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ABSTRACT

This dissertation examines Paul Cezanne's stlll-llfes and proposes

that the interpretation of meaning in these works depends upon the

analysis 01 their stylistic elements.

In Chapter I it is argued that the relationship between meaning and
ir.tarpretatH:m in the discipline of Art History is a complex one. An

examination of the recent theoretical literature offers valuable

insights into the ways in which art historians have assessed this
I)

relattonsnlp and the ramifications not only for the disclpflne, but for

the Interpretatlon of Cezanne's stiti"Hfes.

TIle diflerent ways in which scholars have interpreted Cezanne's

Qeuyr~ (particularly in relation to formallst approaches) are
examined in the overview of the Cezanne literature in Chapter II. It

is suggested that the exlstino body of interpretations i;, the

literature forms an important part ofa W(I, ~'s meaning anc;l"that

therefore, the meaning of Cezanne's sW!-lifes should not be
"\ -,

considered in an historical vacuum. furthermore, it is argued that

the formalist interpretation of Cezanne's still-tltes warrants re-
evaluation,

In Chapter III selected still-lltes are analvzed. The traditional art:

historical dichotomy, reflected in the Cezanne literature, between

'form' and 'content' I is chatlenqed, The genre of still-life is

contextuanzed in relation to Cezanne's other ge:nres to substantiate

',:henotion of a 'drama of style' evident in the still-lifes. It is argued

that a stvlistrc approach to the still-lites reveals both the importance
,

of style in the interpretation of me~lning in the still-lifes and the
,

notion of artistic process evident in 't.h(~seworks.
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Introduction

In this dissertation it will be argued, in the analysis of selected

stiJHifes by Paul Cezanne (1) I that the stvlistlc interpretation of
\

these works affords the scholar insights into the artist's work and

artistic programme ..

In chapter one, an examlnation of some of the ways in which art

historians have apprcached the issues of meaning and interpretation

will be outlined, as weU as recent developments in the 'New Art

Historv'. It will be an~uedthat the art blstorlan's role in accessing

the meaning of a WOI"k of art is an intrlcate process. The complex

way in which the art historlan constructs meaning in relation to her

object of study will be crltlca examined. As E.H. Gombrich has

suggested,

Because works of art so perfectly reflect their f.ge. we she 'Jld

also add that like mirrors they will reflect different facts

about the age according to the way we turn them, or the

standpoint we adopt, not to mention the tiresome tendency

of mirrors to throw back our own image •.•. The history of art

is one strand in the seamless garment of life which cannot be

isolated from the strands of the economic, social, religious,
.;

or institutional t, tory without leaving any number of loose

threads. Vvhere he makes these cuts and :'ow he constructs

his narrative will depend Torthe art historian ... both on what

he wants to know and on what he thinks he can find out. (2)
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The different ways in which Cezanne scholars have constructed

paradigms for the lnterpretetlcn of the meaning of Cezanne's

oeuvre is examined in an overview of the Cezanne literature, with

particular reference to the tradition of formalism (chapter two). This

survey elucidates the varied and often conflicting ways in which

Cezanne's still-llfes have been interpreted, in relation to the two

major trends in Cezanne scholarship namely, formalism and

iconographic studies The New Art History is also discussed and

although it is acknowledged that major contributions by its

practitltmers have been made, both in the discipline as a whole and

with specific reference to Cezanne. the important activit/of visual

analysis in this tatter approach is neglected.

In chapter two the analysis of particular Cezanne scholars reveals

how rneaninq is dealt with ~nthe Cezanne literature and facilitates

a~ unders1:andingof the underlying structures that hava informed

CezannE:~scholarship. The literature on Cezanne is extensive and

this will not be 8 detailed aha~ysisof every aspect of the literature.

Rather, f will attempt, through an analysis of selected authors, 'to

lsolate the concerns of these authors and thereby establish how

these concerns inform t:'leir respective interpretations of Cezanne's

oeuvre and subsequently colour our 'reading' of the oouyre

generally and of the genre of stilHifes speciflcaltv.

In chapter three, the traditiona! dichotomy between form ton the

one hand) and content (on the other) in the Cezanne literature as

well as the split between theoretical practice and visual analysis in

the dicipline as a whole, will be addressed. The shift away trom
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visual analysis by recent scholars (referred to above) will thus 'be

challenged. in a 'reading' of selected still-life paintings of C6zanne,

a 'revise::!' formalist approach will be explored in order to test its

current validity 8S an interpretative tool. The overall intention of this

dissertation is to reveal the mechanisms that inform the

interpretatlon of nezanne's work and to assess the validity of the

formalist approech to his work in our current context It will bl.)

argued that visual analysis of Cezanne's still-Ufes enhancee the,

intr- -..,retation of his works and f8cmtat~s an understanding of his

artistic programma 8S 8 whole.
!r-

1\



4.

I. Meaning. Interpretation and the New Art History in

the Study of Cezanne

In this chapter an analysis of the nature and role of art history and

its practitioners will be presented in relation to the ways in which

meaning and interpretation is accessed and carried out in relation

to the work of art. This analysis will inform the visual analyses of

Cezanne's still·lifes" carried out in chapter three. The impact of the

New Art History on the discipline of art history and the issues

raisf(~ ') the New Art Historians will be examined. The question of

interpreting the literature wi!! be raised in an attempt to clarify how

access to the literature is gained and also tb determine the

relationship between this image and interpretations of that image.

Sincp. language is engagled in providing contexts for seeing the art

object, the role of language ~ninterpretation will be discussed.

Since the issue of intentionality is central to the debates about

interpretation this wiIJ be addressed in relation to the artist, the art

object and the context within which the art work is produced.

The focus of this investigation is informed by i~sues raised by the

New Art History and therefore, a critical analys~a of its impact on

the discipline with specific reference to Cezanne scholarship wHi be
undertaken. An assessment of the possibilities of the New Art

Historv for the discipline will be examined 8S weH as the

problematic areas which it highlights. While for many scholars

these relatively recent developments are easily absorbed into the

discipline, for others they point to a crisis
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in the discipline without whose resotution a new era cannot be

heralded. Either way, they cannot be ignored.

It is es~entjal to contextualise the New Art History and rts foci in

order to und6rstand the present crisis in the discipline. The term

'New Art History' was first publicly used in 198;? (1) According to
\\

Rees and Borzello,

The new art history did not just 'happen' either, a vision

revealed to l( bt'lnd of heroic historians ~'?be passed down to

their faithful followers. It is 8 product '~f the late-slxties

tolerance for left-wing and 'continental' ideas which has

i' changed the nature of every academic subject over the last

two decades, combined with the expanslon of art history 8S

an academic discipline. (2)

The 'continental ideas' referred to above in~fu~~ feminism,

Marxism, structuralism, PSyo~108nalysis,and other ~%~0-poIitiC81
";._~ /:=: -~:-:::,

ideas. As a result, many scholars whose srees of research were not

previously directed towards art history have turned their attention

to the disciplinE•. (3) With the distinction between art history and

other tradition2111y separate practices blurred, art critics. such .~s

Donald B. Kuspit entered into the debates about the nature of art

historical practice and urged that,

If it is to develop, to get a move o~" the distinction between

the srt-histortcal and the extra-art historical, what is proper

and improper art history, must give 'Nay. (4)

\\
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He further insists that art history, ~...must stop ritualistically doing

business as usual, and ask itself what its business is about." (5) =

Given the se'f"consci()usness permeating the discipline as a result

of the impact of theory, the nature and rote of art history and its

practitioners have been questioned. While much of the recent

literature grapples with issues previously neglectj)~", it should be

stressed tbat,

In its own time, the tradition against which the new art

historians pitted themselves had it$elf been revotutlonarv. A

product of nineteenth-century European rationalism, art

history had wrenched art objects from their religious and

aristocratic origins to set them firmly in history rather than

myth. To protect itself from what was most feared in art -

mysticism and idolatry - it took as its task the imposition of

order. Art history was founded by Wolfflin and Riegl on the

principle that formal analysis of art was the key to its study.

In the 1920s, Edgar Wind and Erwin Panofsky fed a campaign

against formalism, announcing the importance of the cultural

and historical context of art. When the 1930s brought the

German scholars in their flight from fascism, their zeal for

precise knowledge and intellectual seriousness transformed

art history in this country from a connoisseur's pursuit into an

academic discipline. (6)

As suggested above, the practice of traditional art history is diverse

and caution should be taken against oversimplify!ng the exact
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parameters of the so-called traditional art history. It is interesting

to note that one, of the effects of the New Art nistory has been a

critical examination and re-evaluation of the writings of art ,

historians such ~~ Erwin PSl),ofsky and Heinrich Wolfflin. (7) This
, !

area of new research has clarified the differences in approaches to
the art object and methodo'ogins between traditional art historical

scholars and has generated and defined a new and interesting area

for art historical scholarship.

Stephen Bann, in his article, IIHow Revolutionary is the New Art

History?", stresses that in order to assess the revolutionary nature

of the New Art History, 8 sense of the traditional art history must

be uhrlerstood. He suggests ~urthe:rthat 6 comprehensive definition

df what constitutes traditional art history is problematic given its

variety and diverse nature. (8)

According to A.L Rees and F. Borzello, joint editors of Iho New Art
,

HistQry•

... the two most distinctive tendencies in the new art history

are the interest in the social aspects of art and the stress on

theory. (9)

The focus of much of the recent art historical literature examines

the theoretical aspects of the practice of art history and arose in

response to a shared perception that traditional art history,

concerned inter alia with issues of attribution, style and

iconography, neglected the important ideological infrastructure at
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work in the practice of tha discipline arid the ways in which art ;$,;.

the product of a social context. This new focus " .•. is signalled by

a C:Uferentset of words - ideology, patriarchy, class, m~thodology,

and other terms which betray their origins in the social sciences."

(1O) One of the central problems that arises when assessing the

tendencies oliltUnedabove is that, "~!,., in pushed to extremes, both

approaches risk overlooking the art they are investigating." (11)

Given that the so-called New Art Histc;ians have initiat'~,~s central

to their project 1't self-reflexive and ~elf·critjcaf approach to the

discipline of art history, it is not surprising that as stated above,

important issues to fall under their scrutiny include the nature of art

historical enquiry itself and the role and practice of art historians,

its practitioners. In addition, these new art historians have posed

questions about the impact of their methodologies and approaches

on their self·designated areas of research.

In addition to generating new areas of research and thereby

fundamentally redefining the parameters of the art historians

activity, the 'New Art History has formulated and postulated

challenging questions about the traditional practice of

lnterpretatlon, which remains one of the central tasks of the art

historian. Acknowledgement of the needto understand how access

to the me~ning of the art object via interpretation is gained, has
II

remained a critical issue for the discipline.

As stated previously, in critically evr!uating the discipline of art

history and exploring the problematic of its methods, scholars from
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within the discipline have imported 'foreign' methodologies from

disciplines such as aesthetics, literary theory and philosophy I to

construct paradigms for analysing the issue of interpretation. The

impact of meth08ologies forwarded by Marxist, ,feminist and

psychoanalytical scholars has been significant. Scholars from

disciplines other than art history have turned their attention to the

visual arts in an attempt to impact on the perceived crisis in the

discipline. This healthy interchange of tdass and methodologies will

no doubt continue to have significant repercussions for the

disCipline of art history.

Understanding the meaning of a work of art involves inter alia

description, analysis and interpretation. Interpreting the work of art

has traditionally, as for example in Panofsky, been distinguished

from the explanation or analysis of the work of art. (12) The

question as to whether these terms can be dist;nguished from one

another - and if so in what ways - is an important .one and is

examined by the New Art Historians. The problem of the

distinction, in Panofsky's terms, between formal and iconographic

studies, is raised. As a result, the position and validity of formal

analysis as an interpretative tool in the u~-':!!!~;tandingof art objects
\'i

has become a critical issue for art historlens' today.

One of the factors that determines the focus of the art historian's

interpretation is her attitude to the status of the art object. This

affects the kinds of issues that will be addressed in any given

interpretation. While many art historians see the art object as a

repository of an historical moment, as Panofsky does, others see
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the art object as a repository for the statement of aesthetic

problems and solutions which, though they may be born at a

particular historical moment, transcend this particular instance of

history. In this latter approach, the art object is viewed as .capable

of aesthetic import and universal aesthetic validity for aUtime, as

is suggested for example, in the writings of Clive Bell.

Different approaches to the nature and role of art history and the

art object reflect different aesthetic attitudes and ideological

positions.(~, recent art historians have commented, the practice of

the discipline is '.j~rried out under the guise of pursuing and:'
unveiling truth, while in reality it processes information in ways th~f

construct truth. The traditional approach differs significantly from

more recent approaches in the following way: the former sets itself

up as an unengaged, ideojogically neutml activity I while the; latter

acknowledges the ideological and methodologiqal assumptions that

govern their engagement with material culture. In cCrjtical.Er8ctice,

Catherine Belsey, although dealing specifically with literary texts,

comments thus:

Common sense assumes that valuabfe literarv texts, those

which are in a special way worth refJding, tell truths - about

the periods that produced them, about the world it} general

or about human nature - and that in doing so they express __
/,. -,~--

the particular perceptions, the individual insights, of their

authors. (13)

Scholars generally faHto recognize the different ways in which they
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areconstructors of mea~!i<~g,rather than decu "er~rs of an aHeged,
\)(/

inherent truth of the ~bject of their study, The Jack of any

self-consciousness in methodological approach cessarily limits

tpe exptoratton of valid theorQtical frameworks within which to
\1 ."v~ewan artf.. _work.

Svetlana Alpers and David Cafrier, in critically examining the

practice of art history, have raised important questions about the

art historical discipl~~eand the!practlce of interpretation. Carrier, in
,Ii

"Manet and his In~,rpretersll, {14) poses the following question:

·What does it met to place Manl\tin ('~s historical context withO:'t
projecting on tQ .-Jiswork some moaern theory?" (15l Traditionallv,

art historians have tended to uphold tne view that in piacing tila

artist in an hlstorlcal context the art historian attains a sense of.

historical objectiv~ty and hence arrives at the 'truth'. Carrier

questions this ;',ypo'i.hes;s ld sugg"sts that the vr:...y activity of! - .-

contextualisatlon is in itself' historically defined and specific.
D

Carrier's aim in analysing the various interpretations of Manet's

work differs from tr\~djtional surveys of the literature in that he

focuses on the theoretical issues of interpretation, which he carries

out in an examination of several interpretations of Manet's work

forwarded by various scholars. His is not an overview of the M&net

literature, but rather an attempt to confront the very problems

involved in asse~~ing and evafuatingJhis literature. Having cited

Manet as "the first modernist and/or last old master", (16) Carrier

comments:
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The subject in his own time of journalistic writing, by the

, g60s M&net's sources and composition were 'studied in

more sophisticated ways. The great New York retrospective

of 1983 provided a happy occasion to view the body of his

work, and now a number of new texts amplify and criticize

these earlierinterpretatlons. (17)

Carrier defines his central concern early on in his article when he

poses the following question: "Faced with so many, often opposed

commentaries, what lessons about tnterpretation can be learned?"

(18)

In examining the role of the art historian, Alpers in II Is Art History?"

stresses that,

... as scholars, art historians all too often see themselves as

being in pursuit of knowledge without recognizing how they

themselves are the makers ot that knowledge. (19)

In Alper's terms, Carrier rightly addresses the ways in which art

historians are constructcrs of meaning and knowladge byempfoyir,g

particular methods and appropriately questions how these methods

organite knowledge and thereby affect the way in which

knowledge is communicated. Carrier, in addition, questions how the

processes of lnterpretatlon affect the kind of knowledge ultimately

communicated by the scholar. Carrier states in his concluding

paragraph that,
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... his aim is not to attack the discipline of art history, nor to

import into its domain an alien methodology I but to illustrate

how its present practice involves, unavoidably, .ncems
about the relativity of interpretation. (20)

As indicated above, the seemingly simple task of interpretation is

complex and its aims and methods varied. Issues about the role of

interpretation, not only in art history, but in literary studies,

aesthetics, sociology and philosophy, contiru, 0 be debated,

What remains for the art historian to consider, are the infinite

interpretations that accrue in relation to 8 specific artist's work,

which are testimony to this complex enterprise of interpretation.

Cezanne's work is no exception, and the many different

interpretations of his work that have been forwarded in the

literature govern our understanding of his art.

In this dissertation the m~aniJ;lgof Cezanne's art is understood to

reside not only in the representational function of the image but

also in the ways in which images acquire meaning in relatloa to

factors outside the 'frame'. The dynamic interaction between image

and interpretation and the unavoidable symbiosis that occurs in this

relationship will be addressed. In addition. the role of language in

the construction of meaning will be analysed and seen to affect the

interpretation of an artist's work directly.

The spectator gains access to the work of art by several entrances

and works of art are open to continual (SOt tlly determined)
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recreation. Hence, Cezanne is still the subject of scholarly enquiry

today. (2',)

As with so many artists singled out as .central to, J development

of modern art, 8 great deal of scholarly research has been devoted

to the artistic output of Cezanne. This literature affirms and creates

the central position afforded the artist and his work. One of the

central tasks facing the art historian in the interpretation of an

artist's work is therefore the body of literature that precedes,

surrounds, follows and continually 'invents' and thereby 'reinvents'

the artist's work. While the art historian may view this llterature in

~, number of different ways it may always be seen 4:lS an

indispensable part of the works' meaning. Furthermore, any

attempt to interpret Cezanne's artistic work must critically embrace

this research, first because it has come to inform the very terms in

which we presently contextualise and view his works, and second

because in critically evaluating this literature, the meaning of the

artistic process in general - and here specifically in relaticn to

Cezanne - is significantly enriched.

In this section, Iwill examine how 'meaning' is 'constructed' in the

Cezanne literature and how the relationship between the imagteand

the literature constitutes an important Jevelof meaning in the. work
"

of art. While select, specific references to authors will be made

where necessary I the literature will be viewed more generally as a

body of interpretation that in its use of particular art blstoricat

constructs affects the way access to the meaning of Cezanne's art

is afforded. The literature as a mechantsrn t9r meaning will be the
,!' "";:_-
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main focus of enquiry.

The writings of snd about Cezanne will be shown to have direct

bearing on any understanding of Cszanne's art. and thus constitute

an intricate and essential level of meaning in his works. It will be

arg~ed, that in accessing the meaning of Cezanne's art, the works

cannot be divorced from readings of them. The use of the word

'reading' is intentional. for the study of art is inextricably linked to

the study of language. Any interpretation of Cezanne'~ art must be

situated within the discourse of language, and should be sensitive,

not only to the visual language of his work, b\.it also to the

discourses of the written word that inform any understanding of his

art .. Implicit in the word 'reading' is the idea of narrative. All

interpretations in art historical enquiry are inscribed with the

narrative form and they are subsequently characterized by qualities

of temporality I continuity, sequentiality and history. Therefore, the

literature always reflects the subjectivity of the time within which

it is written. While this historicity seems unavoldabla. the scholar

attempts nonetheless to sustain an element of objectivity in her

research, insofar as this is possible.

The ways in which the literature 'represents' Cezanne will be

understood to inform both the way we see his works and ultimately

construct their meaning. To put it another way: while perception

informs and guides interpretation, it ts also informed by the

conceptual processes of interpretation. This complex relation

between the conceptual and, the perceptual processes of

interpretation is usually not accounted for in the ,h~rature. The
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work of art is often seen to exist in a sealed space, finite and

closed 8S a signifying system - to be penetrated by an objective and

distanced scholar. In this dissertation the relationship between the

nature o.f the work of art and its relation to the engaged scholar and

her lnterpretatlon/s of the work of art is viewed as symbiotic. (22)

This symbiotic relationship between the art object and

interpretations of it, consists in the subtle relationship that is at

play in the art hi~torical discourse between words and images. In

that this dynamic:"interaction between the image and interpretation

form part of the process in which images acquire meaning, a study

of the literature is seen as essA,,'tibl to an examtnatlon of th~ ,.rt
object and will lead to a richer, r&.therthan depleted, understanding

cf it. ~nconsidering the literature (seen as the mechanism for the

interpretation i!)f works of art) as central to the work's meaning, the

. fundamentalist view of the autonomy of art is challenged, without

failing to recognize and defend the need to evaluate the art object

as an individual construct. This latter aspect will be explored in the

analysis of apeolflc still~life~sin chapter three.

In that the 'meaning' of a work of art is accessible to the

interpreter through processes of decodification signified in language
//7'

itself, attention to the use of language is of paramount importatice,

whether in describing, analysing or interpreting the art work.

It may be argued that, whether in the assessment of the reliability

of particular accounts of 'the artist's fife, or in the evaluation of the

analyses of individual works or genres, the literature should always
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be interpreted father than read. This research therefore, enters at

the outset into a dialogue with both the existing body of

interw-etation on Cezanne as wei! as his works of art. The

'historical present' from which this dissertation is written is

hlstortcat in the sense that the subject of study is from a time

passed, and present in the sense that this historical perspective is

viable only through the present research that is continuous with

that past.

~ is important for the scholar to ask how the spectator is able to

respond to works of art from earlier periods in their own terms. On

the one hand the scholar can familiarize herself with the historical

terms within which the works under analysis were made, but it is

problematic to assume that the scholar can respond emotionally to
(I

these terms given the fact that the hlstorlcal periods will differ so

significantly. Given that a particular age is informed by a specific

symbolic order, it i~i difficult for the spectator 'tt.1' share that
, \;

histozlcal symbolic order completely. As a result, the spectator is

forced to respond to, works of art in terms of her own cultural

context, albeit inforlh1ed by a reconstruction of that period's

historical terms. (23)

The scnolar, in attempting to interpret the works of Cezanne, is

simultaneously the decoder of the artist's visual language and the

numerous verbal and written manifestations that comment on his

artistic production. Baxandalt affirlTling the c, .rtrality of language

in the interpretative enterprlse. states that,
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We do not explain pictures: we explain remarks about

pictures - or rather I we explain pictures only in so far as we

have considered them under some verbal description or

specification. (24)

Baxandall in his study of how access to a work's meaning is

gained, stresses that

... though Idescription' and Iexplanation' interpenetrate each

other, this should not distract us from the fact that

descrlptlon is the mediating obiect of explanation. (25)

In the terms outlined above, the study of art is seen to be

intrinsically linked to the study of language. These terms are

defined by the discipline of art history itself, which is 8S much

about looking as it is about writing~-ln order for an interpreter of

Cezanne to add to the literature she must situate herself within the

literature which is essentially a discourse of language. This

discourse of language il~ balanced by a process of visual

engagement with images.

