egarded as a deliberately ch,rsen
nreans of eniotional t ietachrrient ar-rd self-control; the fruit providecl at the
same time an_ objective field r:f colors and shapes with an Jrpprrrent sensu-
ous richness lacking in his ear' l ier passionate nrt and not realised as fully
in the later pairrt ings of nucles. Tci rest rvith the explanation of the sti l i-
l i fe as a displaced sexual interest is to miss the significance of sti l l- l i fe in
general as well as impoltant meanings of the objects on the manifest
plane. In the rvork of art t l ie latter had a u.'eiglrt of its own arrd the
choice of objects is no less bound to the artist 's ionscirrusly' directt:d l i{e
than to an unconscious svmbolism; it also has vital roots in social ex-
perience. a2

Schapiro considered C|zanne in a ntore complex ra.'ay tharr any
prer.ious crit ic had. His formal anal;,sis of the paintings nrade possible
a,convincing elucidation of theil perceptual, psychological and historical
elements. In turn, his au'areness of t l ie complexitv of C6zanne's art al-
ios'ed hin'r to see the fornral cornposition in a new, i.nore me:rningfui way.
Schapiro's insistence on an acute characterization of content, then, carne

a1 "The Apples of C6zanne," Ar, Netos Aunnl, XXXIV, 1967, pp. 33-53, p. 4.1.
a2 "The Apples of C6zanne," p. 40.
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of his objects, in their self-coutainment as forur, revealed the objects as
"existing together" in a unity and harmorry whicli transcended their in-
dividual nature.

Gertrude Bertholcl 's Cdzanne untl die alten LIeister, 1958, is the
most comprehensive documentary study of C6zanne's rell l t iorr to tradi-
tion. Three hundred and fiftv drarvings after olcl-master sources r.l 'ere
catalogued. The stylistic significance and the character of C6zanne's
copies rvere studied, a chronology of the drawings presented and the use
of the models from old masters, particularly for the bathel cornposition.s,
revierved. Berthold's approach u'as birsically that of analysis of the forrlrs
apparent in the copiei- ',vithout studving the significance of C6zanne's
reCurrent choices.as The predoniinant number of Baloque r,r 'orks which
Cezanne copied put his lelation to the classical mastet's into perspective;
he conied Rubens'u,ork far more often than Poussin's.

In his 1960 article. "Cezanne and Poussin," 
'fhecrdore RelI unveiled

the myth of C6zanne's "r'edoing Poussin from nature." Reff rer' ielved ex-
terrsivelr, the early crit ical l i telature ot1 C6zanne ancl dernonstlated tl i trt
the advocacv of Poussirl was not leally a function of C6zannt:'s paintine
but of the Neoclassical movement in r 'vhich Bernarcl, Detris rir id othei'
of Cezanne's interpretels palticipated.

Refi obselved in his dissertation of 1958, "stuclies irr the Dla'"vings of
C6z-anne," that C6zanne's iutelest in tladitional art rvas rnore perviisi\/e
and pro{ound tl ian that of an1' o[ his contenrporrrt ' ies: one-tlr i ld irf a]l his
driri.vings',vele copies after otheruvorks of art. Reff identif ied tl ie sottrces
for Cezrrnne's copies and speculated as to the rnoti ' ,,ations atld reasons
behind the choices and tmnsforrnations of known rnotifs. He developed
Schapiro's idea that the choice of oblect or subject matteruvas leltrted
to changes in style. While Cl6ztrnne chose to copy predontinantly Barorpre
'uvorks, Reff claimecl that in the process of copf ing then'r he clenicd nrar.ry
of the qualit ies that mr-ist have attracted hirn init ially, nantell '  "extreme

naturalism, completeness :rnd intensitv of expressiou." On the contrary,
Cezanne's dlawings tended to be "cool, colorless ar-rd fragmentaly."
Tlrough C|zanne adn'rired tl ie power and completeness clf Baroque alt,
his possilri l i t ies vlere "deterrnined b1'his ou'n tirne and temperameut."

In subsequent research, Reff placed increasing emPhasis on the
affective content of Cezanne's motifs. N,lethods of psychoanalvtic incluirt '
u'ere applied to the study of a ploblematic figule, set of f igures or sub-
ject, such as the Batliers motif in its various guises.r{jThe paintinqs \\crc
discussed ah'r.rost as dreitms, in accordance q'ith the model cstablished by
Fleud inhis Interpretation of Dreants. N4otifs were traced through ante-
cedents and subsequent transfornrirt ions, r,r ' i th tecurrent pirttcrns in the

{5 See Theodore Reff, "New Sources for C6zanne's Copies," Tlrc Art Bullcth, XLll,
June 1960, pp. r47-149.