Thus, interpreting an imaSle is not only a matter of ~ooking at an

image and defining or describinq its constituent parts. Ir.
recognizing these parts and naming them, the art historian enter~.

not only into a dialogue with the image but also with the literature

that surrounds the image. As Judith Wechsler notes,

We do not see Cezanne with an unbiased eye but through a
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filter of interpretations which have accrued to his work and

have become part of the condltiens of our seeing. (26)

The art historian, in dealing with the image and interpretations of

that imagJ~{must take cognizance of the underlying methods that

contribute to the 8rrangement~ organization and communlcrjlon ofr,

ide2s manifest in the literature. The New Art History has focused

airtention on this aspect of the discipline and has made significant

contributions to these parameters of enquiry.

Central to the art historical task is the analysis and examination of

images. It has been argued that the meaning of Cezanne's art is

understood to reside not exclusiyely in the representational function
"

of the image but also in the ways in which images acquire meaning

in relation to factors out;oo the 'f~amo'. The process in which

Cezanne's works come to acquire meani;ng assumes that we may

artificially distinguish between the art work as it Ireally' is from that

work 8S it is interpreted. However, this distinction is illusory and Ii
problematic. The mediating function of language in interpretation is \\

central here.

The meaning of a work of art is accessible through a process of

decodification. While the visual language of art is by definition

intrinsic to the work of art, at its inception, the unit we can the

work of art: is already part of a greater whole. This greater whole

is made U;l of a system articulated in both verbal and written

language. These languages define and encircle the parameters

within which the practice of art is facilitated. These parameters
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include the category,-of visual arts generally,' of artists who practice

the dlsciphne of art making, of the status of art practice in that

particular society, to mention but a few. In accessing the meaning

of a work of art, this complex language system must be

acknowledged. (27) II

An artistic style is not an innocent reflection of reanty and is

therefore always 'mediated through language. j"fhis is particularly
(:'

pertinent in relation to Cezanne and will therefore be discussed in

greater detail in chapter three. Since lan{juage is historically defined

and reflects the ideological Jeanings and symbolic codes of a
particular society, it too must be interpreted. The articulation of

experience through the mediation of language foregrounds the

importance of language as a means of exploring the world. How we

articulate our world, determines how we arrive at what we call

'reality'. The 'lie' of language consists in the pretence that language

can offer us 'true' k.nowledge of 'reality'. Comnle.,~ing on the

complex relationship between language and the work of art. Tom

Gretton argues that,

... aesthetic criteria have no existence outside a specific

historical situation; aesthetic values are falsely taken to be

timaless. In the circumstances the category 'art' cannot be

taken to have an absolute existence. Rather it is the name ot
a sq¢iaf relationship, in the first plece between people and

//
objects, but ultimately between people and people, :t

relationship which is disguised by its reification. (28)
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An acknowledgement and understanding of the interrelate~~nessof
I,

the work of art and the practice of interpretation fore~lroundsl

unlike previous positions, that the life, perhaps even the e~,stence,

of the work of art depends upon theactive and engaged s~~ctat!)r.

Many prsvlouslv held positions indicated the limitations of h~nguage

in capturing the meaning of a work of art and all efJorts to
,I

concretize this meaning through language were vie:iNed as
I

approximate and deficient. This appr?~ch assumed ~:hat the

meaning of a work of art CO\ ,Id be lsolated from the cqintext of

language and that the work's meaning existed solely w,lithin the

context of the 'frame' and in the material parts of the wprk. This

aspect will be explored in relation to formalism and al$~oin the
I

visual analyses of Cezanne's stiU-life paintings undertaken.

Both Richard Shiff and Judith Wechsler have made sllgnificant

contributions to Cezanne scholarship. An examination of their

writings highlights the similarities and differences in their

approaches to the C6zanne literature.

Both Wechsler and Shiff attempt to, account for the fact that the

work Qf Cezanne has produced a great deal of interest in art

historical scholarship. For Wechsler, this is evidenced in an

historiographical study of the literature which maps nut the

development of the different concerns of Cezanneschclarshlp. This

diachronic approach reflects the different attitudes to Cezanne's

work through history and to some extent, accounts for 'the shifts

that occur in the Cezanne literature. It reflects the shifting concerns

and interpretations of Cezannescholarship and reveals a l~reatdeal
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about the preoccupations of the writer's own historical context. In Ie -_-c:==-_
addition, it reveals the way in which these preoccupations govern

at,d direct specif~c readings of particular works of Cezanne. Shiff on

thf.l other hsod, while rsferring throughout his text to the numerous

literatures on Cezl:lnne, Iccuses on the effects that these literatures

have on constructing any 'ortginal' !'neaning in Cezanne's work. The

projects of these two scholars are fundamentally different in both

the tasks they set themselves and the methodologies they employ

to carry out their respective tasks.
II
/",IJ /0)
.. ~> J/

Two publications by Judith Wechsler that have contributed to the

Cezanne literature will be critically examined: Cezanne in

?erspectiye (1975) and .The InterpretQtiQo m.Cezano~ (1981). (29)

Th~se two publications are 8 useful starting ~oint as the'f"iieal with

a wide range of critics' lind art historians' responses to Cezanne's

work.

Wechsler's ~nne in Perspective is published Sli part of
\

The Artist's in Perspective Series (General Editor H.W.Janson).

whose aim is thus defined:

The Ari.ist's in Perspective Series preS6fi\\ts individual
"

illustrated volumes of interpretive essays .;\n the most
" I"

signific.snt paiht"!fS, sculptor-s, architects, and gehras of world
\

art. Each volume provides an understand~~g of srit and artists
i,

through both aesthetic and cultural evaluations. 1(30)

From the outset, and within the parameters of the sta,',ed aims of
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th~ series within which Wechsler's book is pubnshed, little concern

is given to the theoretical problem of interpretation itself. The

scholar, accepting the privileges of historical distance and academic
,. ,J'.,

c,bjecth/'ty, sets about constructing 8 hisC,_, of Cezanne

scholarship,

\Nechsler's ~6zanne in P§cspegtive is divided up in the fOI,)wing

way: Preface;~;.\Introduction, ReactiC)~s of Some Contemporary
\

Painters and Ctjtics: 1874-1907. Reflections of Some Major
\;

Painters: 1908 .. 1~43, Biographical Data, Notes on the Editor and

Contributors and a\,.Selected Bibliography. In the Introduction,
':-- ~. ,

Wechsler partlcularizes the above divisions: Cezanne's first:~ritics,

Neoolasslcal critics, ChJ;>istviews of Cezanne, Roger Fry aAd

Formalist critics, New isotors in Ce~b~t\e research, New
\1 . 1.,-\.;

considerations of Ce:zanne's ;perception and composition of Space,

Meyer Schapiro: New criteria f~r interpretation, Cezanne research

since 1952.

It is interesting to note that the very way in which Wechsler

organizes her material is a level of interpretation imposed on

historical 'facts'; evidence (in Alper's tomis) of the way in which

art historlaus are themselves "makers of knowledqe", ~~H
\.

Dawn Adss explores the problem of the issue of interpreting

historical facts in -Reviewing Art History", in the follOWIng terms:

The assumptions, however, that we have made about

history, that it is (Of can be) objective, impartial. s~}ientific
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and true, have begun to fade. We all know that local

(nfitionai) verslons 01 events in political history tend to differ.

But, 8S levi-Strauss argues, the writing of total history would

be impossib;e; it would present us with chaos. (32)

Wechsler rightly insists in her Introduction that,

To claim that one can bypass the critics in an attempt to see

Cezanne ~~she really is' ignores·the extent to which all of us

have a perceptual bias, whether or not we are critics. The

interpretations which have accrued to Cezanne's work have

become part of the conditions of our seeing. The literature on

Cezanne reflects not only the need to explain his paintings,
"

but is also a response to previous interpretations of his work.

The interpretations are linked one to another in a historical

network, J33)

While W'echsler clearly acknowledges the interconnectedness

between the art object and i13 literary baggage she does not
address the implications of this fer the practice of interpretation

itself. As stated above, this is where Shiff begins in his analysis of

Cezanne. Wechsler insists that,

We must ask whether the bias of a critic in Singling out a
I

parttcular aspect of Cezam~e's work throws the whole

perspective of his painting out of balance, or whether in

elucidating a selected aspect the critic illuminates his work
1.\

as a Whole. By restricting the domain of investigation to a
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narrow band; the knowledge that is :---.~ied does not alwaY'~

correspond to the reality experienced. The critic's need for

certainty may preclude speculations which are by nature

I more far-reaching and profound. (34)

Wechsler states that, "To be S ..;'I'1, many major figures in art and

literature have evoked multiple interpretations bound to aesthetic

biases." (35)

Elsewhere she notes:

In their response to Cezanne's work successive generations

of painters and critics have consciously or unconsciously

reflected the aesthetic attitudes and experiences of their own

intellectual and artistic milieu. What was visible to "bservers

of Cezar.ne's art depended, at laasttn part, on W:'flt 1:hey

C.l')t~ld see as a function of their particular period. For
I', .,
\ .

example, the Impressionist's prepared the critics to see

Cezanne's colour, but their frame of reference did not prepare

the interpreters for a sympathetic understanding of C~zanne' s

use of line or his deviations from traditional perspective. {36}

While Wechsler asserts the iG~iogicl~lIydetermined and historically

specific interests of th~ various interpretations of Cezanne's work,

she does not choose to examine the lmpllcatioes of these insi9~'ts
from a methodological point of view, or to situate herself within

this complex network of meanings .. Her position, ind;cCit~d py
I ,

several statements, is constructed as an outsider '1St!
i
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'objectivity' is guartt~teed by the netlon afforded by historical

perspective. She states in her Preface, forexample: "Cezanne was

~ revolutionary painter. The complexity of his art has led to a

considerable literature in the past one hundred years. If (37)

Neither the 'revolutionary' status granted Cezanne, nor the

'complexity' of his art are viewed 8S problematic. Rather, \.yechsler

used these concepts as neutral descrlpttons of seemingly empirical

data. It is as if Wechsler, in ancther instance, while recognizing the

limits of a formalist approach to Cezanne's works, and insisting on

the importance of his subject matter em a vis Meyer Sehapiro)

argues for a synthesis of the two approaches. She states,

"Generations of Cezanne's critics focused on hOVJ Cezanne painted

, and jgnor~d the questions of what he painted and why." (3S) $he

S:;lYS elsewhere that

One of tf'H~ most serious conflicts in twentieth century

crlttclsrn is spparent in the C6zl.tnne literature - the conflict

between ~orm8list and humanist interpretations. The formalist

approaches consider primarily the intrinsic problems ~f

Cezanne's composition and formal inventions. The humanistic

interpretations rega''d Cezanne's compositicn in relation to his

subject matter in the light of his personal, eoclal, historical

and even spiritual context. C62anne is almost unique among

nineteenth-century painters in catalysing both the most

exacting fo(~ai analyses and psychoanalytic, existentialist,

phenomenological investiqattons While Cezanne's painting

invites a formalist approach, it also reveals the :nsufficiency
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of it.What is unique to the CeZ8!lne literature is that it marks

a shift in mid-twentieth-canturv criticism from a

Pt·li!domil1antlyformal trend to a humanistic one. (3g,

Consideration of \\lechsler's publication Ib..e__lt1te[l;~retatiQo ..Qf

~nn§. (1972, 1981) is important. In her Preface and

Acknowledgements, she states that in Ibe Interpretation _m
~ adoctoral thesis completed in 1972 under the supervision

of Profescor Linda Nochlin. few changes Pore made. She says, "It's

argument is substantially unchanged and its review of the historical

literature since 1972 is limited. II (40)

Wechsler's introduction to Ihe Interpretation of Cezannft, is a

substantially shorter version to that of Ce~anne in Pers~JJ..

There are seven parts t.o her book: 1. Cezanne criticism and

Interpretation, 1865-1907; 2. Cubist Interpretations of Cezanne; 3.
Roger F~yon Cezanne; 4. LioneiJo Vepturi, Fritz Novotny, Erie

Loran; 5. Meyer Schapiro on Cezanne; 6. The thterpretation of

Cezanne since 1952: Kurt Badt and The;..dore Reff; and finally a

Summary and Conclusion.

In Wechsler's introduction to Ib§.,lnterpretation Of C6zanne she

begins her study with the following quotation: "The content of our

truth depends upon our ,\~ppropriat;ng the historical foundation."
\

The quotation comes from Karl Jaspers, "On My Philosophy"

originally published in 1941. (41)

Given that the work of art is a complex unit, multi-layered and

/1
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multivalent, the art historian's search for any singular meaning in

art is somewhat problematic and in some senses an anomaly.

Perhaps t~~ search for singularity has more to do with the scholars

own self-invention through critical practice than with the work of

art which is her subject. The way in which the scholar is both

meker of meaning and finder of meaning wili b~ explored

throughout this research. It is noteworthy that Wechsler's approach

to the Cezanne literature does not take into account the problems

outlined earlier by Carrier, Wechsler's surveys of the literature in

both her publications on CeziAnne aim to relate information

'neutrally'. In Carrierr s terms, this is seen to be problematic in that

.~ art historian is acknowledged to be botn a decipherer of

meaning arid a constructor of meaning.

Throughout both Wechsler's publtcatlonsher attention is devoted

to the interpretations that have accrued in relation to Ceza1t\ne'!s
"

work, but little is said of the theoretical precondittcns that facilitate

interpretation er indeed her research. As a result, Wechsler's

publications arE.Ivaluable ...Iargely for making readily accessible,

articles and documents often difficult for the scholar to locate.

In contrast to Wechsler's aim. Richard Shiff, in ~ and th9

End of ImpressiQQhm. attempting to grapple with the meaning of

Cezanne's art, states the focus of his research thus:

••• 1 am concerned with the meaning of the layers of

interpretation superimposed on Cezanne's art as much as

with any 'original' meaning that might be ascribed to his
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work. These added layers affect what one sees even after

they have been identified and have seemingly become

transparent. To use a different, but equally famitlar,

metaphor: my understanding of Cezanne is both constrained

and enhanced by an interpretive discourse already in play, 8

discourse to which the painter himself is but one of many

contributors. (42)

Shiff's statement highlights the problem, at the outset of his

research, of the difficulty and complexity in interpreting Cezanne's

art. As a result, the intricate issue of how the scholar gains access

to the meaning of 8work of art in the interpretive enterprise, is also

highlight~d. Central to Shiff's investigation of the meaning of

Cezanne's art is the premise that meaning is located both within

the confines of the picture frame and beyond. Shiff's concern, in

his study of Cezanne. can be clearly located within the parameters

of the New Art History, in his focus on the theoretical practice of

the discipline and the effects of it's methods on interpretation. (43)

In attempting to reconstruct the "original' meaning of Cezanne's art,

the scholar must account for the historical dimension inscribed in

the work of art by way of an investigation of the aesthetic

properties that govern its making. The artist's creative process

itself warrants exploration (albeit problematic and pt times'

seemingly impossible) and sffords the scholar insight into the first

spectatorship, ln a series of spectatorships, in which the artist is

the first interpreter of his own work.
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Traditionally, the artist is seen only in the role of the creator of the

work of art and not in the role of the spectator of the work.

traditionally ascribed to, .md the sale privilege of the viewer. This

notion is examined more fully tater on in the text. Although Shiff's

methods can be related to the work of earlier art historians, most

notably Erwin Panofskv, in his insistence on the contextual

approach to art, an important distinction must be made: while

earlier art historians insisted upon the meaning of the work of art

as singular and monolithic, Shiff offel's the work a divai's:ty of

readings that are not necessarily reducible to anyone dominant

meaning. Because the work of art is ti galax'!! oJl *,.~~ ,.fier~;\not a

structure of signifieds, the meaning of the work of art :~ continually

being redefined and at no point can be said to have a cle&ri~' fixed

meaning. In addition, a work of art is a structure of t~lgnitrcations

whose interrelatedness must be understood. The work tlf art in the

context of Shiff's practice of art history is thus Jnscribed with 8
I.'
'i

dimension of process usually denied it.

\\

It has been argued that language plays a signifitbnt role in the

iiterature and that the literature is the mechanism by which an

artist's work is interpreted. In examining the ways in which art

historians access the meaning of a work of art, it is essential to

consider the specific language structures that operate within

interpretation.

The interpretative enterprise is made up of a tripartite structure,

namely, the artist, the art object and the spectator. These three

elements (or lan9uage structures) that make up interpretation, must



31

be seen as broad components each with their own context and

without definite boundaries. Scholars may focus their attention on

anyone of these aspects, or they may combine, in their analysis of

a specific artist's work, any number of these components and/or
v ,

contexts. In all instances of interpretation, the art historiah's focus

on anyone of these components will determine, to some extent,

the purpose of their enquiry and the nature of their interpretation.

It is noteworthy that in analysing these three contexts for

interpretation, two different methods are necessarily employed: a

synchronic method which outlines 8 constructed and artificial

paradigm within which art historians categorize and organize

information and a diachronic method which accounts for the

historical dimension that shifts and alters these seemingly static

contexts. In addition. it should be stressed that this triad of the

contexts of artist, art object and spectator are rarely fixed in

interpretation, and more often interpenetrate one another.

The meaning of Cezanne's art has depended, to some extent, on

these specific contexts, within which interpretation is facilitated

and meaning ascribed. Although the meaning of his art is context

bound, with regard to the broad historical period within which he

worked, the contexts are boundless and scholars have focused on

a myriad of aspects that inform our present understanding of his

art. Since meaning ascribed to Cezanne's art is informed by the

various contexts within which scholars situate his artistic

enterprise, the overview of the Cezanne literature undertaken in

chapter three will highlight how these contexts, evident in the
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literature, govern the differing concerns of Cezanne scholars.

In addressing the complexities of the relationship in the

interpretative enterprise, between the artist, the art object and the

spectator, the scholar must therefore consider what the art

historian's activity and function are in relation to her materia', as

well as the methods she may use in fulfilling this defined function

and finally, the effects of these methods in determining (and acting

upon) the nature and status of the materia! studied. Central to this

consideration and linked to the enterprise of interpreting meaning

in the visual arts, is the much debated concept of intentionality.

The concept of intentionality can be applied to anyone of the

aforementioned structures that constitute the interpretative

enterprise; namely, the artist, the art object and the spectator.

Common to all the literatllre is the desire to recuperate the intention
II

of either the artist, the art object or the spectator. In the latter case

the spectator may include a ccnsideratlon of the historical
i\

conditions within which a particular work of art "\ as produced and

ullperstood by a spectator contemporaneous with the work in

question, that is to say r the intentionality of a particular context. In

addition, the context of the spectator may also consider the role of

subsequeot spectators of a work of art.

{I

Common to the way in which historians have approached these

three contexts is the t~ndency to unify often fragmentary aspects.

Within the context of the artist, for example, the scholar may view

the artist's biography I his personal history, his letters and his
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psychological personality, viewed as a totality of factual

information. (44) Similarly. in analysing the development of an

artist"s work. the scholar may describe this development as a linear

progression which unfolds naturally and logically. Finally, the

development of art history, within which the artist's work may be

meaningfully understood. is often viewed ..as indicated above, as a

logical unfolding, seemingly unaffected by the dynamic and

continually changing aspect of history. In the fatter case, the

apparent stasis of history is the luxury of hindsight, afforded the

scholar by historical perspective. Aspects of this tendency to unify

the diversity of either the artistic persona, his output 0:' his

historical context, will be referred to in chapter two.

The interpreters attitude to the notion of intentionality will directly

influence the kind of values ascribed to the artist, the art object or

the spectator. The different interpretations of Cezanne can in part

De attributed to the different ways in which art historians have

reconstructed Cezanne's intentions.

The relationship between C6zanne and his works is often defined

as homogeneous in the literature and this, as well as facilitating an

approach to the intention of the artist as existing prior to the work,

undermines the dynamic concept of artistic process. An

examination of the artist's intentions in this homogeneous view is

seen to clarify the interpretation of the work itself. It is against this

prevailing attitude that the literary scholars, Wimsatt and Beardsley,

cited below, forwarded their ideas. Since the concept of

intentionality is debated in art history, as well as otherretated



34

disciplines, references will be made to the contributions of writers

in the related fields of aesthetics and literary studies. In all these

disciplines, including art history, the intention of the artist (author)

is central to the task of interpretation. As M.H. Abrams. the Htera;y

critic has remarked in relation to literary texts,
_.-"~\;- \

), J

all criticism has to deal with the interrel81,uflship between the

work of art, its creator, and its audience, but the endeavour

of much modern criticism from Eliot and Richards in the

twenties to the American New Critics in the forties and

fifties, was 1/ to achieve an 'objective' criticism in which

attention would be focused upon the meaning of the work

itsf '~, undistracted by inquiries into its origins in personal

experience or effects on particular individuals. The essays of

Wimsatt and Beardsley constitute the most uncompromisir'i

theoretical statement of this position. (45)

As stated previously, critics at different times of history have

privilaged different' aspects of the interpretative enterprise. When

Within th.~ 'context th~1 wrote:

Wimsatt and Beardsley published their seminal essays "The

Intentional Fallacy" (1946) and IfThe Affective Fallacy" (1949),

critics at the time were concerned primarily with the meaning of th~
\\

text as mediated through the explanation of the intentions of the\.
1\

author, or by reference to the effect of the text on the reader. \1

\\
\\
\~
\\
\\
\\

The Intentional Fallacy is a confusion between the poem and \\

its origins, a special case of what is known to ph~Josophers \
. . ~

~::::,,;/:<
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as the Genetic Fall8\;Y. It begins by trying to derive the

standard of criticism from the psychological causes of the

poem and ends in biography and relativism. The Affective

,faUacy is a confusion between the poem and its results

(what it is and < what it does), a special case of

epistemological scepticism, though usually advanced as if it

had far stronger claims than the overall forms of scepticism.

It begins by trying to derive the standard of criticism from the
I'i

psvcholoqtcat effects of the poem and ends in impressionism

and relativism. The outcome of either Fallacy, the Intentional

or the Affective, is that the poem itself, as an object of

specifically critical judgme.nt, tends to disappear. (46)

Their position can be seen as representative of the so-called

antl-lntentionallsts, and as such is valuable for the clear position it

articulates against intentionality. The formalist critics, Bell and Fry,

share many of the ideas forwarded by Wimsatt and Beardsley. In

the same way that the formalist critics of the early twentieth

century opened new ground for the interpretation of Cezanne so

too did the insights of Wimsatt and Beardsley. However, once

these approaches had been explored and adopted by academic

institutions, they tended to lim!t the parameters of enquiry in

subsequent generations of interpreters.

For Wimsatt and Beardsley the poem itself ;s the sole aspect

toward which the critic should address her attention. In that the

poem is in itself evidence of the poet's intention, they maintained

that the need to go outside the poem was irrelevant. They argued
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that since the meaning of the poem was generated t:j the poem,

the scholar need not turn to information that was considered by

Wimsatt end Beardsley to be external to the poem itself. The role

of the critic was to examine the internal workings of the poem only

and her aim as a critic was to thus arrive at the poem's meaning.

The relationship between the artist and his life is often the core

around Yo .rch art historical enquiry is developed. As a result, it is

important to analyze the way in which this relationship is

specifically reconstructed in the literature and the implications tor

interpretation in general. Factors governing the interpretation and

explanation of an artist's work include notions of intentionality,

biography, psychology, historical and ~9cial milieu, psychoanalysis

and the artist's letters. AU these elements contribute to an

understanding of the artist, which forms part of the tripartite

structure mentioned above. Depending on the scholar's approach

to the construct 'artist', the interpretation that takes place will be

affected. The construct 'artist' is the one constant element in the

tripartite structure of interpretation. However, it should be noted

that the stable position \)f the construct 'artist' I shifts subtly in

relation to the other two parts of the triad. The idea that at sny one

particular moment this triad is fixed and immovable is of enurse a

myth.

n~~~':tedto debates about the importance of the artist's intentions

in interpretation, scholars have come to question the exact nature

of the persona we term the 'artist'. In Questioning this persona,

scholars have posed questions about the implied meaning
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suggested by this term. The term 'artist' is assumed to be

accompanied by a context whose analysis affecttHnterpretation and

it is for this reason that scholars have lnslsted that tf'}e context of

the artist warrants anaiysis. Although the art htstorlan uses the

term frequently, some articufation of the concept is necessary in

order to understand fully the way in which the idea of the artist

operates in art history" Simply put, the question of who the artist

is, needs to be asked.

Roland Barthes' article (\"~the subject is useful, for it provides a

va?<Jab'eformulation of the construct of the author/artist. (47)

8eC8u" this article appears within the context of literary studies,

the term 'author' is employed, rather than the term 'artist'. Given

the parameters of the enquiry forwarded here, the term 'author' will

be considered to be interchangeable with that of 'artist'. Where
(",~\

',I

difft9!.~nces are significant, this will be noted.

Barthes, in 'The Death of the.Author" (published in 1977) examines

the way in which meaning in the lit(~~ry text is invested in the

persona we call the author.

Barthes states at the outset that,"

The expianali9Q of a\work is always sought in the man or
II

woman who produced it~)'as if it were always ln the end,
j,'

through the more or less transparent allegory of the fiction,

the voice of a ringl~ - .I"('80n, the author 'confiding' in us. (48)



Barthes goes on to question the idea that the author is the sol~ \

creator of the literary text. and argues that meaning in 1:..e literary

text is created and sustained by the -"~aderwho eme,rges, " ..•at the

cost of the death of the Author", I~., \U~active participant. in ;the
I'

reading of literary texts. (49) lnterestinqlv, the tyranny of the

'author' in Barthes ".lodel is replaced jn~.~ichelFoucault's model by

the tyranny of the reader. (,50)

In tt)~ir attempts to centrsllse the importance of the position of tl1~
v, ,'(.,

i-):: '

artist in 1!he interpretation of a work of art, scholars have ofteh
:J

turned to the written documentation (as opposed to the visual

worksl of an artist, to justify an approach to or interpr~','tion of

'""her/his work. The artist's letters form part of the written

documentation which s9holars address lin their attempts to define

the artist's intention. Other written documentation includes, for

example, manifestos and ar'icles writt~!1 on the philosophy of art.
! \

These written documents, extrinsic to' the work of art, are often

seen to shed ilght on the works' rneaninq, This extrinsic information

is often understood to depend neither on the role of the art'
\'

historian as mediator nor on h9r interpretative skills. It is proposed'

that these extrinsic factors need to be decoded in order to

understand how they fa~i!~tf;te Interpretation

Herschel B. Chipp, in rn~Qries of Modem Art: A SQu-rei BOOkJ;u'
~tt..m~~, correctly states that

..•the writings and statements of painters and sculptors 8S

well as of critics and poets are valid source materials for a
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study 0{

\..---.< -.....f

ld~&S and doctrines of modern art. (51)

Certainly the documents; writings and statements of artists may

g"'(e the schotsr access to 'the artist in ways that ti"t,a9bject may

not, but it is essential to consider, as Chipp does. howftha scholar \

processes such information.

Chipp forwards the idea that in order for the document to be of

greatest value to the scholar t and to avoid frequent instances of

misquotation and misinterpretation, it must be seen within the

various contexts that form part of its function and meaning. (52)

Chipp's contextual approach to the document, while it minimizes

the instances of mtsinterpretatlon, does not fully acknowledge how,
j' .

despite the conslderatron of these contexts, a plurality of meanings

is nonetheless cenersted by different readings of the letters. The

issue of intentionaUty is pertinent here. The scholar in this

contextual approach, while she may not ascribe or locate th~I'

artist's intention within the document itself 1 seeks the inti;ntiQn it,. , \\

\the various contexts suggested by Chipp. \\
ii

'J" .;

While Chipp rightly insists upon the (.',.importance of ~haiysinQ

extrinsic information to the letters, he sees ..his extrinstf

information as readily ~~~e~sible to the,' scholar anp fails to

acknowledqe that, in order to gain access to the~e coJtextSt the

"scholar must interpret tbem. In so doing, the ~~hc~rascribes
meaning to th·, various co~t-;;~,$ proposed by Chipp, in a slh~",1ar

)"

waves she may do to the artisi'J~~!~~_lmplicit in Chipp's system
~'-
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is the functioning of the set'tolar's objectivity in the Interpretation

of extrinsic ini\.,;'1'll8tion. This needs te)be questioned, and one may

ask whether the scholar can ever step outside of the interpretative

enterprise and view her terrain objectively <

While an examination of the artist's intention facilitates an

explanation of the work of art which is part of the historical

enterprise, if is important to stress that the artist's mtnntlcns as

understood to be expressed in his leiters. need to be int~rpreted. In

the same way that the work of art warrants lnterpretatlon, so too

the letters. While the art historical activity 0: expleaatlcn is

directed toward locating and Isoiti'!ing the reasons :~or the

appearance of a particular work (or works), tl::f; inter pretation of the

work of art seeks to understand, through visual analysis. the

effects of the artist's visual IImwuage, in all its complexity, on the

spectator and f ways that the artist's visual langu6'ge

communicates meaningfully.. Interpretation therefore, unlik~

expJanation, does not seek to reconstruct the ert.st's intenth::>"

through visual analvsis.

Thus far it has been suggested that the literature is an essential

index to the meaning of 8 work of art. As such, in specific relation

to Cezanne, the analysis of the Ht~~ratureaffords the scholar

valuable insights into the shifting concerns of Cezanne scholarship

and the ways in which these govern our understandinq of

Cezanne's art.

In the following chapter, the precise ways in which the literature on
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C6za.nne has defined the paradigms for interpretation will be

investigated.

G
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II. The Cezanne Literature: An Overview

In chapter ana an analysis of the ways in which meaning is

constructed in the interpretation of the art object was presented.

References to selected theorists indicated that the process of

interpretation was both a complex and ideologically encoded

practice. In addition, it \lVIlS argl'ed that the Htflrature informs the

meaning of a work of art in significant ways and therefore warrants

both consideration and analysis.

In this chapter, traditional approaches to Cezanne's work will be
examined and critically evaluated and thereby, existing paradigms

for Cez&nne scholarship will be oetllned. In addition, the

implications of new approaches for Cezanne scholarship will be

evaluated.

"

As previously suggested, the dynamic interaction between the

image and interpretation form part of the process in which images

acquire meaning. iAn exsminatlon of the literature offers insights

into the reception, interpretation and historical position of the art

object.

A great deal of literature has been devoted to Cezanne from the

first written account of hjs work in i865 to the most recent

pubilcatlons. This in itself is testimony to the importance accorded

the artist in the art historical literature. While, many art hlstcnans

have contributed to the literature, important contributions have also
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been made by art critics, philosophers, psychologists, H~uiS1S and

historians. Cognizance of the status of the writer when discussing

her contrlbutlon will be taken into account, as this situates her

within a particular language construct, which defines in turn, the

parameters within which interpretation takes place. For example,

the role and function of the art critic may differ in purpose to that

of the linguist or art historian and thus, affect interpretation.

Certain interpreters of Cezsr\ :~ewill be examined in greater depth

than others, in order to draw attention to specific tneoratical

constructs that inform the activity of interpretation, with particular

ramifications for Cezanne scholarship. Furthermore, it will be shown
how the 'meaning' of Cezanne's art is linked to interpretatlons.cf

it.

.'~

In broad terms" two maln tendencies in the Cezanne literature can

be isolated; namely, interpretations concerned with the: formal

aspects of CtlZanne's work and those concerned with the

subject-matter or thematic content of his work. In this examination

of the shifting concerns of the Cezanne literature, the terms 'form'

and 'content' tire used to indicate the emphasis of particular

writers' interpretations. 10 all instances the word 'content' is

understood to be coterminous with the words Subject-matter and

theme.

f
L~-';-"

It was not until the 19508, with Moyer Schapiro's study of

Cezanne (1952), that the formalist tradition prevalent in the

Cezanne literature, was challenged, As Wechsler affirms,
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What is unique to the C6zanne literature is that it marks a

shift in mld-twentleth century crttlcism from a predominantly

formal trend to a humanistic one, (1)

This shift, that occurred after the Second World War with the

writings of Meyer Schapiro, Maurice Merleau-Ponty and others,

altered the terms of C6zanne scholarship for the next generation.

These writings challenged the formal emphases in the C6zanne
,

literature and began to forward the importance of examining

C6zanne's content as an approprlate index to the meaning of his

art.

It in important to stress at the outset that these two streams ..of

criticism emerged at particular moments in history and tnat t~e

historical context, to some extent, governed the direction of their

enquiries. In addition, writers often articulated their particular

emphases in the interpretation af Cezann~/s work, and thus,

justified their theoretical positions which often explains their

neglect in either their attention to formal issues or those of content.

An examination of the nineteenth century context and the early

criticism on Cezanne will be carried out, as well as the conditions

that facilitated the emergence of Formalist criticism at this time.

Given the significance and dominance of the trend of Formalism in

the Cezanne literature, the important Formalist contributions of

Clive Bell, Roger Fry and Clement Greenberg will be analyzed. In

addition, an analysis of tho status of Cezanne's letters in the

interpretation of his art will be conducted. While the important
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contributions of scholars concerned with the sunlect matter of

Cezanne's work 8S opposed to the formal aspects oThis.work, s~ch

as Maurice Merleau-Panty and Meyer Schapiro, will be examined.

their ideas will also be referred to in chapter three. Finally, an

examination of the ways in which recent scholarship has redressed

some of the lnadequacles of the Cezanne literature will be

undertaken.

In addition to the analysis of specific Cez"nne scholars, reference

to different types of art historical literature, for example the

monograph and the catalogue raisoon$, will be made throughout.

It will be argued, that these types of literature organize information

that affects the ways in which Cezanne's works are ultimately

interpreted.Simiiarly, art historical concepts such as 'development'

(as applied to the arrangement of an artist's work into fl',""ecific

periods, particular genres, and in relation to the development of

movements within the narrative of tbe discipline of art history),

affect interpretation.

Any study of the literature on C6zanne, as well as offerinfJ insights

into the different perspectives on the artist and his work, is also a

study of the shifting methods and concerns of art h~story S's a

discipline, from the late nineteenth century to the present day.

Recent developments examined in the New Art History, and

outlined ln the previous chapter, have highlighted both the

unavoidability of an ideological position for the art historian in

interpreting her subject as well as the importance of decoding these

positions in the history of the discipline.
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A survey of the literature is valuable because it indicates how

particular historical moments informed the writings on Cezanne. It

will be shown that one cannot read the literature meaningfully

without contextualising its concerns historically and furthermore,

that what is possible to say about Cezanno, is defined by the

parameters of history. Given the above, this survey of the literature

inevitably reflects the preoccupations of the present writer's own

historical context as 'reflected in both the 'reading' of the literature

and the 'reading' of Cezanne's visual language.

The importance of the early criticism that emerged during

Cezanne's own lifetime lies in the various ways in which it defined

the terms and parameters for writing about Cezanne during this

time, but equally, for the ways in which subsequent interpreters of

Cezano'.:!tnternalized these parameters and perpetuated them in

subsequent interpretations of his work. Central to an understanding

of this early literature is the histories: context of the nineteenth

century within which this body of literature emerged and

functioned. Failure to contextualise these writings historicaliy

distorts the pregnant moment that defines this period.

The first printed mention of Cezanne's work, cited in Weqhsler, is

made by the art critic Marius Roux in 1865. He stated that

Cezanne, " ' ... belongs tc a school which has the privilegp, of

provoking criti';ism.'" (2) Roux's statement does not attempt to

comment directly on any aspect of the man or his works; rather, he

anticipates the unfolding of a narrative of commentaries on

Cezanne. Interestingly, the early literature ..was to be the domain of
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the art critic, and it was only much later that other writers tr1g&n

to enter into the existing dialogue on Cezanne. From ;ifst

mention of C6zanne in print, all subsequent interprets ·:;'i,,:·!}t of

Cezanne's work may be seen to buifd up"!) an existing discourse.

Generations of scholars would. situate themselves in relation to

previous commentary, whetr~" in sympathy with it or not.

It would be historically . ~urate to suggest, for exempts that the

aesthetics of Bell and Fry were not part of an already immanent

tendency in the appreciation of Cezanne. Looking at their aesthetics

suggests in fact that the issues raised therein are linked very much

to the nineteenth and early twentieth century debates about art.

In other words, the i ~..raised by Bell and Fry, were a

continuation of the d~bates initiated in C6zanne's own lifetime.

Indeed the strong formalist tradition in the Cezanne literature was

.&product of this period. The implications of the formalist approach

for C0zanne's paintino are reformulated and reiterated in the

formalist approaches to his work in the early part of this century.

Since Cezanne's earliest critics were concerned primarily with the

formal qualities of his work, it is important to question briefly why

the formalist approach to Cezanne's paintings was inaugurated by

his earliest critics and furthermore, to question why this approech

seemed so readily appropriate to the reception of his work at this

time. In addltion, it is important to establish what, if any, impact

this had on sub::r':tue~';.';nterpretations of Cezanne's work.
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An analysis of these early critics serves 'to contextuafise C6zanne

as an artist of his time, rather than as is often suggested, the

solitary Igenius' and singleh&nded precursor of Modern art.

The early reception of Ct\zanne's works was chara-cterized by

diffit::ulty, and Cezanne's earliest critics, accord,ing to Hamilton, set

about creating a language with which to confront this new painting.

These early nineteenth century critics sought to invent a critical

language with which to evaluate and make sense of those artists

allied to an emerging avant-garde. In so doing they facilitated 8
"

constructive and empathetic roie for critics at the turn of the

century. (3)

Crit1cs who attacked Cezanne's art in the nineteenth century

context did so in relation to the expectations and standards set and

fulfilled by academic artists and academies. These critics saw in

Cezanne's art an inability to sustain those skills necessary to draw

and paint well as defined at this time. Cezanne's art was not seen

as a rejection of the representational function of art, which belongs

to a specifically twentieth century view of his art. Instead, his art,

in it'~ disregard for the traditional standards -,of excellence

associated with the Academies, and seen to be upheld by them,

was seen as incompetent.

Critics who viewed Cezanne's works in a positive light used the

same kind of !anguage as those critics who were disditinful of it.

The context within which such words as 'primitive' and 'naive'

occurred, defined the critics' attitude to C(..zanne.The shock value
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with which his works were met is difficult for the twentieth century

viewer to appreciate. The challenge of Cezanne's art is perhaps

commonplace to the twentieth century spectator who has

(witnessed the 'demise' of the representational and figurative
I( c

\' function of art, with movements such as Cubism, Abstract

Expressionism and Conceptual Art.

Cezanne's positive critics at the time, spoke of his paintings in
i)

terms of their innovations in pictorial language; others criticized and

attacked these innovations. The latter critics initiated issues about

Celanne's work which are still debated in the literature today. An

example of this is the apparent 'incompieteness' of his paintings,

which, in the nineteenth century context was unacceptable in

relation to standards set and fulHlled by academic painters

operating within the rigid framework of the Academies.

Hamilton points out that,
\
\
\

in 1891, Bernard had introd~,~~'d a concept which above all

others was to prove helpful fot the ultimate resolution of the
\

critical difficulties presented bY\fhis new painting. (4)

Emile Bernard said the following aoout Cezanne:

As a painter. before everything else he is tt thinker, and a

serious one at that; he opens for art this astOnishing portal:

painting for itself alone. (5)
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In this statement Bernard gives credibility to the pictorial character

of C6zanne's art. Hamilton remarks further that the concept of

'pure painting'

was of help through the 1890s for the analysis of C6zanne's

innovations. If the critic could convince the spectator that the

purely pictorial values were of primary importance, the

latter's attention might then be diverted from the drstortlons,

the exaggerated perspective, or the artist's dislregard for

subject matter. (6)
"

The artist's apparent disregard for subject matter was judged by

unfavourablv disposed critics in relation to a hlerarchv of genres

institutionalized in nineteenth century academic painting. Hamilton,

in his ·C6zanne and his Cri1~slf quotes N~tartson's 1895 comment

thus:

'In comparing Cezanne's still lifes "Nith the customary

academic article designed to whet tht: appetite of the

gourmand and the sensualist, he remarked that what

academic painting lacked was 'the essential, impenetrable,

and must precious (element) ... everyth:ng left over, which is

nothing but painting'. (7)

The idea of 'pure painting' that emerge~ in the early criticism was

an attempt to respond positively to an ramerging new pictorial

language and thereby oHler altematlves to toe penchant for literary

allusions prevalent in acadamic painting of the tirns, both in Franc,!
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and in England. When the idea of 'rure painting' was thus viewed

it was seen as a corrective to the prevalence of litersl!)' subject

matter iL scademlc painting.

In mlation to academic painting, the still-life genre could facilitate
'.\

ail 'exploration of pictorial problems without attention to, literary and

philosophical subjects. However, if this was the impetus for the rise

of stil~\life painting, it is nonetheless not a logical step to insist, as
"

scholars have done, upon the neutrality of subject matter in. ,

Cezanne's stili-lifes. This idea will be further explored in the

analysis of still-lifes in chapter three.

In the same way that early critics reacted against the prevailinq and

prescriptive attitudes to all aspects of art, including the established

expectations of particular hierarchies in relation to genrEi, so too the

early formalist critics within the context of 'English art and art

criticism.

Closely related to the notion of 'pure painth'lg' was the re-

emergence in the nineteenth century of the g\~nr{il of stm-li~e.

Traditionally the academy regarded the still-liro ge~~reas the lowest

genre in a hierarchy .,.)f genres, while history pain\tino was one of,

the most highly valued genres. Noteworthy in th~s regard, is the
\1

fact that the very reasons that relegated the still-I~~.~genre ~()the
I

lowest position in the academic hierarchy of genres\':twere the very
:'

same reasons that it seemed an attractive vehicle ~o.-the painters

and critics who heralded the notion of Ipure paintin~!r'witnessed in

the new painting. The idea of "pure painting' was s~)ento be most
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easily rendered if) a genre like still-life. which was not overburdened

by 1iterlf;ry,historical and moral subjects, and in which the artist

could readily dxperiment with the new forms and painting values

articulated by their small band of supportive critics. From the

18405 to the 1870s, still-life became increasingly important and

this seems partly accountable far, by the shifting vatuea that

occurred at this time. Bettendorf notes t'::1t, tn addition to th'3

above, the! revival of interest in Chardin's work in the nineteenth

century, which reached. a ~ak under the influence of Realist
(\ ,"'-.-'

painters, resulted in t"l~ re-evalu(,lj,,;orfI; '!the treditional values within

the category of still-lite~"{8) II/i
//
'/

It is ironic that the perceived potential for neutrality in the genre of

still-lite in the nineteenth century was subverted in later criticism

that addressed the issue of the importance of subject matter in art.