+6 See, fol example, C6zanne's "The Enigrna of the Nude," Art Neto,r,  L\/ I I I  ,  Novem-
ber, 1959, pp. Z0-20; "Ctzanne. Flaubert,  St. Anthony, rrnd The Queen of Shebrr,"
The Art Bul let in, XLIV (1962), pp. 113-125; C6zanne's "Dream r.rf  f larrnibal," Tlre
Art Bul let in, XLV (1963), pp. 148-152; "(Xzanne and Hercules," ' l 'he Art Bul let in,
XLVIII  (  1966), pp. 35-4a.

- Since Meyer Schapiro's book, three l ines of Cezanne research have
been pursued to date: First, the religious existentialist irrterpretation acl-
vanced bv Kurt Badt in 1956. Second, the u,ork on chronoloqv and
sources, c'ontinuing the task of dating undertaken b1, venturi 

".ta"Cn"p-puis-since the late 1950's, Wayne Andersen, Gertrude Berthold. Adri6n
Chappurs, Douglas Cooper, Lavr.'rence Gorving, Robert Ratcliffe, Theo-
dore Reff, John Rewald, and carl schniewi'd-have revaluated the cri-
ter-ia for daling- through considerations of c6zanne's copies and rvorking
methods. Third, psychoanalytic considerations, init iating a nrajor trend

in ;1!1egue1t research d_eveloped fur-ther in publicariois by Kurt Badt
in 1956, by Theodore Reff in articles from 195g to lg66 and'bv schapiro
h i rnse l f  i r r  196S .

Kurt Badt in his 1956 book Die Kunst Cdzannes (The Art of Ce-
zanne), dealt rvith c6zanne's compositional structure, u,atercolor tech-

1ique,_ use of blue as clominarit color, choice of subject rnatter., psvcho-
l-ogical causes for-svmbolic content, historical positiorr and metaih'r,sics.
He was conce'red u'ith the "ult imate airns" of C6zan.te's art, conie;ding
that they we_re not the formai problems many crit ics claimed them to bJ
Rather, for c6zanne, every subject became a s1'nrbolic representatiorr of
his or.r 'n apprehension of the ..r 'hole."

^  Kul t  tsedt 's  approach to Cezarrne s. . rs  d is t inguished f ronr  pr . r r  i t_rus
Cezanne crit icism b-y the introduction, horvever Z..,rron', of a 

^{ungian

i r r terpretat ion of  Th 'e cnrdpluyers and.  nrore cmphct ica l l r .  
"  

. ' " l ig lou,
existentialist interpretation based on Karl Jaspers' 

nExistenr" 
phiiosJphv.

Refuting the notion that C6zann" *'* u "pure painter." 
'nadt 

ma;ir-
tained that c6zanne's technique was a cipher, his emphasis on the over-
all picture composition r.efeit ing his attitude tou,ar.i the rvorld: "The
rnerely graphic nteans absolutely nothing." a3 For example, C6zanne used
blue as the "common grou'd for all coloration," c.eati ig both the sensa-
tion of nearnes.s and distance, because in the equalizing of fo.egro.nd
and background "the eternal order of the rvorld; rvas i irplied.

Badt  descr ibed the "n lyster ' )  o f  Cezanne's paint ings as " thei r .  per-
fect transcendence in thereness," a notion pr.edica'ted on lurp"rr' phil^oso-
phyii. Accolding to-Jaspers,_existence, the state of conilnuall_v coming
into-"being." can only be realized directlv through experiencing the pari
ticular in ihe world is part of 

",-r "'r"o-possing"and 
Lnifving irhol"i-i.,

other rvords, through transcendence.
Badt believed that C6zanne's minimization of the objective nature

+s The Art of Cizanne (Berkeley and Los Angeles, 1g65), p. i23.
+a Kar l  Jaspers,  Phi losophy of  Existence (  New york,  I97I  ) .  Af ter  lectures del ivered in

1937.



sketchbooks, pcems, dreans and ietiers carefuliv noted, in crder to gain
insight into c6zanne's conscious goals and unconscious motives otrJ itr-
clinations. Refi 's emphasis, l ike Freud's, \\.as on the relationship betrveen
manifest and latent content-the svntax of the unconscious. c6zanne's
deviations from such traditional subjects as "The Temptation of st. An-
thony" were vier.a'ed against the background of histori&l and conrempo-
rarv plototvpes of the motif, in order to demonstrate that his deparfure
from the known texts and established iconographic t-vpes rvas r.e^vealing
of the personrrl content that C6zanne had in"vested in ihese motifs.