These latter critics, in their investigations into Cezanne's themes

and subjects reinvested the still-lite genre (with literary, moral and

historical import.

The impact of form.illst criticism on the Cezanne !i+~~lurecannot
I '

be underestimated; from the earliest rnanlfestai I. ,15 during

Cezanne's own lifetime to the writings of the twentieth century
t\

critic, Clement Greenberg. The formalist criticism that emerges in

the late nineteenth century,\and the conditions for its emergence,
I,' 1 \

differs markedly from that of the early twentieth century, as

evidenced in the writiqgs of Clive Bel! and Roger Fry. By the time

Greenberg published his writings on Cezanne the art world was

fully entrenched in the notion of MI.)dernism, within which
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Gr~lenberg's aesthetic must be understood.

At the turn of the century formalism can be viewed 8S a Uberating

approach to art in that it facilitateci an exploration of the importance

of new forms in plctorta! language. However, as formalism as an

approach to art became entrenched, and the ncw langutige of

criticism that it faqrtsted was accepted, the parameters of

formalism seemed to n4~"ateother asp~cts 'Of th;s art which by the
11

1940s and 1960s could' be opened up 1pr researchers and explored.

On the other hand, the responses to formalism were not a rigid

rejection of formalist concerns, but rather, a balancing of these

concerns with others, fOrWardeci,"",(post-war scholars, Erie Loran.,

although he researched new material in the Ce,\zanneHte.ature, may

be called a more traditional formalist· than" fiay, Meyer Schapiro,

who l.>rought new inSIghts ·h.1his analysis of Cezanne's sUi:)Ject
o .', Umatter through the £ssentialiy formal consideration of his Sty19.

No attempt is msde here to compre: ensivelv study the forma.iist

tradition, and any comprehensive definit4.on of formalism necessarily

negates the subtly differentiated positions that its exponents

articulate. (9) Light cautions the,t,'

A hybrid of disparate theories, formalism has no precise set

of principles. Indeed' pr~b'ems of consls.ent lnterpretatlor r

arise even within the confines of anyone of its thinkers. 8$11,

especially r is noted for the lnformalltv of his tzrgument; while

Fry, a more rigor~.us thinker, alter'Jhis position over the
years. (10)
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Rather, the insightsi!/ brought
I,

Cezanfle's 5\till-life ~~intings
\)

G, 'tically evaluated. \,

to bear on the interpretation of
,

in the formalist traeitton, l·vitl be

"'\.\
\~\

\\
Risk::'l A reductionist view~ it is possible to state that, common '\:~

/.1

al tl.ese formalist perrcetatlons, :5 the preoccupation with, and

er.tphesis on the form and formal elements of the art obiect.
~rcac;slyspeak,np, critics that privilege 'form' over 'content' may be

called fcrrrlali~ts, although, this distinction is an artificial and often

illUSOry one. (11)

I!

The formalist tradition in the Cezanne literature, as initjt:ltsd by

Cezlmne"s earliest critics, canonized specific principles, which have

!ijffec'ierl the way in which Cl!zanne's stilt-llfes, as well as his other

\ genres., nave been ;jnterpreted. The critique of forma!ism manifests

it'lf,:if in the various responses to the formallst position. In the

folfow;'1g examination of the aesthetic positions of Clive Bell, Roger

Fry and Clement Green~)erg, the development of the formalist

tradition will be critically evaluated. The choice of these critics is

not entirely arbitrary al"d warrants some justification.

On the most elementary level, the fact that Bell and Greenberg

were both art critics, gives them a certain coherence. The

importance of the critics role as mediator between the artist and
f/

the public facilitates an assessment of the historical conditions that

gave rlae to these arbiters of taste. Tne nineteenth and early

twentieth century contexts inform the issues raised by Bell and Fry,

while the later twentieth century context informed those issues
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debated by Greentlerg. The nature of these critics' aesthetic

positions is partly moulded by the art that they responded to and

defended. Both English critics, Bell and Fry were instrumental in

bringing the New French art to the attention of the English public.

In assessing the contributions of 8ell, Fry and Greenberg to the

tradition of fotm&Ii!~m and to the Cezanne literature, the following

elements of their writings will be considered. First, an snalvels of

Bell's concept of 'significant form', introduced in his bookAr1 (first

published in 1914), will be undertaken. The term is problematic and

its analysis serves to concretize several Issues that sre central to

the enterprise of formalism. Second, (Fry's authoritative and
( ,

influential monogLJph on Cezanne {published in 1J:27), \jVhich

encapsulates many formDHc~ attitudes that fire reiterated in the

subsequent literature, will be examined. T~a t;'~m

'Post-Impresstonlsm' coined by Fry in 191 0, '~.'m be, ;.-ma~zed..
1\

further on in relation to the writings of Richard Shiff. r'::il~Uy.

Clement Greenberg's essays on 'Cezanne' {1951) and ~Modernist

Painting' ('1985) which suggests the relationship between Cezanne,

the formalist tradition and Modernism, will be examined. The

appropriation in the literature, of Cezanne as the precursor of many

modern movements, is an instance in which the above relationship

is brought into plav.

For Cezanne's e:;frlycritics that initiated the formalist debates about

Cezannet~ art, and for Bell, Fry and Greenberg, form is the

privileged carrier of the work's meaning. All these critics privileged

form over content as the appropriate index of meaning in works of
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art, although they articutated d'lfS pr;'1Uegingin very different ways.

What becomes clear 'i~ the an,sly S!~~cf the aesthetics of Bell, Fry

and Greenberg, is that from th-if 1.);',.. tset, their assumptions about art

ere motivated by very specific convictions about the nature and

purpose of art.

Bell (who was part of the' Bloomsbury Group) went to Paris in 1910

with Fry and Desmond McCarthy, to select pictures for the first

Post-Impressionist exh'bitlon in London, held at the Grafton Gallery.

In 1914 .ell published his influential book entitled, Art, in which he

posed the following question in his chapter on (/The Aesthetic

Hypothesis' :

What quality is common to Ste.Sophia and the windows at

Chartres, Mexican sculpture, a Persian bowl, Chinese

car,3ets,:Giotto's frescoes at Padua, and the masterpieces of

Pousstn, Piero della Francesca, and Cezanne" (12)

Bell' <:' answer was articulated in the form of the concept he

developed, namely, 'significant form'. He considered 'significant

form' to be the common denominator of all aesthetic experience.

In support of this idea he suggested that in each of the works of art

mentioned above:

lines and colours combined in a particular way, certain forms

and relations of forms, stir our aesthetic emotions. These

relations and combinations of lines and colours, these

aesthetically moving forms, I call "Significant Form"; (13)
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The reasons why certain formal arrangements move the spectator

is, according to Beil, because form" .•.expresses the emotion of its

creator." (14) The art sf' the turn of the century cballenged

traditional notions of beauty and !lny aesthetic position that

centralized the notion of beauty could not accommodate this art in
\

its paradigm. Tin~fact that Bell's concept of significant form did not

depend upon traditional values of beauty made it an attractive

concept for Fry and others who wished to develop a language of

criticism in sympathy with new developments in art.

As Solomon Fishman has suggested, the idea of significant form

...served as a talisman for explaining the powerful' yet
1\ \.\

disturbing effects of the new art, often achieved by ignoring

or violating notions of beauty. (15)

In BeWs differentiation between 'material beauty' (butterfly's

wings) and the work of art, he concedes that, though both may

move the spectator 'material beautv' or 'beautiful form', II •••does

not move us aesthetic-ally." (16)

Bell comments that,

It is tempting to explain the difference between 'significant

form' and 'beauty'- that is to say, the difference between

term that provokes our aesthetic emotions and form that

does not - by saying that significant form conveys to us an

emotion felt by its creator and that beauty conveys nothing.
:~7)



((

58

Another seminal distinction that Bell makes is that between 'form'

and 'representation'. He asks that,
I)

no one imagine that representation is bad in itseif; a realistic

form may be as significant, in its place as part of the design

ss an abstract. But if a representative form hat value, it is as

form, not as representation. The representative element in a

work of art mayor may. not be harmful; alwaY$ it is

irrelevant, (18)

This distinction forms the basis of challenges by later a~iti-formalist

critics who argued for the intimate retatlon btitw8!~n what is
\~"

represented, and how this representatlon conveys meA:ning.
(1

\fVhile Bell's focus is more on the nature of art \;:':~'1erally.Fry's

criticism addresses both general aesthetic iss; ,,~~;_',.d Cezanne's

genre of still-life specifically. His observations on the still-life genre

are informed by Bell's distinction between Iform' and

'representation'. He states that,

the stiJI-Jife... guards the picture itself from the

miaconstructions of those whose contact with art is

confined to its effect as representation. In stltl-life the ideas

and emotions associated with the objects representee are, for
\1 \i, 'p

the most part so utterly commonPlace.\\)nd insignifi9rnt,~~
neither artist nor spectator need consider them. (19~'F

{,t

For Bell the notior. of quality is a distinguishing feature of
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'significant form'. He discusses this in relation to the idea (if the

original work of art and the copy thereof. His formulation of the

differences between the two is thus refj~med:
"

'.he two visible objects, the original and !he copy, diJff#.r
~'f-

because that which ordered the work of art does not preside

at the manufacture of the copy. That which orders the work
,

of art, I suggest, the emotion which empowers srtlsts to

create significant form. The good copy, the copy that moves

us, is always the work of one who is possessed by this

mysterious emotion .. }rhe power of creating significant form

depends, ... on some curious mental and emotional power.

(20)

In his conception of form, Sell does not consider the role of

technique as an important one. He insisted that tna purpose of art

II ••• is not how it is painted, but whether it provokes aesthetlc

emotion." (21) Bell argues that although, "Certainly Cezanne

invented a technique, admirably suited 1:0 his purpose, ... " (22) the

painter's showing at the Salon d' Automne or Les Independants, who

adopted the Post-Impressionist techniques were ...quite worthless. II

(23) What emerges from this aspect of BeWsaesthetic is insistence

that, in order

to appreciate a work of art we aeed bring nothing from life;

no knowledge of its ideas and affairs, no familiarity with its

emotions. Art transports us from the world ofWlan's activity
" iI

to a world of aesthetic exeltatlon. (24) II
il I
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HTtt that possesses 'significant form', in its transcendence of

phenomenal reality, signifies and resembles transcendent reality. In

this way, Bell's definition of art, ~S,finally a metaphysical one.

Despite the obvious appeal that Bell's concept of 'significant form'

had in the early part of the twentieth century, the tautological

natura of his argument cannot pass unnoticed. Ben states

emphatically that 'significant form' communicates to the spectator

and induces in her an aesthetic amotion, but he does not

.'O)dequatelyelaborate on or further explain this process of
\ .I

Interchange between the spectator and the work. ~ell's

metaphysical interpretation of art focuses exclusively on the formal

properties that evoke in the spectator some kind of aesthetic thrill.

He fails to analyze, or even point to, the subject matter of the work

of art, its moral message or anecdotal content. For him, the notion

of artistic intention is (lot problematic, and the work ·of art, not

dissimilar to an iconic image, communicates magically. The

apparent naturalness of the way in which this occurs is never

questioned by BelL

A significant difference between Fry and Bell is Fry's attempt to

analyzethe specific properties of individuai works of art. According

.to Wechsler, it was Fry's intention" ...to do for the understanding
,
ot contemporary art what V.JOlfflin had done for the Italian

Renaissance." (25) Bell, who maintained that he could recognize

the presence of 'significant form' by its affect on him, was unable

to discuss form as an objective phenomenon and spoke generally

about Cezanne, Pcst-lmpresslonlsm and other art.
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in Fry's monograph on cezanne: 8 study of his _deyeIQPmf.mt,

Cezanne's art is roughly divided into four stages: an early stage, an

Impressionist stage, a constructive stage and a mature stage. Fry's

influe. Ae on this aspect of CezanneTs art is substantial and scholars

such as Schapiro, Reff, Klimova, Orienti accept this iinear

perception of Cezanne's styhsticdevelopment, and interestingly, all

use similar words to describe the various periods. Fry says of the

early period that is was, 'hallucinatory', 'reckless" f 'intensely

personal'. 'baroque", and that If ••• they were the result o~Cezartf'et s

invention rather than t;tS direct observstlca of nature. It (26) O~her

scholars such as Schapiro (27) and Klimova (28) have also
II ',I

remarked on these qualities of the saily period.

Although Fry's categories or periods were adopted by tater Cezanne

scholars, Fry himself was aware of too rigid a concspt'on of

development. He suggested that stylistic change was neither

gradual,

Nor is it so regular that we can trust to it altog~,ther to fix the
Ii

exact date of any given work. There are retu~ns to the old

impasto, but thin painting certainly predominates toward the \
\\

end of the century. (29)

It is noteworthy that Fry's formalise position was articulated in

response to a prevailing literariness in British academies and

paintings of the time. Fry heralded the new French art in response

to a strong narrative, liters'ijYand mora! English art; as for example,
,(

Hogarth, Millais and Fo~J Madox Brown. Solomon Fishman
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suggest$1that,

/I

Since Fry was combating during a large part of his career ¢e

prl~vailing attitude towar>~painting which placed primary

stress on its illustrative content and its literary associations•.

he tended toward the opposite extreme -. an aestheticism

which isolated ~rt from human experience. He did succeed in

establishing, if not the idea of the autonomy of form, the

priimacyof form ?Q the fruitful investigation of visual art. (30)
(pI

Fry's formalist interpretations of Cezanne's still-life paintings
"

disre(fards the relevance of subject matter and theme. Fry and Bell,

in t~(~\irdisregard for the subjects depicted bV Cezann6, dO; not

explo}e the thematic content of his art. No consideration is givsn

by Fry to the various tvpas of objects found in Cezanne's many

still-life paintings; deplctlons of apples, skulls, fruit dishes. baskets,
I r ,I

vegetsblEl,s, statues are all lumped ~~ether. This line Oil

investigation was to f .ourish later wi r the introduction of

psychological and psychoanalytical me (400s into art history in

which the latent symbolism of particular objects was investigated.

Fry states that, " .•.for Cezanne•..a skull was merely a complicated

variation upon the sphere." (31) Nowhere does Fry relate the skull
\

to the established Ymitu tradition in stiU-'f'~~ painting. This more

obvious omission indicates the extent to Wt11chthe consideration of

format issues was privileged in Fry's aesthetic.

Although Fry does concede that ~j'the history of still-life painting

there are exceptions to the" ...purely plastlc significance of still
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life", he insists that by the middle of the 1880s C6:!snne had

abandoned any dramatic overtones in his manner of painting. He

argues that, ,

,
I
I,
vt

if the words tragic, menacing, noble or lyrical seem out of

place before Ce;tanne's still-llfes, one feels none the less t~e

emotions they arouse are curiously analogousto these states

of mind. It is rr,~~from lack of emotion tnet these pictures are

not dramatic, lyric, etc., but rather by ,~~i'.ftonof a proc€.dsof

elimination and concentration. They . .~;t,\:i,'; speak, dramas
,

deprived of aUdramatic incident. (32)

Fry does not pursue this aspect of Cezanne's still-lifes or the
"

potential meaning of the narrative content of this 'dramatic

inloj~ent' nor the meaning of style as opposed to form. The notion

of the drama of style and the idea of 'dramatic incident' will be

explored in the analysis of specific works in chapter three.

In the same way that the context for the emergence of the

formalist criticism of Bell and Fry must be und~rstood as

significant, the context of Modernism must be considered in

relation to Clement Greenberg's criticism. Greenberg. as the

spokesperson for the Abstract Expressionists in the 1940s and

1950s,~championed the plight of painters such as de Kooning,

Pollock, Kline, Gorky, Barnett Newman, Ad Reinhardt and Mark

Rothko. The art that Greenberg responded to may be seen to

determine to some extent, the formulation of his aesthetic

paradigms.
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It is interesting to note that the emergence, history and

development of formalism, is closely related to the notion of the

avant-garde in art. According to Beverly H. TwitchelL in her study

on C6zanneand Formali;smin eloomsbyry,

formalism and avant-gardism often overlap and coincide.

Formalism dominated avant-garde art from MElnet through

Pop Art or Minimalism. This resulted largely from the

separation of form from content, but the formalist trend also

had three vanguard:st characteristics bolstering it;

evolutionism, with its accompanying historicism and

modernlsrn: the cult of purity which reductivism bred; and

the alienatlon which these other tw9 forces encouraged.

Together, these factors encouraged the solipsistic art,

especially painting, which became art for art's sake. (33)

Greenberg saw Cezanne as a vital link in the development of

painting. tn •Cezanne and the Unity of Modern Art- (195 ~I),

Greenbergstated the following:

Thus, Cezanne's efforts to turn Impressionism toward the

sculptural was shifted, in its fulfilment, from the structure of

the pictorial illusion i'lf the configu[ation to the picture itself
j!

asanobject, as a flat'surface. Cezannegot 'solidity' all rig"'t;

but it is as much a two dimensional, litaral solidity as a

representational one. {34} \\

))
'I

Greenberg suggests that Cezanne was re~o~ible for the shift

\~.
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from pictoritJf illusion to "the picture itself as an object, as a fiat

surface." (35) Greenberg identifies Modernism
Ii

with the lntensificetion, almost the eX8cl~rb8tion,of this
/J'

self-critical tends ,cy that began with the ,philosopher Kant.

Because he was the first t.o criticize the means itself o·f

criticism, I conceive of Kant as the first real Modernist. The

essence of Modernism lies, •.. , in the use of the

characteristic methods of adiscipline to criticize the discipline

itself - not in order to subvert it, but to entrench it more

firmly in its area of competence. (36)

\

Fu~her on Greenberg states that, "What had to be exhibited and

made explicit was that which was unique/and irreducible not only

in art in general but also in e&Q~c,)articular art", (37) and recalls
\ "

that, "It quickly emerg.,d that tne unique and proper area of

competence of art coincided with aUthat was unique to the nature

of the medium." (38)

Greenberg suggested that,

I

Flatness, two-dimensionality, was the condition painting

shared with no other art, and so Modernist painting oriented

itself to flatness as it did to nothing else. (39)

Implicit in Greenberg's understanding of Cezanne, is a post-Cubist

perspective. Cez81l0e'Sconcerns and intentions are conflated with

those of the Cubist'S' and other 'moderns'. In this way, Greenberg's
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view of Cezanne's art as governed by his/belief that his work

anticipates the tendencies of later twentieth certu!v styles and
<.:'

movements. Failure to situate Cezanne within a nineteenth century
.,

context obfuscates the conditions, of Cezanne's 'present', and is

one of the central problems of Greenberg's interpretation c)f

Cezanne"~~~'tic enterprise. Although Gr!...enberghighlighted the

quality of abstraction and incompleteness in Cez~mne's work,

Cezan~i:~:~;11a letterto Emile Bernard (dated 23 October 1905) I

; J[

mentm:~L"}~se qualities, in the following terms and context:

Now, being old, nearly 70 years, the. 6ens~tians of colour, ,-,

which give light, are the reason for the abstract~ons which

prevent me from either cpvenng my canvas or continuinq the

delimitation of, the objects when their points of contact are

fine and delicate; from which it results that my image or

picture is incomplete. (40)

'VVt?;creasin Cezanne's terms this abstracting process and ensuing

incompleteness were viewed as ilmitations, for GI'eenberg and

others they are highlighted as 'evidence' of CezannEl's modemist

intentions. Cezanne's method was aprocess of representing nature,

rather than abstractlnq from nature, as suggested by Greenberg"

Greenberg, and histOrians working within a simllar framework.

focused on specific formal qualities of Cezanne's work. They found

these qualities to reside particularly in his late work and as a result,

do not conslder, for example. his early work or those works that he

painted in direct relation to the concerns that informed
Ii
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impressionism. The idea of the so-called 'mature' artist, and its

corollary of 'mature works' I is operative in this model of

interpretation. Cezanne's watercolours became important for

modernist scholars sance they seamed rncle readily to refleet the

'spontaneous' quality of Cezanne's (",Jthod. The 'unfinished' qualitv

of the watercolours snd some of his later works was said to draw
'I :,\

attentiortio '~hemodernist prin~ of 'painting as painting' ',Since

the alleged subject l--Of modernist painting was thought to be its

surface (anc the way in which the surfece in modernist painting

was both m~signifier and the signified), Cezanne's watercolours

and late works ln their affirmatlon of the painted and flat surface.

were privileged bV modernist scholars.

As indicated in the above analysis, scholars privileged different,

aspects of Cezanne's oeuvre at various points in the development

of formalism. ThG critical response to the tradition of formalism,

while it addressed many of the imbalances of thio formalist

approach to Cezanne, did not forward an enriched formalism that

could suggest new ways for an expanded reading of Cezanne's

visual language. In chapter three new posslblstles for formalism in

the interpretation of Cezanne will be investigated.

One of the limitations of formalism is its failure to discuss the

" :;\"Jleor subject matter of a work so that what is represented is

not seen as integral to a painting's meaning. In addition, how an

image is represented, that is the technique employed by the artist,

is not seen as central to the work's meaning. This failure was to be

redressed by the so-called Humanist Criticism that emerged with
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the ~ignificant writings on Ce.:anne of MEiyer Schapiro and

Marleau-Panty in the 1950$.

Although traditionally, the literature is considered to be"written

interpretation of an artist's work, the artist's own written

statements or letters are not considered interpretative in the above

sense. In the context of this SU~\~'I of the literature, Ce4Ianne's
, '

letters, particularly those 'fttters If,1 which he expresses bis ideas

about his O',Nn work and the work of other artists, are seen as

mterpretetive. Cezanne's lett( '$ can therefore be considered wltbin

the context of this survey in two ways; firstly, in retatio!~ to the

different ways in wh~ch scholars have used the letters to interpret

Cazanne's works, and secondly, as Cezanne's own written
(;

11 comments soout art. both generally and in specific relation to his

own work and aesthetic enterprise.

'.1

Since the!f publication, !n trench " ...more than 35 years ago, and

l!') Oxford, in an t:ngli~:~ltranslation, in 1941.", (41) Cezann~ts

letters have played a central role for scholars in the interpretation

Of the artist's work. In the various attempts to reconstruct the

intention of Cezanne's art and to understand, not only the meaning

of his work but his personality and life. schoters have turned to the

letters of Cezanne. The status of Cezanne's letters in the

interpretation ot Cezanne cannot be under <timated and it is

important in a survey of the Cezanne Uterature to assess their

purpose and function.

Cez1innescholars have turned to the letters in many instances ;\and
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for various reasons. (42) The central motivation in all these cases

may be seen in the scholars' b~lief that the artist's biography,

evident ~~the Jettersand his artistic intentions articulated therein,

are of paramount importance.

The monograph. whose art historical purpose is to document the

artist's biography, and which studies the relatior ...~jp between the

artist's life and his works, attempts to recreate the artistic

personality of Cezanne in order to explain his works. In these

studies Cizanna is viewed as the sole f.)riginatorof meaning in the

work of art. The artist is privileged in this approach and his

statements about art and his conversations recollected by close
I,

<.Jriendsconstitute the source material. Biographical 'studies also

foreground the artist's life as an important index tel'unaer&'!anding

the artist's work. (43)

Although onemay assume that those writings that appearedcloser

in time to Cezanm~'s life and death, are more accurate, thiS)

assumption needs to be qUestiO~\ed.Common to the earlier and

later biographical studies is a sharedset of assumptions about the

ge:1era:relationship of art to life, as well as the more specific

,relationship between the artist and his work. These shared

assumptions inform the methodological approach ad pted by

diverse scooters,
\ ,I

Any examination of Cezanne':s letters (as well as recollected

conversations by contemporary artists, dealers and friends) as

source material tor his art must caution aga.inst a simplistic
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parallelism between his art and his Ufe. The letters reflect a far

I~

more complex relation to the artist's life than is often as~umed.

The ideas forwarded in chapter one by Herschel B. Ct\.pp, on the

vAiidity of the documents, writings and statements of artists,

cautioned against an uncritical and decontextualised reading of

:these important sources. While Chipp ackniJv.o;vledgedthat these

sources could add much to the interpretation of an artist' s work,

the scholar should never fail to take into account the broad

environmental conditions of which the letters form a part. In the

case of Cezannethe nineteenth century context in which Cezanne

Uvedand worked should be seen to inform the artist's views and

Cezanne's aesthetic vision should not be obfuscated by the notion

that th~ letters provide unmediated access to Cezanne's mind and

thoughts about art. (44)

The literature lllS often viewed the letters in these terms and as a

direct means of accessing Cezanne'!) artistic intentions. Whila the

letters do give the scholar insights into Cezanne's artistic

programme, they should not be read as statements of fact. The

scholar's acr~ss to them should not fall outside of our critical

faculties and should be informed by interpretative tools. In this

sense, the letters should be seen to form an important part of -me
body of 'literature' that informs our understanding of C~zannersart.

Related to the biographical line of research are a number of studies

that sought to understand Cezanne's motivation, in psychological

terms, for making art. In addition, issues such \\as artistic
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1/
personality, (;re~tive process and creativity are explored. In this line

of research, initiated by Meyer Schapiro in the 1950s and

developed by Theodore Reff in the 1960s (and later by Sidney

71

Geist), the psychoanalytical model is employed in relation to

Cezanne and his ofluynt. Although significant contributions to the .

Cezanne literature have been made by scholars who have focused

their attention on the psychoanalytical approach to Cezanne's

oeyy[f', an analysis of these contributions will not be undertaken in

this overview of the literature. (45) While the psychoanalytical

modal assists the scholar in the .Lxl2lanatjon of Cezanne's figurative

works it is not instrumental in their ioterpretatipo. In addition, in its

focus on the figurative works, the PSycho;!naly1ical model has

provided few insights into the interpr:;;fion oj! the genre of still-life.
/1

The letters are particu~arly valuable in that they offer the scholar an

instance in which Cezanne beco•.res the spectate r of both his own

work, and works by other artists. In his written artlculatlon of his

artistic ideas to practising artists, Cezanne may be seen to

articulate his ideas in relation to his rote as 8 spectator. Access to

this role of Cezanne as spectator is important, as an analysis of his

pair'ltings reveals his interest in the way in which the artist is both

creator and spectator of tht:i image. This dialectic in Cezanne's
/l

work will he further substsmlated in the visual analysis of selected

stilHife: .1 chapter three. In that the sc.iolar is always part of the

interpretative enterprise, it is suggested here that the letters should

be approached as an aspect of Cezanne's own interpretation of his

work (and that of other artists) and as such the scholar should
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critically assess them 8S one would the literature on Cezanne.

In this approach to the letters, Cezanne is seen, not as the reva8'e~

of the truth of his paintings, but rather, as an interpreter of his" ",

artistic output. The letters become, not the originating explanation

of the work, but rather the first instance (aside trom the creative

process itself), in which intorpretation takse place. The letters of

Cezanne should be seen as one of several possible Interpretatlons.

Not unlike other interpretations of critics and scholars, they should

be equally subjected to scrutiny and critical examination.

, '

'I

The validity of the artist's statements as source material for a study

of the meaning of their art has received much attention in' the

recent art historical literature.oThe role ot biography in the 8nalys~s

of artistic production has been questioned by the growing Marxist

literature on the history of art. Marxist historians suggest that, in

positing the artist as the exclusive source of meaning of art, these

biographic scholars have contributed to the removal of art from its

historical context. Art becomes neither public, soclal. nor a product
;,

of wealth. The notion. of artistic 'genius' is part of the myth that

the artist exists mystically isolated from his context, Although

scholars have consulted Cezanne's letters in order ~0 settle disputes

about the meaning of his art and his alleged ar dC intentions, this

consultation, on the contrary, has given rise to a proliferation of

often conflicting interpretations. In viewing the letters as one in a

series of possible interpretations of the artist's work, a different

aspect of the artist emerges, namely. the artist as spectator.

( .,
, !
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It is worth rcderring to specific examples in the Cezanne literature

where the letters have been unsuccessfully used to settle disputes

about the artist's alleged intentions. Cezanne's relation to tradition

as well as his 'notorlcus' influence on subsequent generations of

ifl\rtists will be cited as examples, Both these issues are related to

the notion of 'development' and will the.'efore be discussad in these

terms.

The idea of 'development' in art historical scholarship is an artificial

construct applied to historical data. ltts applied to the arrangement

of the artist's oeuvre anti !o specific periods therein: to particular

genres within that O§uyre; and finally, to, that body of work in

relation to other bodies of work that precede and follow it, namely,

~nrelation to the development of movements within the narrative

of th~ discipline of art history. The iq~a of 'development' wili be

seen to facilitate the arrangement of art historical material in the

interpretation of C6zanne.