While it is impossible to definit ivelv establish C6zanne's uncon-
scious associtrt ions ri ' i th various images and motifs, the questions and
issues ra.ised by Reff co'tribute to our unde'starding of 

-the 
complex

lelationship between C6zanne's art and his l i fe.
Wayne-Andersen who has been lecturing in and researching on

c6zanne's subject matter from a psvcho-sexuai pornt of vier,v, has fociused
in his book (Cd.zanne's Portrait Drau;ing.s, t0i0) and articles, on the
d'awi'gs and copies in order to establi ih a more p.ecise chronologv.
Ande.sen i ' t 'oduced a "topographical" method, based on the .rr" 

"of

extenral critelia. For e-xample, in his articie on the sketchbook owned by
the Art Institute of chicaqo. Andersen observed that the sketches w'ere
aligned right side !p o' upside down depending on rvhethe. c6zanne
opened the sketchbook f.om front o' baik.nt LLing evidence gleaned
from va'ious topographical analvses or the r"q.,er-t"-" of drarvinls. ancl
taking into account the age of c6zanne's sotr ai the time the boi drern'
in his father's sketchbook, Andersen postulated a range of dates in rvhich
the sketchbook drawings ..re.e e*"c,-r1ed. He then applied his ffndings to
the existing chronologies. Andersen warned that one should 'ot assume
a. neat l ineal plogression thlough "logical stages in c6zanne's drau'ings
since he otten retulned after a time to a previous motif."

Interpretations p'ior to Schapiro's book tended to address c6zanne's
'"vork as a whole. A more focused scholarl-v studv of a specific issue or
aspect of C6,zanne's work is characteristic of the post-Schapiro l iterature.
(Badt's comprehensive book is an exception ). Recent studies ha'e
ranged. from ana-lvse-s cf c6zanne's color, his copies f rom past art and
chronologies of the drawings to the interpretation of an imige in one of
C6zanne's poems or paintings. At the same time, most of tf,ese current
studies reflect a broad perspective on C6zanne. The relationship betr.r,een
c6zanne's ar..t and his l i fe is increasingll '  taken for granted. -{i Schapiro
observed, "An art of personal expression has a uniiersal sense." Or, as
Picasso noted, "It 's not rvhat the artist doe,s that counts, but rvhat he is."

C,Szanne has not been cited as a major precursor of neu., develop-
ments in art for nearly half a centr:r) '. yei t ie continues to have an im-
pact on present artistic concerns. Questions of pictorial structure, unit1,
and process, as c6zanne defined them, sti l l  prevail and under'l i" 

"o.r-

47 "c6zanne's Sketchbook in the Art Institute of chicago," The Burlington rlagazine,
C IV ,  (May ,  I 962 ) .  pp .  f 96 -20 t .  See  a l so .  "C6zan ie ' s  Ca rne t  a i o i e t - n to i r e , "  The
Bu rL ing ton  Magaz ine ,  CV I I ,  ( June ,  I 965 ) ,  pp .  313 { f 8 .
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temporar ' \ 'movements in  paint ing r rnd sculpture.  C6zar lne n ' rac le paint i r rg
the record of his perceptual, conceptual and compositional experierrce.
This major contribution has remained relevant. Hou'ever, while C6zanne
rendered the interface of the process of perception and object of per-
ception, recent movements in art have tended to focus on a single di-
mension of his lvork.

Abstract Expressionist painters have been concerned rvith the pro-
cedulal aspects of C6zanne's work, and not u,ith the quality of his
formal composition. This expression of process in recorded gestule takes
precedence over object in the construction of action painting For ex-
ample, t l ie drirmatic gesture of the painter f l inging and pouring paint
on canvas insists that the final work wil l embody the process by which
it came to be. The process has become the painting.

Nlodelnist paintels of t l ie 1960's have pulsued <pestions of unity.
C6zanne created cohesiveness in the small stluctulal elements of his
paintings by relating part to part, color to color. No'"v a simpler solution
of unitv is posited in the reduction of colol arerrs to a l irrge field, unam-
biguously lving on the surface of t l.re canvas rvithout the complcx a{fi l i ty
rvith i l lusorv deoth.

Modeinisipainting has found the problen-r of representing inrages
and objects extraneous. On tl ie other hand sculptule, concerned iis it
must be u'ith objects, has created rvork w,hich intersects u'ith Merleiiu-
Pont,\"s phenomenological vierv of C6zanne. 