Generally, the history of art and the 'lJevelopmentr of Cezanne's

work is described as 8 linear progression which unfolds naturally

and logically. T" is 'development' is defined' causally and always

with .the hindsight afforded by historical perspective. The New Art

~~~storyhas redressed some a>~ithe inadequacies of this model in the

Cezanne literature.

While the enormous benefits that ~.•,e catalogue raisonne have for

the art historian cannot be over estimated, (46) it must at the

same time be acknowledqed that the catalogue rais~ presented
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the scholarwlth an artifjcially constructed documentation of the

artist's work. In the same way that the monograph attempts to

reconstruct a 'unified' artist in the comparison of the artist's life

and his work, the qatalogye raisQone presents the scholar with a

'unified' picture of the artist's evolution. The developmehtal model

is used in this type of study to ou tline the artist's progression. from

early works to late works. And if the sense of determinacy in style

is not made overt, it is always implied in the evolutionary

organization of the artist's works. This seemingly logical and linear

sequentlalitv is determined and unavoidably reinforced by the very

nature of a text, which progresses uninterrupted, from left to right.

This developmental model suggests a linear progression of cause

and effect in stylistic changes in the artlst's oeuvre. (47)

lhis linearity is the" 'read' in relation to the division of Cezanne's

work into clearly defined periods whose interrelations are often

obscured. (48) It is interesting to note, as Wechsler has done, that

diffe~nt periods of Cezanne's work have been appreciated and
l)

piwifeged at different times in history. She states,

In their response to Cezanne's work successive generations

of painters and critics have consciously or unconsciously

reflected the aesthetic attitudes and experiences cf their own

intellectual and artistic milieu. (49)

The appropriation of Cezanne as the precursor of modem art

movements such as Cubism and Abstract art is the result of

JJ
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...an insidious tendency to infer meanings and to ascribe

purpose to great artists in order to clarify, if not create, a
"<."

-"'Coherenttheory of stylistic cha.1gein art. (50)

In addition, the insistence on viewing the history of art as a

development of 'tvles has situated Cezanne in a specifically

mid-twentieth ~entury context despite the fact that his work is
"

more appropriately understood 'Nithin a late nineteenth

cfI!ntury/early twentieth cent~ry context. As a result. the context

within which C6zanns lived and worked is overlooked in the
; \

interests of art historical progression. Donnell-Kotrozo term's this

construct of an evolutionary progress in style the 'destination

theory of style' and suggests that it is intimately linked to the issue

of intentionality. (51)

Ackerman puts it in the following way: (!

...Given our habits of hindsight, it is necessary to ad~ that he

(the artist) is not aware of the works that will follow his; he

knows only the past and the present. He accepts and rejects

aspects of what he finds in things a,bout him and he adds

something of his own. By this choice and by his contribution

he moves a step • sometimes a leap - away from the past.

Are we, then justified in saying that he has moved toward
the future? (52)

The way in which twentieth century historians and critics have

appropriated Cezanne as the precursor of modern art is evidenced
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in the ongoing debate in the literature about the relationship

between Cezanne and Cubism. In formulating this relationship

scholars and critics have accepted the destination theory of style.

In Ackerman's terms the tendency to situate Cezanne within a

mid-twentieth century context and as direct precursor of Cubism is

problematic, While Cezanne's im[ict on Cubism is undeniable, a

conscious awareness of the langu~ge of Cubism cannot, therefore,

be retrospectively ascribed to Cezanne's artistic programme.

Two statements that Cezanne made about art are frequently quoted

by critics and historians of Cubism in justification of their approach.

The first is: "f am a primitive of a new art. I am convinced I will

have followers." (53) and the second, communicated in a letter to

Emile Bernard (dated 15 April 1904):

May I repeat what I told you here: treat nature by the

cy'tfnder, the sphere. the cone, everything in proper

perspective so that each side of an object or a plane is

directed toward a central point. lines parallel to the horizon

give breadth, that is a section of nature or: if you prefer, of

the spectacle that the .Eaw. Qrnnipoteos A§terne Dey~

spreads out before your eyes. Lines perpendicular to this

horizon give depth. But nature for us men is more depth than

surface, whence the need of ~ntroducing into our light

vibrations, represented by reds and yellows, a sufficient

amount of blue to give the impression of air, .••"(54)

There are a numerous misquotations of the above statement in the
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Cezanne literature. The sslectivily of historians in their

(mis)quotations is partly the result d the assumption, referred to

earlier in the discussion on Greenberg and Modernism, that aimed-;

{6~institutio~alize Cezanne as the 'father' of modern art. (55) In"
\\

ad~Jition, it is essential to question whether Cezanne in the above

letter was forwarding a tenet of his own theory of art, or whether

he was advising Bernard about a particular aspect that he

considered to be lacking unthe latter's work. Given that generally

Bernard's work did not explore the issue of volume in space,,>

Cezanne's remarks would have been appropriate.

Cezanne's association in the literature with different movements in

art history has consistently occurred. What emerges through an

examination of the literature associated with these different

movements, are patterns that reveal the ways in which Interpreters

of Cezanne have selectively traced the artist's lineage to suit their

own ends. As generations of painters confronted 'the work of

Ce-zanne,so attempts emerged to establish connections between

their art and that of Cezanne.

Interestingly, many scholars comment on the fact ·ihat Cezanne,

unlike his contemporaries, did not have any pupils in the traditional

sense, nor did his art generate a direct influence in the form (Jt a

school of art or disciples. And yet, despite these observations,

scholars continue to "lace Cezanne as the precursor of so many art

movements that make up the broad category of Modern Art. It is

perhaps because of the fact that Cezanne had no direct follower!;

that scholars are able to make numerous links between his art and
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that which followed. (56)

This selectivity can be seen in relation to the way in which scholars

have interpreted Cezanne as a romantic arttst. inspired by the '

seminal work of Oelacrcix, or alternatively as a classic artist.

associated with Poussin end the ideals of classical art. In debates

of this nsture, scholars variously cite elther the romantic or the

classic sources that Cezanne copied in '(: \,Louvre, as well as the

artist's statements (in the form of his letters or in the recollections

of his associates) to justify their arguments. The art historical

construct of 'development' ensures a neat chronological sequence

whose purpose is to explain the artists' place in history, by way of

an examination of his sources, as well as his importance for future

generations, by way of influences. While it is essential to establish

the chronology of an artist's life and work for curatorial purposes

for example of attribution, caution against the way this neat

chronology is used or 'developed' by art historians (as constructors

of meaning in Alpers' terms) should be made.

In attempts to reconstruct Cezanne either as the 'romantic'

(understood to forashadow the expressionist tendencies, such as

Fauvism, that emerged in the late nineteenth century and early

twentieth century) or as the 'classic' artist (seen to be link~d t-'" the

art of nineteenth century neo-classiclsm as well as the. n~fly

twentieth century movements of Cubism and Abstraction), scholars

have quoted Cezanne's letters. The fact that Cezanne's letters

allow for the [ustltlcetion of both these positions is not adequately

addressed in the literature. (57)
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As Meyer Schapiro has suggested",

(i The marvel of C6zanne's classicism is that he is able to make r .
;',

his sensing, probing, doubting, finding·activity a visible part

of the painting and to endow this intimate, personal aspect

with the same qualities of noble order as the world he has

imaged. wB)

Cezanne's 'distortion~~ r seemingly 'romantic' or anti-classical

elements, and the disruption that these 'distortions' cause in the

spectator's expectations in viewing his still-lifes, are interpretdd in

chapter three. The 'distortions' will be seen to contribute

significantly to the notion of • drams of style, evident in the

still-lifes.

It is interesting to note C6zanne's own attitude to th4tory as

articulated in his letters and to observe that they are often

characterized by reservation and scepticism. in a letter to Bernard

(dated 25th July 1904) he stated:

> l
Idon't want to be right in theory, but in front of nature .... to

order to make progress there is only nature, and the eye is

trained through contact with her ..•. therefore institutions,

pensions, honours can only be made fen 'certain, h~r(lbugs

and rascals. Don't be an art critic, but paint, th're Hes

salvation. (59)

And in a letter to Camoin (dated 28th January 1902) he



commented:

I have little to tell you; indeed one says more and perhaps

better things .2>oot paintit,g when facing the motif than when

discussing purely speculative theories - in which as often 8S

not one loses oneself. (60)

This stance is reiterated in a letter to Sern~rd dated 26th May

1904. C6zsnne states,

_\r-

On the whole I approve of the ideefl y~) are going to

expound in your next article for the OCQident. But I must

always come back to' this: the painter must devote himself
\\00 '~,

entirely to the study of nature and try \0 p~Oduce pictures

which are an instruction. Talks on art are almost useless. Thti

work which goes to bring progress in one's own subject is

sufficient compensation for the incomprehension of

imbeciles.(61 )
IiI!

'I, '

This particular letter not ontv-excresses Cezanne's anti-theoretical

position, but perhaps more significantly, refers the reader to the
(..,

fact that Cezanne saw his paintings as a kind of text whose subject

was painting itself, and suggests that Cezanne's painti:lgs, to some

extent are about the very process of art making itself. This idea will

be examined in greater detail in chapter three.

In Wechsler's study, Ihe Interpretation ~.nnn.er the works of

Uonello Venturi, Fritz Novotny and Erie Loran are explored in a



single chapt~~;?
:,~ '1" (I

1/

in commenting 0n Loran's interpret ..... n of etzann. she states~

I;'

The richness and complexity of Cezanne's art ore done lest
than justice: unwittin~~y Loran has created a parody uf

formalism. (62,

What ~JchsJer in'tplies in the above quotation is endomic to the

formant enterprise, ~.mely, the te~<jencv to raduc.o,',t, he hmg4ege
of art10 a structure of forma. devices that are $ea~ 8S separate

if '"
framJthe means by which an artist; creates the m~l.lning of his art.

Loran, in his analysis of C(jzanne's forma: 180gU,.g9 in his book,

cezanne's Composition (first published ~, 1943), aims to explain

the way in which the artlat structured the picture surface. His

d~agramm~tictL Jspositi6ns, albeit with d'ldactic purpose, fliited to,

)" interprst_~the ways in which the structuring of the picture surface
,)

was intertwined with the meaning of Cezanne's art. Hence, in hhl

analysis the dramatic impact and poetic nature of C6zcnne's
procese are not interpreted,

\\

The didactic purpose of Loran's study governs, til a iargfJ e~8nt,

the nature of his interpretation of Celanoe. As Wechsler raghtly

suggests,

~rle Loran's study, Cezanne's CcropomiQn, (1943) had a

twofold purpose: to analyze Cezanne's composition and to
"reform the teaching of painting in the United States"through
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this type of analysis. (63)
/)

Loran's use of photographs in the analysis of Cezanne's formal,

organization are used to account for the distortions evident in

Cezanne's work. Implicit in this model Is the 8ssurnpt~on that

Cezanne's aim was to reproduce nature, without recording his

'sensations' before nature. Cezan.,,'s concern with the 'realization

of his sensations' before nature, articulated in his correspondence

with younger artists, suggests that his encounter with nature

involved both the representation of tile external object, as well as

tns rendition of internal emotions and feelings generated by this -:

external stimulue, Loran incorrectly assumes :that the camera

reproduces nature 'exactly as it is'; the camera image, true to Ufe

as it may falsely appear, does not reproduce nature Iexactly' •

because, for example, ths eye behind the camera lens (the image

maker) is involved in selecting not only the subiect captured, but

also the view-point of the subject taken. In addition, while the

photographic image may be seen as accurate in the recording of

nature in its own terms, it may never be seen equated with the

human experience and perception of nature. In chapter three

Merleau-Ponty's analysis of Cezanne's distortion and his concept

of 'lived perspective', will be forwarded to challenge Loran's

severely oversimplified account of his distortion. In additfon,

Loran's analysis of the formal organization of C6zanne's work is

dominated by simplified diagrammatic translations of Cezanne's

compositions that indicate the directional movements of objects

and significantly neglect for example, to take into account the

important role of colour in his work.
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Lionello Venturi kitalogue raisonn., Cizlnn,,; Ion Irt-loD oeuy[l

(first published in 1936), contributed significantly to the

accessibility of C6zanne's geuvl1l in all media. In th, same way that

the C6zam,e literature was, affected by the major contributions of

John Rewald via the publication of Cltzanne j letters and a

Qstalogu, raisonn6 of Cezanne's watercoloura, Venturi's publication

impacted on the interpretation of Cezanne's by 'simply' making

C6z8nne's known, work more readily available.

As Wechsler has noted,

Up to the time of Venturl's catalogul raisooot, Cezanne has

been viewed almost exclusively as a precursor of new

movements .... The publication of Venturi', catalogUe, and
'\

the, major retrospective exhibition in 1936 of C6z';;h.'.
paintings and drAwings, most never shown befnrQ, called for

the evaluation of Cezanne's work. (64)

The reaction to the formalist tradition in the C6zanne literature

forms part of this study, ark{ the following overview indicate. th"

directions that were taken in the post-war years in response to the

formalists. Many of the insights &fforded us by the sign('~'!snt

contributions of Meyer Schapiro and Maurice Merleau-Ponty will be

discussed in relation to specific still-lifes in chapter thrae.

In 1952 Meyer S~chapirQstated the follov :'1g;

/\
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Some will op;ect that the themes of 8painter have fittl. to do

with the value or character of his art. BUt I believe it is

revealing to consider C6zannt:'~ p:"i'1tings If. images of the

real world ' in doing so we have the support of his letters in

which he often speaks of his joy in the sites he paints and

the importance of his ser.sations and emotions before the bit

of nature he selects for painting. Tne kind of objects that

attract him. hi~ point of view in representing i:them, count for
II

something in the final aspect of the pictures and bring us

nearer to his feelings. (6S)

Schapiro was one of the fir.t schoters to ascribe significanc& to

Citzenne's choice of subjects. Contrcry to previous scholars such

8G Fry, Schapiro explored the particular me~mings of e6zanne's

subjects, whether in r~ation to his stili-lifes Or landscapes. He

stated in his 1952 study of Cezanne:

The choice of landscape sites by Cezanne is a living and

personal choice; it is a space in which he can satiSfy his need

for a detached. contemplative relation to the wond. Hence

the extraordlnarv calm in so many of his views - a true

suspension of desire. (e6)

He continued, stating,

.. .that Cezanne was able to represent still life and landscape

alike shows how deeply he was possessed by this need for

painting what w ~ external to man. But in the still life, as in
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the landscape J '~jt is the choice of objects and his relation to
J

them that are important. Here again we discover a unique

attitude which is signific~nt for his art as a whole. (67)

\\

--
SchapjJ:'.l, in his investigation of Cezanne's 'content' in relation to

the lfi;fmai language of his work, shifted the previously dominant
,'1

exclusion of cpnsidera'ijona of Cezanne's thematic content and his

psychologicsl motivations for the choice of particular objects,

sitters and v;t!ws. In his analysis of Cezannets images, the latent

content is revealed •.!

Merleau-Ponty' sk~.terp~)etationofCezanne, ..Cezanne's DoubtIt (first

published in 1948), was forwarded within the context of

philosophy, namely, French Phenomenology. Weeh~\ler correctly

states that,

Marleau-Ponty saw Cezanne's ~,aintin9 as a paradigm of the
'i

balance between objective reality and stJbjective perceptlo».

'''' he explained that Cezanne's way 0'( organizing a painting

was predicated not on abstract composition but on the

continual struggle to ualnt the world as it appeared to him •..

(68)

Marleau-Ponty's important analysis of Cllzanne's artistic process

and his consideration of the ides that HCe.~anne'sspatial deviations

were perceptually more accurate than those ordered according to

an a priori system. ". (69) will be considered~in chapter three.



While the focus of the research of the preceding scholars was

specifically Cezanne and varied aspects of his Oiuvre, the research

of Carol Donnell~Kotrczo aredRichard Shiff, is different in that both

examine broader contexts within whIch to interpret C6zann.' s

enterprise.

In Shiff's study on Cezanne and the End of Impressionism: A StudY

Qf the Ibeory, Technique and Critical Evaluation of Modem Art

(1984), ·he analyzes both theoretical writings of the period and

explores the historical relationship-,between Impressionism and

Post-Impressionism. rie states .. in an abridged article F~his study,

"The End of lmpressionlsm", ts,at,

Often scholars have conceived of the end of impressionism

as its passage from an art of mere visual observation to one

of emotional expression; thus impressionism is said to end

when it accepts, implicitly, the tenets of an ',Jmerging

symbolism. tn t.his familiar· historical account, it is as if the

two senses of end - chronological .snd teleological - Were

exchanged or confused. We easily lose sight of the fact that

artists, critics, and theorists of the nineteenth century

associated expressive, subjective content with i,(~fpresSionist

art from its very inception. (70)

He convincingly explores the critical writings of Impressionism and

Post-Impressionism, what he calls Symbolism, in order to show

that, contrary to traditional belief, their projects were linked! by

common concerns and fundamental similarities.
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Shiff's investigation is motivated by e questioning of received

opinion which, - ... tells us that symbolism arose in opposit'on to

Impressionism in order to reintroduce both subjectivity and rigour

into painting. - (71) He argu~ further. through references to

Positivist thought as it W3S presented at the time, that, -The

impression ... can be both a phenomenon of nature and of the

artist's own being.· (72)

He suggests that the aesthetic entarprise of1impressionism, shared

r: the problematic issue of being true to naturr~while at the same time

being true to oneself, with that of the symbolists. The difference,
..,

according to Shiff, is less one of aims than of means. For Shiff

Celanne's art must be seen to be linked intimately to the

Impressionist project as articulated in Shiff's terms.

Certah,ly, Cezanne's works, in their affirm.tior: ~f both the .xte~nal

reality represented and the internal emotion generated through

contact with this external reality, suggest that, in Shiff's terms, his

aesthetic was in line with that of the Impressionists in their truth to

both nature an~ the self.

In the standard view of the relationship between the two

movements, scholars have polarized them in ...ways that are

challenged by Shiff.

It is noteworthy to consider briefly the emergence of the term

'Poat-Impressloalsrn' t which was coined by the Fry I in the early

part of this century. He used the term as a convenient way of
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referring to those artists who came chronoiogic8Hy after the

Impressionists. Interestingly, Fry had also proposed an alternative

term for these artists, namely, 'Expressionist'. (73) The

connotations of the term 'Expressionist', have become widely

accepted in twentieth century criticism and its currency has

reinforced the polarization of the goals of Impressionism and those

of the so-called Post-Impressionists. The term, as it is used, implies

the deliberate introduction of subjectivity in visual imagery. A

dichotomy is thus set up between the 'objective' goals of

Impressionism and the 'subjective' goals of Post-Impressionism.

Since many of the artists that arestudied from this period shared

the goals of both these 'movements', this unnaturally polarized

dichotomy between the objective and subjective is high'V

problematic. Cezanne's association with Impressionism, his

participation in the first and third Impression;st Exhibitions ('1874

and 1877 respectively), his association with Camille Pissarro (and

others) as well as his comments and ideas on Impressionism

expressed in his letters, is weH documented. (74) While Cezanne's

association with Impressionism undoubtedly generated new

possibilities for his work, notably in tne structuring of colour, his

exposure and involvement with Unpressionist ideas should not b~

seen as divorced from the general cultural context of the time. As

Shiff has suggested, the continuities between the various aesthetic

explorations of the time have been underpJayed.

In order to clarify the 'false' polarity between objectivity and

subjectivity in the nineteenth century it is noteworthy to refer to
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the interpretation of the period forwarded by Carol Donnell-Kotrozo,

in Critical Essays 00 PostimPCISsiooism (1983). like Shiff,

DonneU-Kotrozo argues that the ffliationship between Impressionism~ .

8Y4sJ -;Post-Impressionism has be"!" incorrectly defined. She states

that ...... definitions of terms such 85 rm>reseotation and .l.xpressjon

have become confused and muddled in a manner reflectivlt of the

dualistic position of the mid nineteenth-century philosophy of

positivism in which objectivity I an attachment to extemat reality

(associated with representation) and subjectivity (associated with

expression) are irreconcilable.." (75)

Donnell-Kotrozo suggests that, ..Naturalism accepted the view that

one's knowledge of the world was limited to those aspects of

reality which the observer experienced. empirically. In the most

literal way the naturalist uphilld the view that Iseeing is believing'"

(76), and argues that, "Impressionism carried the seeds of its
',?

disintegration within its own theories as ma~lYpainters within the
_;;'

movement came to see thet the depiction on canvas WEtS more than

the simple recording of pure 'innocent' visual sensations." (77)

Cezanne's 'distortions' of so-called reality are seen in

DonneU-Kotrozo's terms, to have been incorrectly interpreted by

scholars as deviations from the representation of reality, IIBecause

the naturalist's and impressionist's represented the standard of

photographic accuracy in painting at this time, it came to be

believed that the Postimpressionists could offer only a 'distorted'

representation of reality by comparison." (78)
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Both DonneU-Kotrozo and Shiff in their studie. of the period, and

their Fe-evaluation of traditional paradigms for interpretation of the

period, generate new possibilities and contexts for the

interpretation of C6z.nn.' s artistic enterprise.

In this chapter it has been suggested that the literature reflects the
" '-'

shifting c~cems of C'zann. scholarship and iri"'ttlis w.y informs

the understandfflg of his images. In addition, it has been argued
u

If
Ie'
(iJ

that since the scholar cannot bypass the literature in interpreting

the meaning of C6zanne's srt, the literature should be viewed as an

integral and enriching part of any 'original' me.ning suggested by

C'zann.' s art. Having analysed the nte~ature, it ia nece •• ary to
explore Cizanne's visual language in the stUl-lifes. Chapter three

attempts to reassess the possibi!iti.s of visual analysis for

Cezanne's still-lifes, without denying them their written heritaqe as

manifest in the literature.
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III: An Analysis of Cezanne's Still-Lites

The historical context for the emergence of 8 formalist appiroacnto
':::

Cezanne's work has been examined, as well as the subsequent .

permutations of this orientation. While the questioning of the

validity of a formalist approach t9 (C6zanne by recent art historical
1(1.

scholars has generatell new areas of research and contributed to

defining the problems inherent in this approach, the result has also

led to a significant neglect of the importance of visual analysis in

the interpretation of his work. Richard Shiff, for example, while

shedding much light on the study of Cezanne in his attention to the
i/ "~_'.,

aesthetic theories 01 the nineteenth and early twentieth c.~nturies,

pertinent in the evaluation of Cezanne's work, fails to provide 8

meaningful model for a reading of Cezanne's images. What is

therefore challenging to contemporary Cezan?~ scholars is an ,
,')

exploration of the potentidl of a revised formalism in which the

activity of visual analysis contributes stgnif,ic~ntly to the

interpretation of Cezanne's still-lifes.

While the approach adopted in this chapter is intormed bv the idea

that it is necessary to access Cezanne's visual language as

manifest in the physical being of the imaqes themselves, it is

equally acknowledged that an examination of factors beyond the

'frame' are not only relevant to the works' meaning, but cannot be

avoided. Furthermore, any reading of Cezanne's still-lifes must

consider the meaningful distinction between the explanetlon of·the

work's visual language and lts interpretation, although clearly there
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_f ""~ISa degree of overlap between the two. The focus of this analysis

is on the latter, namely, interpretation. While visual analysis is

never a neutral activity, and dlways depends upon an ideolQgicaUy

engaged and seeing eye"Jt is nonetheless, a meaningful tool with

which to read and d~)code the visual language of 8 work of art, and

remains centrat to the art historian's task.

As has been previously indioated, the formalist enter,...ris6 facilitated

a close reading of the image, alth{))ugh in its exclusive focus on the
Ii

image as the index to t.,e wo~::dt~~aning, it did so at the expense
,,'

of a fully contextual ~pproach to the image, both historic~lIy and in

relation to the complex creative precess. (1) If the formalist

approach to the image denies a subtly layered approach to the work

of art's complexity, then indeed the model of formalism is rendered

reductive. However, here the formal approach to Cezanne's images

presents itself as an enriching approach that embraces the notion

of a multiplicity of meanings inevitably generated and coexisting in

(the interpretation of) the work of art. In the exploration of ~elected

still-lites it is argued that the activity of visual analysis facmtates an

interpretation of Cezanne's still-lifes that accords these works their

appropriate richness.

An overview of the Cezanne literature has shown that scholars

have at different times privileged either the forma' or iconographic

aspects of Cezanne's work. While tti~se traditional models for

interpretation tend to differentiate between ferm (StyI6'lJI:mdsubject

matter (iconography}, in this chapter: the analysis of C'zanne's

still-lites will explore the complex interdependency of both stylistic



and iconographic elements in the work of art. It will be argued that

II
93

these two aspects are interdependent and that both contribut" in
\\

equal measure, to the meaning of a 'w~~~p~f art. (2) \
\\\\
\\
"\\

The frequently overlooked importance of the role of technique if'\\
~"

Cezanne's representation and codification of visuat language, by \\

formalist critics, will be redressed; both what is rl'})r.sented and \;~\
\\
\\\

\\

how things are represented win be seen 8$ .integral to the painting's

meaning. Thus analyses embrace both ths formal language of the

work ~f art and the traditional iconography of the work, both of

which are determinants of me~ning. The term sri,'e is seen to

connote a more inclusive idea of the artistic process. The challenge

of Cezanne's art lies, perhaps more than any other artist, in the

particular way in which style is $ff~~tive 8S 8 generator of meaning

in his paintings.

" . u