' l-hus, 
the spacc we con-

ceive is in direct relation to the space we perceive. In order to alt iculate
this relationship the altist and spectatol rnust become acutely arvale of
their expelience of space and not fall back on tlteir knou'ledgc of horv
to construct an i l lusoly space. Sculptors such as Robert Morlis, Bnrce
Nauman, Richard Serra and Keitir Sonnier make objects which occupy
the space of the spectator in such A wav that seeing becornes a process
of interaction between the perceiver's body and the perceived .".i l1rt.,t".
Robert  Nlon is  ref lccts '

As ends and means are more unified, as pl'ocess becornes part of tire rvork
instead of prior to it, one is involved more directiy r.vith the w'orld in art
making because forming is movccl further into the presentation,a8

In sunmary, C6zanne continues to be significant to artists, clit ics
and historians. Once again New Realist painting raises the prclblem of
bringing the lvorld back into the picture rvithout resolting to plevious
solutions which ma1' have less nr.eaning for our tin.re. Thus, C6zanne's
own deviations from naturalistic replesEntation need no longel be reacl
as f onnirl abstraction. His emphasis on recording the process of his
pelception of the natur:i l  world w.as his v.'a)' of expressing thrrt wolld in
his painting. C6zanne's art is unsentimental and tl ierefore acceptable to
the contemporary sensibil i ty. Beyond this, his art serves as a model for'

' {8 "Some Notes on the Phenomenology of  l r {aking:  The Search for  the Nlot ivatecl , "
Artforum, April, 1970, vol. VIII, n<,r. 8, pp. 62-66, p. 66.



the p'eser:t gencraiion p'ecisely because his levolutionary canvases ex-
pressed his conviction tl iat vision is subjective. Cezanne, above all, makes
us conscious of the r.r 'ar, he sees and in the process dramatically extends
our fi.eld of vision, our possibil i ty of seeing. 

-The 
perceptual process was

prin-rarv for C6zanne. FIe did not, even more, he co.rld not accepr a
preconceived set of rules for painting his vision of nature. once u'e
understand C6zanne's art in this l ight,-we can no longer accept the no-
tion that our seeing an object is oirly a function of ihat object itself-
anv more than we c-an accept that the object is perceived'solelv in a
culturallv detcrrnined pattern.

c6ianne's insiste:ice on the primacl, of the artist 's ' ision revolution-
ized a.t. He also profoundly altered th'e l l,avs in u,hich the rest of us,
artists or not, rvould thereaftel vier', '  our. rvorld.ae

aeA similar view has been expressed by'John Be'ger, "The sight of Man,'  The i t-eu
soe'ety- Apri l  16. Ic;0. r,p. 646-647: an.l  br 6nbriel Lad."rman, i .  "problems of
Crit icism VIII :  Notes f 'onr the t 'nderground,' '  Artforum, September, Ig70, pp. 59_
6 1 .
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X'larc de VlontifauLl

From "The Exhibi t ion of the
Boulevard cles Caprrcines" (1874)

fhe Sundav public sarv fit to sneei- in the face of a fanta.stic f igure whr.r
i s  l e r e a l e t l  i r r  a r r  o p i a t e d  s k r ,  t o  a  s r r r o k e L  o l  o p i u m  I F i q . 3 l .  T h i s  e p p a r i
t ion of a l itt le pink and nucle fiesh u'hicir is being pushecl Lrefole hin-r in
an enrpyfean cloud, bv a kind of denton ol incubus, l ike a voiuptuous
vision, this corner of alt if ici. i l  prrladise. has suflocated the ntost cournge-
ruus, it is necesstrlv to say, and \{, C6zrurne only gives tl ie iruplession of
a kind of madmtrn ',vho paints in deliritrn-r trernens. People have lefuserd
to see in tLris cleation inspirecl bv Brrudelaile a drearn, an irlplession
caused bv oriental nrlsts rvhich it was necessarv to lendel rrnder. the
bizirn'e frirmeu'olk of the imrtgination. Is not incoirerence thc nature, the
special chalactelistic of plaiser.r 'orthv sleep? lVhy look fol an irrdecent
jest, a notive of sciinclal in the Ol1'mpia? In rerrl ity, it is only one of thc
cxtrar. 'agant folnrs of l i ttshish borlor.vecl from a swarm of arnusirrg dreanis
u'hich n'rust sti l l  be hidden in the cornels o[ the l lote] Pilntoden. . . .

de Nlont i faud,  "L 'Exposi t ion c iu
pp .  307 -313 ;  t h i s  exce rp t ,  p .  310 .

Boulevard c les Capucines,"  L 'Art ls ie,  May,N{arc
187.1.
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