Any understanding of CA~nne' s artistic practice must 'i~ke

cognizance of the historical c~;nte~_\within which hfs art emerged.
1\

Cezanne, whlle he explored the pptential of the most traditional of

genres namely, sti! life, clearly allied himself wah the avant-garde

movements of the nineteenth and early twentieth centuries. (3)

Cezanne's conception of stvte m~y be seen to reflect th~ Modernist

notion, that, the application of paint to 8 two dimensional surface

signifies itself as well as any illusionistic reference. (4) While the

illusion of an object, such as an apple, in Cezanne's still-lifes is

created by the application of paint to a surface, it's mea~ing is also

importantly linked to the manner of this application. Cezannc'q

endless explorations of visual language and the innovative solution~ _

i__)
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he sought to the age old problems of representation, reinforce his

alliance with the avant-garde of his day. Since C6zanne's visuatl

!angflage is an important part of the meaning of his works,. visual

8na~sis also affords the scholar an important historically

contextuaUsed understanding of C6z$f"rr.e·senterprise.

The dichotomy betwf'ien form and contenf); evident in the

raterature in relation to the analyse, of different genres in Cezanne's

§Ltum./f While scholars in th~ir treatment of the various gentes

privilege form more often in reJatien to the genre of still-life, they

privilege content more ..often in relation to the·bather~~. for examp~e.

Therefore, although the focus of this dissertation is Ot~ the

interpretation of the still-lifes, this analysis is necessarily

contextuallsed in relation to his oeUVre as a whole. In order to

redress the status guo of the traditional methodological antinomy

of form and content in the 'old# art histOf"/, it is important to, refer

to works other than the stiU-lif~s-;inot only to indicets how soholars
:.

have tended to treat the various genres in CeZ8nne~s .Ql.Um in very

different ways, but ~.J';Q,to assess how scholars have conceived of
(f

the relation between! Cezanne's diff"rent chronologiaai periods.

While the early work has been most rec~"tlv reasses$~, the

relationship between the earlier. and later periods, remains

problematic. Cezanne's explorations of style in the early (~/ork.s

need to be examined !H relation to his later work in otd~r to

critically examine the mrran;ng of style in Cezonne's oeuyr~ as a

wl'ioie.

The formalist approach to Cezanne's work has otten tended to

n



deny the stUl-lifes 8 richly dramatip- :G-"~Jmotionalelement i9 f~usj;'lg

on the rigidly formal components of the works. These arguments

are often ~ljnked to the scholar's interest i~n C6zanne ()as an
-J l)

essentially classical painter, influ&nced by qua':~ies of control and

rhetoric. In this Une of research, scholars have sugge~ted that

Cezanne painted all hi':: ,;~nres, in an 'unemotional' £ay and have

commented on the seemingly detached quality not only of his
:-

stm-lifes but of his bathers, portraits an~ fendscS})es (5) I an
:i_j .----~:_ ;

in~et·pretation which Is reductfve and must ~\', ',;tioned, In thifj
"\r"'"-- >'1, .... ~.

type of research scholars (for example, erie loran), have tended to
() c- /) c:~\

project an aesthetic intention, onto their analyft'es of Cizanl1t.'s

work. Cezanne's attitude to the classical and romantic ideals of the

( )

f_)

purpose of art wm be discussed further on in relation to C\\zanne's

concept 9f the role of 'sensation' in his art.

It is noteworthy that the literature distinguishes betw\ter, two tY~s
of meaning; nA:\llely, works that generata an ico~ogr8PhiC,\18rf'ati\/G

\)_ + II \\ ·i-f}

and works that generate a formal narrative. In this distint?tion the

artificial separation between 'form' and 'content' is reil1fOrced.

These two types of meaning are seen to operata in rel,~tion to

specific genres. For example, the iconogrtsphic narrative structuring

of meaning is seen:~g!op~rate in ge~es other than landsc~:<:"Ieand
\,"~_,_(:.r;) -v

still-fife, whilst the genres of landscape and stm-life are usue.Uv
interpreted in purely formal terms, thus denying these images any

, ..-'(

iconographic significance. As a result, the dichotomy between form
i/

and content is pe.petaated and hence reinforced. In this

dissertation, the notion of a s\(ylistic narrative will ~- prNarded in,\;
r' ./

the analysis of selected still-lifes, in order fLr/ redre~s the
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abovementioned imbalance. A consideration of the wt.l's: in W~1.ich

Cezanne's still-fifes of seemingly neutral subjects communicate a

stylistic narrative that is both rich in itt:l. pictorial language and
..~

profound in its iconographic meaning <-\viit !IOf) forwarded. It is

significant that Cezanne chose to include many still-life elements

and previously executed still-life paintings, in his other 9,mres. and

it is therefore important tv explore the inclusion of still-liffll elements

in Cezanne's figure paintings. (6) -,J:lisexammanon faoilitates an

understanding of the ways in which these still-life 'quotations'

create an important level of meaning in the works, ••8 well as
~::::::-:--==-':.---~:'--::~"

providing parameters within which to interpret the still-life genre 9S'

a totality.

In Cezanne's painting entitled TWQ Card-players (1~,90-2:FiG.3}. It

device is used that recurs in other figure paintings as well .s within

the stlll-life genre. (7) On a superficial level the work depicts a

simple cene of two men engaged in a game of cards. On closer
')

analysis the work seems to evoke a game of more profound

consequence, namely, the game of life. C6zanne's sirnultanecus

depiction of extreme simplicity in the two men at phty, and

profound seriousness is suggested by 8 sophisticated Manipulation

of the formal elements of the work. These elements are not distinct

from the subjects and objects used 1.0 create the rmage, and therein

lies their sophistication. The still-life articles g~lne,.ate a subtle

tension, not immediately apparent. The wine bottle placed on the

background of the table dr=ws the spectators' attentlcn to the

proximity of the two protagonist's hands. r~js activates the spatial

relationship of the two player's hands and their deals (concealed

'/
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from each other} and creates a charged space which 80t$ as a

dramatization of space within the work. As if to reinforce this,

Ce2..Jnnepunctuates thls tension in the 'still-life' under the table;

namely, the playe, s knees. What is under the table, and usuaUy

hidden and often devious, becomes central to the paintings

emotionally charged reality. The fact that the knees almost touch

and the fact that they are framed by the legs of the chairs forces

the spectators attenticn on an otherwise incidental element of the

work. Thus tt-e 'drama' is enhanced by the manifestation of formal

elements, whether in the figures themselves, or in the seemingly

mnocuou-r still-lite elements.

Another example of Cezanne's use of stlll-llfe objects in fig ure

paintings to dramatize the protagonist of the painting may be seen

in Woman witf:l aCoffQe-Pot (1890~4?: Fig.2). In this work still-life

elements may be seen to function as external metaphors for

internal emotional states. The ".,eated' woman is framed on her left

by a table, a cup and saucer, $ teaspoon and a coffee-pot. This

essentially genre scene is silenced in the effects used to shift this

scene onto the stage of dramatic tragedy. The spoon (s still-life

object) may be seen to be a metaphor for the sitter's psychological

state of mind and character,

The sitter's psychological state of mind in :Woman. with a

c.Qff_~e"PQt (1890-4: Fig.2), is reinforced by the inanimate objects

that are placed on the table next to her. As if to be sure that the

spectator would not overlook the sigr:ificBnce of these object,$ and

~hejr important function as clues to the sitter's state of mind,
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Cezanne tilted the small table toward the spectator. The vertical

sKis of the seated woman is repeated in both ..the tilted spoon and

the coffee-pot., Through this device of repetition, what could

otherv'Jis'S be read as merely 8 denotative descriptive detail is

transformed into a connotative end symbolic element. (8)

In addition to stressing the two dimensionality of the pain1~d

surface and thereby nattaning the sitter's dress, the vertical axis of

the sitter's dress forces the spectator to read the woman's position

as uncomfortable, evan pairlful. The quality of the Hne of this

vertical axis seems 10 sugge~.~"a penetration 9:D~jrardness which

further comments on the: sitter's state of mind~<::)le constructed

tension between the two and the three dimensional elements O~l=
~~;~:-:;-~ /,

work, and the spatial ambiguity in the work, thus c01Jtd~ie to the
_..::::'c=~'~

overall impression of the sitter's state o~;mina. " Ii)
._ .. ~'-~'.'

Scale relationships usually used to indicate the proximity of things

to one another are denied the spectator. Cezanne's manipulati0fol of

the scale of the table in relation to the sitter creates an

uncomfortable ambience for both sitter and spectator. In addition,

the spatial relationship between the upright spoon and the tea cup

is evident. The spectator asks, by what force is the spoon held

rigidly vertical? In the ambiguous space of this painting it almost

appears as if the spoon is leaning against the rectangular pattern of

the door.

The use of an oblect, seemingly incidental to the work', m9aning,

to suggest a visual metaphor for the protagonist is ovid9nt in II

J.I
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drawing entitled Eago of studies (piece of Cloth and Woman's.

Hs;;:d) (1876-9: Fig.4)' Cezanne's search for an equivalence in style

for the narrative implied in an object is suggested in this drawing.

The juxtaposition of the woman's head and the piece of cloth seem

to explore the poetic and metaphorical potential of visual signs.

In ~lIier FulHe!lQ1h (1900·6: Fig.5) a different tone is

communicated in the humorous and playful way in which the

sitter's shoes visually evoke the surrounding leaves. The green

shoe-leaves come to suggest something of the personality of the

sitter.

As suggested above, in many of Cezanne's figure paintings, still-life

elements extend the narrative content of the works. In different

ways these stiJI"life 'quotations' comment on aspects of the

paintings. In .La Deieuoru sur l'beebe (c.1870-71: Fig.S) the

seemingly randomly placed objects of hat. dog. water bottle e-tt:.
contribute to the compositional unity of the scene. in addition, the

still-life elements in the work act as 8 compositional focus for any

metaphorical meaning suggested in the work. (9)

In ~1Qral (Idyll) (c. 1E70: Fig.7) unconventional means to.unlfv the

different planes of the painting are encountered. The blSck,ground

plane is mad& up of 8 waterscape Qnd 8 skvscape, An almost

mirror-like reflection between sky and water, that is only subtly

differel'ltiated by the horizon line, creates a continuity between

these two elements. This interplay is further reinforced by the tree

to the left of the boat silhouetted against the sky, wnpse shadow,
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reflected in the water, creates an illusion of almost touching the

bank of the landscape. As if to punctuate this proximity, 8 bottle

and 8 glass are "Strategically placed; the bottle in its shape and

colouring mirroring that of the tree and its reflection. Commenting

on pastoral UdyUllx.1870: Fig.7), Gowing suggests that,
\"\.
\, \
'\\

The peak of Cezanne's Romantic imagining shows the

dreamer, recognizable again as the palnter himself, to have

journeyed (in a boat stiii unde:'r ssil in the windless Irlight) to

an abode of love, which if it .i$ not t~e Yenusbuig, is
, \.."- ' \\

populated li)kewis9 by the na~ ~I.~Jpar$~,Hfi(:J~~ior.sof passion.
He lies down among tl-Jem to. indulge hi:-i reverie: round the

lake the phallic symbols flourisl"'I. (10)II
;)

Corrtpositionally the figure of the 'dreamer' is articulated in 8 similar

fashion to the tree/shadow. Like the tre~lt the figure/dreamer is

strongly silhouetted against the skYh.v~fer. The figure reclines on
,,-\

the lushly carpeted bank and serves \~s fl transition from the
, \

middleground to the foreground of the painting. (11)

The figure/dreamer operate'Shere as the 'artist; as spectator and

the artist's. directed and intense gaze serves to link the

middleground to the couple in the foreground. An equivalence

between his spectatorshlp and that of the viewer is suggested. It

is noteworthy that in reading this image the- spectator begins to

construct the narrative from the bottle and the shadow/tree to the

woman's gaze (opposite Cezanne) to the figure of the dreamer .and

finellvto the a~ist's gaze and the for~ground of the painting. (12)
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Significantly, the still-life elements included in these figure paintings

tend to operate less on a symbolic level in the traditional sense,

than as formal devices that facilitate the spectator' 8 access to the

image and its meaning. While they comment on the emotional

reality of the image and thus convey a connotative level of

m~aning, they do not operate within an estabU,hed Western mode

of symbol t;,ignification.

In Portrait of Louis Augyste C6.,:anOfI,Father Of tbl Artis!. raading

l'Evonement (1866:,.Fig.9), C6zanne employed a stilt-life .lement in
'\

a slightly different m~~nner,that is, by quoting his own work by the

inclusion of Still lifO: Sugar Pot. Pears and Blue Cup (c. 1886:

Fig.10}, Y{hich hattgs just behind, and slightly above, the head of

his father. In another work, C6zanne included the stUl-life V.,sell...
Fruit aoo CQYer {The PAgpormint BotllS}) (1890-4: Fig. 11) in Plaster

Cupid and tho •Anatomy· (l895: Fig. 12). In both these works

C6zanne's inclusion of his other work, extends the narrative

content of the work.

Gowing comments thus on Still lif,; Sugar em. POM. and Blue Cyp
"

(e.1866: Fig.1 0):
\,

This is the stiiHife which appears like a manifesto of the new

style already framed and hanging on the wall in the

background of C6zanne's portrait of his fath.r reading

L'Evenement, It i~ demonstrated that the force of handling

involved a freedom, indeed violence, of colour modulation

'/more extreme than C6zanne~or anyone else heel conceived
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hitherto. (13)

Gowing suggests in the above quotation that the inclusion of the

still-life extends the narrative content of the work by referring to

the stylistic experiments with which Cezanne was involved at the

time. These stylistic experiments will be discussed in relation to

work of this early period further on.

Ihe Walk, (1871: Fig.13), (whose source is " ..•an illustrated

fashion magazine published in May 1871 ... " (14)), depicts two

women at a moment of observation; something has attracted their

attention and they are shown. engagi.'\g with this distraction.

However, whatever has halted their stroll, is excluded from the

painting and is therefore not a point of focus. It remains 8

mysterious presence (by its very absence from the pa~ntirJQ)in the

work and an unknown factor for the spectator. The women's

gestures and body language indicate their responses. In addItion,

the umbreUasthey hold equally define their response and suggested

awareness of something 'beyond the picture frame'. This i£ian

instance in which a still-fife element (the umbrella) is used to

convey an extended emotional connotative meaning bevood the

denotative function of a parasol. (15)

In one of Cezanne's earUest works The four SeasQD~,(1860-62:

Fig.14) painted for the salon above the ceuntrv mansion of the Jas

de Bouffan, still-life elements occur in a more traditional context,

and symbolize metonymically the traits of the subject of the four

seasons. Interestingly, this more traditional use of still-life as
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symbgl ~curs in a more traditional structuring of narrative
\0>'

sequencing, namely, the polyptych.

In Cazanne's AfternQon in Naples (with a negro servantl (c.

1866-77: Fig.15) a pictorial dialogue th8t"~pmments on the- -,
narrative of the protagonists is set up betwe~'\t two still-life

vignet;t~$. The first still-life is ushered in on a tra~~y the Negro
\\ "-

servant who 'enters' from the left, from behind a c'~rtain. "he

nature of the second still- life is more ambiguous. It may be read

either as a 'real' shelf. directly opposite and above the lovers, on

which objects including an um and glasses are placed, or

alternatively, it may be read illusionistically as e picture in a green

frame hanging on the wall. The diagonal from foreground to

background repeats the ushering serva&, s right arm across the

surface in both the reclining lovers' right arms, thus acting as a

unifying agent. The significant entrance of the servant is, so to

speak, punctuated by the real 'stili-life' on 6 tray. Although

speculative, one may interpret this coming together of still Ufe

elements as establishing (ironically within the illusionistic image

itself), a dichotomy between 'Reality' and 'Fiction'. Th~$tension is
if

plaved out in the opposition articulated in the painting between

verticality I enunciated in the verticality of the servant and

horizontality, evident in the horizontal poses of th., recHning lovers.

The mirror serves to confuse the spectator, ssYthe reffection io

relationship to the angle at which it is placed, mirrors only the

drapery and not the servant, as it should.

In comparing Cezanne's preparatory study of Ihe Orgy Qr ThO
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BangUal (c.1867: Fig.16), for !be Feast (The Qrgy) (c.1870:

Fig.17), it is interesting to note how the urn is, framed in !he

foreground centre of the image. In so doing, possible insight into

the artistic process is gained and one senses, albeit speculatively,

the artist's focus in pausing to contemplate on this still-life element,

and its potential significance. In !bAa-~~a(painting, The feast (Tbe
_ 1

Orgy) (c.1870: Fig.17), the urn Wnrdts darkly cavernous insid.,

turned provocatively toward the spectator, sets the tone of 'erotic

excess in the work. Here a still·life element is suggestive in its

voluptuousness and rounded form as well as the abovementioned

qualities 9f the central concern of the painting. (16)

(',I '!hile it has been important to examine the place of still-life

elements in relation to Cezanne's geuyro as a whole, it is essential

to analyze, the genre of stilHife as a totality. An examin~tion of the

still-life genre as a totality a·i}ordS the posing of questions such as:

the possible reasons why Cezanne painted so many still,4ifes;

explanations as to why in his oeUY[C (in general) he, tended t£>

repeat so many of his themes: questions as to the psychological

reasons for Cezanne's obsesston with certain subjects. In

addressing these questions issues such as the nature of artistic

personality need to be addressed. "

Despite. the fact that Cezanne's work has generated a large body

of literature, little of this literature has explored thp genre of

still-life, either in relation to Cezanne's oeuvre, or morl~ generally,
Ii

in the history of art as a whole. Most Cezanne scholar!. deal with

the still-lifes either thematically or historically; rarely as a genre
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which has a spec{" ic historical tradition to which it adheres or from

which it departs. Scholars have not addressed the specific ways in

which the genre of still-life structures meaning. In the research of

scholars such as Meyer Schapiro and Maurice Merleau-Ponty, who

both examine the paintings of Cezanne executed in this genre, the

focus is more IJn the iconographical aspects of the work than on

the specific structures that facilitate meaning in the genre of

stitl-llfe., althQ!tJgh both Schapiro and Marleau-Ponty examine
,

Cezanne's style to some extent. While in the general art historical

literature studies on the role of genre have been conducted, little

has been written on the genre of still-life, in comparison to other

genres such as history painting, landscape painting or portraiture.

The art historian has traditionally tended to ignore t~e concrete

structures, such as genre, that govern and datermin., the

parameters for generating meaning in the visual' arts.

Charles Sterling's study, .stULlife painting: From AntiQuity to the

Twentieth Century, provides a useful historical overview on the

subject of still-life painting. H6wever, Sterling does not examine in

datail the structuring principles of the genre",snd focuses mare on

the lconoqraphtcal elements that appear in the genre at different

points in history.

Norman Bryson's recently published study, Looking at tbe

OverloQked; FQurEfi.§sys on Still Ufe fainting, examines the genre

of still-life and brings to this erea of neglected research a number

of valuable and new possibilities for inter,pretation and

understanding. Commenting on the lack of research in this area,
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Bryson remarks that,

Although the -- -Ol~till=~i!" as obvious a piece of our

baste cultural ffumiture as hist9ry painting or landscape - or

Westerns or thrillers - its inevitability and indispensability

have not helped it generate much corresponding light (or

heat) in critical discussion. It has always been the least
\/

theofised of the genres, and when the academies that

laurit;i~~ the first theoretical accounts of painting came to
~

mention ..Jt at all, they did so disparagingly: still Ufe was
//

a'Wai.!fS at the bottom of the hierarchy, unworthy of the kind

of SU\:)6fiorattention reserved for history painting or the grlod
_,ta. (1 7) d/

Thoui:~h the twentieth century has seen a tremendous _
I

prolifri~ration of exhibitions of still life, and of catalogues and
. t

moncigraphs dealing with matters of chronology I provenance
\

and connoisseurship, interpreta:tiQD.of still life has generaliy
\
I

Jangu~,shedon aUsides. (18)

\ ,
He argues fu\;:ther that,

...discussion of still life remains oppressed and inhibited; it

was virtually strangled at birth in the academies that

relegated still life to the, lowest level of art, and it is still

marginalised in todav's professional art history. (19)
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He suggest~· that in an analysis of the coherence of the genre of

still-life the scholar ShOl/'d consider this cohe_l"~n\~ a8 produced
\ _I .z-> --- " J

•••(8) by the institution of criticism .. from the seventeenth

century to the present day, and (b) by the painters

themselves, working within pre-established material series,

but (c) as produced by the actual objects with which still life

deals, and the leVet 01 material culture to which those objects

belong. (20)

An analysis of the early criticism of Cezanne's work, 8S wel[/as his

place in relation to the historical tradition of stiU-;1fe, is valuable, in

Bryson's terms, in the consideration of the coherency of Cezanne's

still-lites.

The place of Cezanr.e:'s still-lifes in his oeuvre is significant and

Meyer Schapiro has correctly asserted that,

\ ' .
...what is most distinctive and accomplished in Courbet,

Mafiet, Renoir and Monet will not be learned, through their

still-lifes: but if we lacked Cezanne's, something essential

would be missing;',8 range f,.\f· qualities, of COIOltrS and forms

bound to a unique conception of things near at hand. ~) 1)
1/

Although the particular coherency of the genre of still-life is' an

important consideration ii'J·the analysis of meaning in Cezanne's
\ tt

stilt-llfes, it is at ~,{ne$inlportant and relevant to refer to works

other than still-lifs;,,'. This offers the ilscholar useful means of
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comparison that signif4cantly contribute to the clar~~,catjon of.
C6zanne~ls artistic proje(,:t in r31otion to the £3'1,re of stilMife. By

contrasting the so-call~, j~onographic n,a(fsiive works with the
\ \ I,' ""

so-called formal nerrative, _JkS a great deal can ~'le'.~arned about
the role of style in C;;6zanI18's stitf-lifes. 0

In Roger Fry's stuC'Jyentitled C6zaone: A Study ~ bjs DI~elopmflrtt,

the author makes a signi1r'cant point about the issue of ,narrative in
e

-jCezanne's work. He remarks, in discussion of C':::8nnj.'s\8tm-life~\\
~.~--'\

that they are, It ••• dramas without dramatic incident~:>jti~2) It is
n I'

essential to anal-,.-zewhat Fry intended by the term 'incid~,nt'. An
incident suggests a moment in a narrative.

A dramatic narretive momentln a work of art ~en dependti upon
/1

recOgnition by the spectator of a text (other t~n the work i+..seif)

to which the wcrk reTer, ,-fry argues that Cuanne;. work
\ \

'. ",_"",j

articulates drams, and that this drama is created without recourse

to the work's subject, theme or even symbolic use and choice of
J~. •

(,

objects. He states elsewhere that, " •.•f~:r Cezanne •.•8 skull was

merely a complicated verlatlon upon 8 sphere", (23) $ugge'ting

further that the potentially rich symbolic meaning of the skull, was

of little interest to C6~dnne. It will be argued below that Cezay,ne's

still-lifes do communicate drama and furthermore that th;s drama

depends upon the way in which C6zanne manipulat,a style. in this

Analysis style will be seen 85 the 'dramatic incidentf of which Fry
spoa~~.)

The notion of a drama of style ~sforwarded to chall«tnge the ide.6
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thAtC 'is distInct U!l>m content, and to suggest that this notion

is :Jp30fe of bridging this gap, in' ,ppIiC8tior. to the analysis of

spe~itic works of C6zanne~~C6zanne's visual language wnl be

explored as a notational system that emplq'ls a pictoriaily dramatic

visu$llangusge. It will be 8t~ued that C6z8J~e's drama lof style is

intimately linked to the meaning of his works.

In Cezanne's early work the d~ama of style is e'lldent although

differently articulated to wO.rks from his later periods. In \.~e early
\j

work this drama is more '~terally depicted in an overtly narrativ9

sense. The stylistic articulation of drama is more traditionally

created and C61.anne's usa of diagonals suggest a tension and
~.

dynamic movement in these works. In addition, the colour tonalities

are evocative of specific moods related to the narrative content in

these works. These traditional devices may be seen in works sueh

as I~~ (0.1867: Fig.18), Ibt...M.un:W !c.1867-8: Fig.19) and

.l...LQlJouner sur Irharbe (c.1870-71: Fig.5). In early works such $S

The Negro $cjpjc;m{c.18.(j7: Fig.20). rhOEeaM ghll QJV~.'.... (Ie.1870:
Fig.17), Portre:t of Louis Augu~te cezanne. Fatbo\:"{lf~Att~J1,.

~ ,
ru.~iDg I'EYonemont (1866: Fig.9) and Portrait. of ttl, Plint~~

Achille troporajre (c.1868-70: Fig.21) a drama of stJ~ 1$ evideflt

in Cezanne's exploration of th'~expressive p(\t~ntial of the forma!

elements Of the work. (24)
\'~ f P

Cezanne rejected chiaroscuro as an aCa~thicflartifice that $8Elfiled
<,_ 1/

unlike the colourlstlc effects in nature, and depiqled (in later
·~~-.,.~i (r

wor~-:s\ a~co!rding to Merleau-Ponti, objects.

o

'\
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... as they appear to tnstantaneous perception, w~thout fixed

contours, bound together by light and air. ... The cotour-of

objects could not be represented simply by putting on the

canvas their local tone, that is, the colour they take on

isolated from thelr surround1r.gs; one also had to pay

attention to phenomena of contrast which modify local

colours 5n nature. f25)

The sonorous colour range used in Old WQfl]81l will",-.11 Bosa~

(1900·4~ Fig.22) is similar t& that of Plato c.f.£o.#.it, Sugar-Bowl and

.s:traw-Cased Jaron I COY.I( (1895-1900: F~l·23)and S.tilIl"Lifewi;th
Aggie and PE!dcbQstc, 1905: Fig.24)' Colour functtons as a dramatic

devics in Cezanne's OeU'l(l. (26) The dramatic u.~e of colour

evident in Old Woman wi.th a Rosary (1900-4: Fig.22), is clearly

linked to the subject depicted. When the subject depicted does not

immediately suggest a dramatic element, ae in Elate gf Fruit..
r -;:'/

SuQJ.r-BQwl.lOd Straw-Cased Jar on a y,&Ym aaas- 1900: Fig.23L

can the scholar begin to ascribe particular psychological feelings (as
attributes of inanimate objects) evoked by the sombre CC.\~OU;

tonalities? Given Cezanne's exploration of the dramatic potential

of theformal elements of art. and his rajection of the ready-made

solutions of perspective alia cbjarQscu(Q, (27) it is possible to

speculate that colour, like space, in Cezanners work, is potentially

metaphorical i~ its' evocation of emotion and f.,sychologloal

nuances.

In fortrs)! of LQUisAuguste C6~a'nnol father Of lhQ Artist. [llejiWl

lliQnem~n1 (1866: Fig 9), the paint applied to the legs of the
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seated father figure is in a thick imLllltQ thus investing a painterly

tactility 10 the lags. and particular;y tho knees. This painterlineas

obfuscates the actual bend in the knees and thus give the

impression that they could not hold the weight of the father, wtl;ire

he to stand up. The numerous verticals and 'diago".'s· used in the
\i ;' \

work create an uncomfortable space within which f.1e figure '$its~')

despite th~:fQct that an armchair is usually 8 comfortable ~JlC8 to

sit and ref~x. It is noteworthy that the sitter in fortrajt of :tbI
painter. Achille Emperaire (c.1868- 70: Fig.21 ), despite the fact that

he was known to be a cripple, appears to be more comfortable in

nis surroundings.

As suggasted earlier, the stiil·life on the wall in &ttolt of ..gull
~. Eather of the Adtltt. reading l'Evomm..w.D1 (1866:
Fig.9), extends the narrative content of the werk. The stUl-ii'ht may

If, '

be interpreted as a comment on the actual painting process. In this

work, space is invested with an emotional content. Tile space

between the still.;1ife painting, ~.~1!chair and the father's head is

difficult to determine. ThASSsps'Cesseem to be 'unnaturally' close

together, thus drawing th.c,sspectator's focus t,ow8¢tn~ area of Ii

{
the work. In this way the space becomes charged and an
equivalence is set up between the squashed 'real' space and a

claustrophobic emotional metaphorical space. The formal visual

language in the work is thus invested with 8 metaphorical and

psychologica! meaning. ,

At first glance the face of the father seems to be expressionless,

thus se~mingly confirming what scholars have forwarded about the
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relationship between the genre of portr~)~ and that of still-life,
\\ "

namely that both these genres lack expressionj3itiowever, on closer
//--;,c-'

visual analysis one reads an image that if/potent because of the

apparent control of emotion ..1 force. This perceived control operates

as a veil or surface in the work. This tenslon is also to be seen in

many of his works that deal with the problem of the issue of

representation while at the same time articulate the solutions of

representation itself. This presentation of the tensions of visual

language cannot be divorced from the emotional content of the

works. It is argued that in Cezanne's manipulation of representation

he creates a tension between representation as solution/resolution
,~j

and representation as problematio and thus, establishes an irony
, '

and contradiction withln the work which is central to the work'sI .._

meaning.

Cezanne uses paint and deploys it in a wavthat is inextricably t~ed

up with the subject represented. Painting is not seen as a neutnd

means to present a subject's emotional qualities. Rather, it Is used

to contain the very qualities being explored in the subject. e6zanne'

explores the subtle and complex. relationship betwesn the Obj6ct

perceived, and represented, and the perceiving subject in the

diverse way'S that his work is constructed. The tension crested

witrln the visual language of the work not only contributes to the

works emotional content but is the works emotional content. The

clear dlstlnct'on between the perceiving/subject emd the obIllet

perceived is thus highlighted in Cezanne's work. The protaqo::-·'Jt in

PQ[jrait 9f LQujs-Augu$te Cezan~athJU.oj the ArtiGL.l.U.d.iog

tEYenemfID.t (1866: Fig.S), is at once both the sitter and the
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psinting process itself. The ccf!ct that both these paradigms are
'<::,"'--;~\

simultaneously operative is part of the focu~. in the work, namely,

<t>rocessand time. This temporal dimension in the work allows the

spectator, like the artist, to create the work in vision. Here the

spectator's experience of looking is akin to the artisf! S experience
((

of creating, and may extend to the uncertainty of Jhe process of

k" Qma 109. /
,/

In a!r~ter work entitled The Murder (c.1867-8: Ffg.19) the dramatic

narrative is enunciated through the interaction of three figures. The

strange figu,re of the woman bending over the victim accelerates

and intensifies the dramatic moment. She becomes, through her

actions, an accomplice in the murd6:'~'i (28) Compare the femele

accomplice in Iho Murder (9.1867-8: Fig.1 9) to the two bathing

women on left hand side in Tho BIPA (c,1867: Fig.18). In the

latter, the left hand middle ground is occupied by two famale

bathing women. Given the drama of rape inflicted by the male

protagonist on the female protagonist and the accompanying

violence of the scene it is important to question why C6zanne

would have included these two bathers. Mary lewis Tompkin~ has

... now recognized that the girdle in the hands ot one of the

victim's companions establishes her as Persephone abducted

by Pluto to the nether kingdom. (29)

The suggestion that colour invokes a dramatic sense in his work is

an intere~ting area for furthe~f ~~~mination. The inclusion of the'!
~.

bathers r~mait,O($~m·~mbigIJOU~ festofe in the work. It may be
,»-" .
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suggested, that through this ambiguous feature, the batners,
1\

challenge the spectator's traditional expectetlons of this genre.

WhHe traditionally, scenes of bathers evoke an idyllic pastoral

. ambience filled with calm and peace, Cezanne's bather series is

invested with an underlying tension that may be interpreted as a

sexual tension and aggression .. if not rape. (30)

In the g~nre of still-life, this linking of moments, central to the

construction of 8 narrative, is also evident. In Still life: Brood ond

LOgof Lamb (c.1866: Fig.32), the traditional compositional device

of the Baroque diagonal agitates the otherwise still surface of the

canvas. In addition, the way in which the leg of lamb is positioned,

as well as the highly manrpulated surface of the meat, serve to

inculcate in the spectator a sense of ,rama. In Fry's terms, this
.:/

drama is created" •..without dramatic incident". (31) However, it

is suggested that while the drama does not neces~a"Hy depend
(~ I

upon recognizable 'symbolic structures (as in the other figure

paintings mentioned previously), it does depend on a dramatic

incident that is situated in the stylisti(\ randltlon of the work.
',r/i

In the great religious narrative paintings of the 15th century, for

example, Roger van der Weyden's ~ (c.1440-146'O),
Ii

objects such as skulls, flowers and fruit were often included to aid
\

the moral import of these paintings ,by virtue of the svmbollc

currency that the objects had at the time. For example, Adam's

relevance to the Crucifixion, through the doctrine of the

Redemption, is suggested in the sk.ull at the foot of the cross. The

skull is frequently sprinkled with the blood that drips from the
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saviours body, and svmbollcallv refers to the washing away of

Adam's sins. (32)

This symbolic l:.horthand was an important device employed in the

traditional genre of stilHife. This shorthand, created 8 language of

veiled symbolism, for a symbolic (and often dramatic) narrative with

specific moral implications for the spectator. The use of encoded

symbols associated with specific ~jectsf was current during the

17th and 18th century. At this time, Dutch ancl.Flemish painters'

explored the genre of still-life and the objects therein, which

contained a hidden allegory. This hidden allegory suggested l>v the
cbjeets reflected either the transience of the things of the world

and the inevitability of death (the yaoitas theme) or, bv extenslon,

were reflections on the Christian Passion and Resurrection. (33)

Meaning was thus conveyed by th \15eof objects, mostly familiar

and everyday, in both traditionai narrative painting and stut-lifes,

which wer 9 invested with a symbolic content which was accessible

to contemporary spectators.

While Cezanne explored the symbolic potential of the tradttional

genre of still-life, he did not ~hvays confine his communication of

a symbolic language to traditional objects invested with symbolic

meaning, but rather, explored the formal language of painting as a

means of achieving to, symbolic level of meaning in his psintings.

Cezanne's symbolic structuring of meaning embedded in his

pictorlel language facilitated a dramatization ot style which

contributed to a specifically narrative purpose within his work. The

term 'svmbol' is used in the generic sense to imp}y the way in
'I
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which all art is encoded as symbolic language, and further,

suggesting art's metaphorical and figurative capacttv.,

On occasion C6zanne's earty still-Ufes partake ln the traditional use

of symbolic motifs, fpr exampte, in SlJi!l Ufe: Skull and Candlestick

(c.1866: Fig.33) and Stiil Life; Skull and Wate[jYQ (c.1868-70:

Fig.34). In The Black Clock (0.1870: Fig.3S) the vanjtas theme is

suggested in the emptiness of earthly possessions that are

represented and although this work does not depict the traditional

skull associated with the yanit8§ theme, the inclusion of 8 candle

snd a clock (which are related symbols), may allude to the passinp
of time. Rather thar: constructing the meaning of this work by the

use of an established symbolic language, Cezanne explores in ~

Brack Clock (c.1870: Fig.3S) the potential of the pictorial language

to generate meaning. The narratives communicated in Cezanne's

stlll-llfes are thus suggested in the dramatic use of style in his

work. By implication, the spectator, in 'reading' these visual signs

partakes in the 'moral' of the narrative. A more detailed analysis of

Cezanne's use of the skull will be eoriducted further on, in relation

to the way in which Cezanne's style (both in his early works and in
-'

his so-called mature works), is central to. the meaning of his art.

(34) ,\

in the following analyses the notion of a drama of style 8S it

pertains to Cezanne's still-lifes win be explored. It vyill be,suggested

that this notion, in its application to the forma! analysis of specific
I

stlll-nfes, contributes significant!y to an understanding c::t:ezanne's

artistic process and ultimately to the meaning of his stlll-llfes.
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In Still life: Sugar Pot. PeS[$ o[ULPlue Cup (c.1866: Fig.10)

Cezanne applies paint thickly in e;(' ;'~;'j}G~itidQmanner) to the surface

of the work. This evokes a tac{>:" rf;~ponse in the spectator in

addition to 8 pure' r visual response. This approach to the canvas

IS apparent in many of the artist's ~arty work includinQ Slill Ufe:
SkyU,',.',j)d Candlest;ck (c. 1866: Fig.3S) and Still life: Bread lod Leg

Qf Lamb (c.1866: Fig.32). (35)

In these works CAzanne's use of the paletta-knife to apply paint to

the canvas evokes an emotional force in the actual handling of the

paint by the artist. It may be suggested that the spectator, in

recognizing this trace of emotional force generated by the artist and

It in the tactility of the painted surface, is sensitized and thus

IIh;oUt. aware of Cezanne's artistic presence in the work. The

equivalence between the emotional state of the artist in the process

of painting and that of the spectator in viewing the work will be

explored throughout this section.

In .s:tillJife: Skull and Candlestiok (c.l ~(36: Fig.33) the traditionally

available svrnboliam of the objects is extended in the exploration of

the dramatization of style in the formal elements in the work. While

traditionally the spectator of the ~.!:tJ.§ theme, suggested in this

work, would ascribe a sequence of narrative meanings to the work

by decoding the svmbolic languaga suggested by the objects, the

modern spectator could look for this symbolic form in the formal

lan:;,uage of the work. The styli~tic narrative of the work is

"~{)nveyedthrough the format,lmeans explored in the representation

of ol"li,cts depicted, The manipulation of tJ:le pictorial language
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serve to communicate a connotative and symbolic level of meaning

in the work. In this way the spectetor's reading of the work's

meaning depends on her recognition of both the object depicted

and the means employed to depict this object. Since th. artist's

psychological and emotional state of mind are not aVRilable to the

spectator, it is not PQA~ibleto reconstruct what Cezanne may have
:./

experienced or felt in oreating this image from the painting.

However, it is interesting to speculate whether the spectator's

response to Cezanne's pictorial language is akin to that of the

artist's.

One of the striking features of s.tiJJ.::.LUe; Skyll and Candlellick

(0.1866: Fig.33) is the ~trangely ambiguous spatial construction of

the work. The background of the work serves at once to silhouette

the skull and candlestick and to define the flatness on which the

cmageis painted. The horizontal edge of the table slopes toward the

spectator and cJearly show the objects displayed. ··fhe object.

almost. seem to fall into the spectator' s space,~ In this way the

illusion of the painted depiction with the space or the artist and that

of the spectator is linked. To the bottom right of the foreground 8

precariously placed book fU~her stresses this spatial ambiguity. To

the left of this book is a thick horizontal plane of heavily applied

white paint in which the articulated brush m8r~11 clearly visible:
Ji '

the brush mark records the artistic process. The flattening

background device and the for(qround brush mark are thus unified

as flat planes within the image.

Gowing notes that in Still life: Bf-dd And Leg of Lamb (c.1866:



119

Fig.32) it

..• was Cezanne's purpose, .•• tv unmask the essential

brutality and coarseness of painting as if with a murderous

weapon or drawing as if with a writhing lash. (36)

Gowing suggests here, that even in these early works, C6zanne

was exploring the way in which the formal elements of a work

contribute to any illustrative meaning that the \lVork may suggest.

In addition, he suggests that Cezanne's focus was directed toward

the examination of the peinting process itself, as meaning in the

work of art. As mentioned earlier, Fry suggested that, If ••• for

Cezanne ...a skull was merely a complicated variation upon a

sphere." (37) It is suggested on the contrary, that Cezanne's

numerous works depicting skulls (in various media), pointed to an

interest in the traditional symbolism associated with the skull, but

that he sought pictorial means to develop the traditional symbolism

inherent in the skull. (38) In addition, Cezanne explored the drama

inherent in other still-life objects that were by definition everyday

objects and hence from the outset denied this encoded and existing

symbolic level of meaning. In employing the pictorial language to

construct a symbolic level of meaning for these tlveryday and

familiar objects Cezanne affirmed the transformational capacity of

style.

While the analysis of works that used the skull indicated C6zanne's

concern for finding an equivalent stylistic device for this charged

and evocative symbol, it will be shown through refttrences to other
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still-lifes in which such symbols do not feature, how C6z~'-i.e

explored this overriding lnterest.. in his manipulation of the stylistic

component in the still-lifes.

Ihe Plack Clgck (c.1870: Fig.35), as stated previously, although it

does not include a skull as part of its subject matter, does partake

in the traditionally symbolic language associated with the skull

works, and suggests the ~Dnitas theme in the emptiness of the

earthly possessions through the candle and clock that are

represented. in this work the potential narrative drama of any

symbolism associated with the objects depicted, is communicated

largely by formal means.

Interestingly, Gowing has stated that,
.'

The fact that there was apparently no Single,detail in it th~t

admitted a responsibility to petty de&d~iptiveness had

everything to do with this enormous distinction (39)

thus suggesting that Cezanne's focus II commun!t:;ating the
'.~

"ponderous emotional content of the work was on the fon~. and

stylistic elements in the work. Gf,wing also remarks that the bf1aht

pink mouth of the shell • ..•has a quality of inti~acy whic('l agree$

with the directness of the style.· (40)

~re deeply cleavaqed folds of the drapery in the foreground, that

operate as the shadows cast by the folds, take on a metaphoric
\1

resonance in the work that extends the pur.,ly descriptive .nature of
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these folds. If e;,:~\ reads the spatial relationship of the. fJ"'~?Sfrom

( ) ". ". ,~\ t ' I.; ,;. ->

left 10 right it becomes apparent that as the folds progre~<iltow8rd
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the right they gradually relinquish their' descriptive function in the

work. The folGlI\iOthti far left is the most literal of the three folds;

it adheres to ,~:UY)!surface of the table over whic I J I it is placed thus

describing the table edge and it offers the spectator a modeled

sense of the quality of cloth by the artist' 5 traditional use of

,hjaroscurQ. The second fold in the centre seems to be situated

closer to the picture plane. Cezanne places a short, left-sweeping
I,
i'\

brushstroke at the top of the shadow of the fold which draws the
\::~.

spectator's eye to the spatial shift. The placement of the cup and

saucer hovers between these two shifting surfaces - it is the cast
', .'

shadow of these objects, ironically an insubstanti&: element, that

links the two surfaces. The right hGnd fold i& placed almost parallel

to t~~epicture surface and almost looks like primed canvas. As if to

fink this least descriptive foid to the most descriptive one, Cezanne,
j »;

in an almost baroque extravagance, folds the for'irier back on itself.

This detail is once again rendered in more naturalistic terms.

If one reads the folds in reverse, from right to left" one sees ho~~

the painting process itself is the creation {)f an illusion. From the

least descriptive fold on the right to the most naturalistic fold on
the left. In this way, the spectator is included in the process of

creation and thus incorporates his experience of the unfokiing

process of painting in the spectator's experience of reading the

image.

In Glas~, Cup and Apples (1873-7: Fig.41) C6z,nne presents the
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spectator with an image of a surface on which six apples, a cup

and a glass are placed. The background of 'the image suggests a

wall paper design seen in many of Cezanne's works. (41) Whai.

appears at first glance. to be a rather literal depiction of tt~eryday

objects is transformed by careful visual analysis to an i'nsge of
}. I

energized J)roportion.

As Meyer Schapiro has suggested,

/'\\ '" .' i i, /'" ".

TtllJ frt,k._"!.~., while no longer in nature, is not.vet fully a part
""

of human life. Suspended between nature and use, it exists

'I~S if for contemplation alone. What appears most ordered in

the still-life picture issuea from the painter's visible

brush-strokes and alludes hardly at all to the purposes that

give neatness .and charm to the table in ordinary life. He
;'.1

endows these strokes with s.subtle cohesion and a harmony
) .

. i) .. \

of colours thet transfigure the whole as a work of art While

intensifying in the objects the appearance of the exlstent and

the familiar. (42)

Ie

Schapiro, not unlike Gowing, recognizes in Cezan0C3'stY'0r~\ the
\_, / .\

cetltrality of stylistic and formal languages that convey the meariit~

of Cezanne>s art, not irrespective of their subjects, but rather, as
\

cornmenterles on them.The image seems to be as',tmmetrically

divided into two halves. The left hand side is made up of the glass

and three apples and the -right hand side of the cup and the

remaining three apples. A tension between these two halv~1$is

created. The apples on the left hand side in contrast to those on
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the r{~ht hand side seern.to move away, from the glasa unlike 1 \~
on the right hand side which appear to grtJvitat'J to'Nar(1 th1, cup.,

almost adhering to its side. j'J,e transparency of tho gI85s;"" "_!~o in

contrast to the opacity of the cup which gives these tw~ ol~&ets
two very distinctive characters. As such, it is almost as t~Jthe
objects themselves geneNte an en<lrgy which affects the ~ 8ft~-=c\\

" which the apples are placed. The violet shadow on the left i f the
J ,

image, and ini between two apples, is artlcutsted as a tel red
!i '

brushmark ttl~s investing it with Q" quality of Iobjectne1 t not

dissimilar Ito t~at of the apples themselves. This violet Sh8dq~ 'tlftO

denies the spat;al recession that is otherwise suggested: ~ the
I t I I'i -:

pvramidc..~';arrangem~nt of the ~hree apples. C6zanne r'f~SsrIy

invests his images vllith a three dimensional quality whil~L at thi:f

same time asserting {he twcdimensional quality ~f.his can~~. the .,.
violet ~hadow is an example of t~}s dti¥ic!>. hi anot~ef wOlfe. .
entitled ,Jar, Cof1u£.Qt aod Fruit (StiU-Lifit;ln..J3Iack snC:~

(1870-2: f~.44)t the central piece of cloth that falls over t)l~edg.e
" , I

of the table flattens the otherwise differentiated ptanes\ of ,the

foreground and midd~eground.

\\
A s;inilar spatial l"'!I&nij3ulation is evident ~n~p'es Ind .e' tLaf'"
.6isl~ (1879-82: Fig.43). Here the spatial ambiguity ja~, s the

.\

spe~\~tor to question P'?t only the relation of the spatial p~~nes in ',)
" ,';, ' I r-

the wor~i, but 8.1$0 the nature of the objects depicted. It PS nc cl,~ar

whether\~~~rif~cts sit on a shelf or A !<isf of sorts. This am~~~

is caused by the \f~ct that the spectator is able to read th~\\~
below the objects as either part of th",wall or as the front Pli,tll8 of

the kist and he'j~ceon a different plane to the back wall. Th~18helf
'I"I

I'I "
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hangs against ~ d~CO\~~ed'wc~Uon which are placed a number of
,\ \'"

apples and 8 plate of bfscuits. The shelf bracket (or kist handle) is
11 1\

silhouetted by the pajn~~ area that surrounds it thus?focus;"lg the
'\

spectator's attention ori~t.The spatial ambiguity is evident in the
.~

way that C62::9nneQffirm~ simultaneously both recession an~

flatness in the work. The ~~ct that the decorative pattern of thtt

wall·peper ~scarried thrc;uQh from the background to the foreground
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and the fact that the shelf tilts toward the spectator both

contribute toward the flattening of the recessive picture planes,
I"

i,'

This questioning or playing with the nature of what Is real in the

image and what is not is evident in ~es., Elate, Ink-WeH lod Fruit

lEUye Vasl} (1883-7: Fig.45). The stems of the 'real' flowers"

depicted in the vase lyrically dance upon the background surfac& of

.~ha pale blue wall. In this way they not only suggest to the

'\tpactator the question of what is real and what is not, but create

a sp,atial ambiguity in the relationship between the space occupied

by tbe towers in the vase and the flowers that decorate the

background wall. This spatial ambiguity is contlnaed in other details

of the painting including the interrelationship between the many

right-angles shown in tt'l~ work and the nature and relationship

between the surface on which the objects are placed and the

surface on which they stand.

As noted previously, Cezanne included the stilH!fe YJuels. Fruit
BD~~Ettr (Tb§ Peggmnint SQUla) (189t)·4: Fig.11 ) in PI:;lter Cymg
and the "AnatQmy" (1895: Fig.12). In the bottom left hand corner

of Plastor Cupid aoti_the ;,Anat~ (1895: Fig. 12) the. blue
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drapery of Vees,ls, Fruit and Coyer (The peppermiol Bottle}
(1890-4: Fig.11) flows into the still-life in the foreground, thus

creating an ambiguous relationship between the 'realities' of the

two stili-life!>. The large onion, placed at the base of the Cupid

extends, and even seems to be organically growing, into the

still· fife depicted in Y~sselsr FruiUod Cover (The Peppermint BQtt,~~.

(1890-4: Fig.11), further articulating the polemic of what is 'real'

in the work.

Since the role of the spectator is central to th~ notion of a drama

of StylB in Cezanne's stlll-llfas, this role warrants further

examination. Meyer Schapiro has suggested that, the II ••• still-Ufo,

as much as Iandecap-sand sometimes more, calls out s response to

an implied human presence." (43) As f(.)rward~~,above, tt'a\& ~rama

of Cezanne's still-lifes i~ pert:~ps linked to Schapiro's idea of, Ian
J ".., t I \

implied human presence' , suggested in the stylistic narrative of the
, ,,\\

work. The fact that Cezanne, lrnpllee a spectator d~~~:i"'~:ethee\ ',',
. ,

absence of a human presence in the work, Cf estes a te.nsid~,that
contributes to the dramatic impact of the stm-lifee.

In the visual analysis of Cezanne's still-lifes, insight into the central

issue of the complex role of the spectator in Cezanne's work is

gained. The image in the Western context of representation does

not exist without the intervention of the spectator i whether the

spectator is the artist or another person. in the context of this

dissertation the spoetator is understood to be both the artist and
the spectator in the tradaJonal art historical sense of this persons.

In this chapter reference will at times be made to th-. specific
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construct Iartist as spectator' in ord~(to explors the processes of
image making more fully: (44!, ,

/i

,

In exploring the meaning of Ct',_;a;:me'sstill-lifes, it is important to

consider Cezanne as the spectator of his own work. Rather than

seeing the artist as creatln0 the art work with precise prior

knov.:ledge of the end product, the concept of the artist as

spectator of his own work facilitates an understanding of hdw the

processes of imag~ ,making (as both a world motivated by private

and intimate concerns ~nd public and shared realities) inform the

end product. The artist as spectator allows the scholar to see the
creative process as the first interpretation, irl II layering of

interpretations.
"\

One of the traditional ways of representing a,~jstic process was to

depict the artist enQ8ged in front of an eas~<, 'this traditional way
II
if

of representlnq'artiatlc process is evident irlC'zann8~1 Self-Pgrtrm

with 8 Palettt (1855-7: Fig.46), s drawing of Ii Paimor Holding I
ealett~ (1868-71: Fig.47) and in The Pajnter (1868-71: Fig.48).

Ceza J depicted hirneelf only once in 8painting With the attendant
objects associated with his craft, namely in the abovementioned

:'1

Self-Portrait with 8 falette (1885-7: Fig.46). In this work he

included the traditional attributes of a painter, namely, .. palette, a

back view of a canvas 12nd a brush, thereby, suggesting the (\(

painting process by referepce to objects used in the creative act.

This traditional representation of the painting process was not, ,

however I examined in any great depth by Cezanne; he chose rather

to explore other means of representing this process.
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Significantly, Cezanne spoke about the spectator's f)JqMrience of

looking, in relation tCJ the arti~t's experience of creating and making

art. In a letter written to Emile Bernard (dated 21 September 1906),

he said,

You must forgive me for continually coming back to the same
,')

thing; but I believ" in the logical development of everything

we see and feel through the study 01 nature and tum my

attention to the technical questions later; for technical
\'

questions ere for the most part only the means of making the

public feel what we feel ourselves, and of making ourselves

understood. The great masters whom WtJ admire Can have

done. nothing else. (45)

Merleau~Pcnty, commenting on this aspect of C6zanne's process,

suggests that,

It is not eno~gh for a painter like C6zanne, ... to create and

express an idea: Jhey must also awaken the experiences

which will make their idea take root in the consciousness of

others. A successful work has the strange power to teach its

own lesson. (46)

It is noteworthy that in many of Cezanne's images he depicts

himself in the role of the spectator. It will be suggested that this

device of relPresenting himself in the image is developed by

Cezanne to enable him to affirm the' process of art mak.ing as

intrinsic to the work.'s meaning.
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In the preparation for the Funera'. or Tbe Autopsy (0.1a6S: Fig.49),

A Modern Qlympia (Tbe Paihal (0.1869·70: Fig.50), A Modem
\',

Qlympia (1872-3: Fig.S1), La Dejeuner syr I'bowe (c;~18~P-71:

Fig.6} and Pastoral (Idyll) (c.1870: Fig.7) Cezanne may be.seen to

have painted hi~self into the image in the role of the spectator.

M.L. Krumrine, in her discussion of fIeparation for the Eunerll.!-.Q.[

The AlJlQPsy (c.186a: Fig.49),

.••points out the curious parallel between the bald and

bearded figure in this picture and the painter, named Laurent,

but evidently modeled on C~zanne, who murders the late

husband ofTherese Rsquin in k~~,'snovel of that name, then

haunts the morgue in search of his victirt~~\ COrpSEs. (47)
Ii
','.,

In this work the pose. of the fi9ure of 'Cezanne' is similar to a figure
I>

in The Murder (c.1867-8: Fig..19). In the former, the figure of., /i
'Cezanne' is crouched over the corpse in intense concentration

dictated by the demands of the job at hand; In the latter the bent

over figure of the woman is an accomplice in the job at hand

namely, murder. And in the two versions of A MQdefO QI'Lmpja

iThe Ps§bal (c.1869-70: Fig.50) and A MQCJQfOOI'Lmpia (1872 ..3:

Fig.51) the bottom right hand comer is occupied by a figure of a

man who has been identified by Gowing as Cszanne. (48)

To the left of this figure in both works is a tab~\aladen with objects
~ \.

such as fruit and wine. l'his still-life in the painting, while

iconographically appropriate, also operates 8S a form,\t device. It

creates continuity between the different planes of the picture. In
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both works the spectator is I~ into the picture from the right of the

work, the place occupied by C'~anne 88 spectator, ar.ld then ~tlto
)

the left middleground by the eye' 8 attention on the sumpt~ous

still-life, and lastly to the figure of the reclining nude which is the

rBison d' etre of the work. AS"if to balance t~1\; I; ~ubte"{tof the work,

namely .spectatorshlp, Cizafme placed the .';gure of the
,

servant/Negro in the p1Jckground. This SGNGS to ba!ance and frame

the reclining figure compositionally as well as the workts meaning.

While in the abovementioned works, Cezanne's inclusion of himself

introduces the idea of the artlst as spectator, another devfce is

often used to 'represent' him~elf 8S spectator in the image. This

a~i(;e is evident iQ the painting process itself, and is therefore less

easily apparent to the spectator. It '11m be suggested that this

device, in affirming the process of art making, articulates the

artlstlc presence in the actual physicality of the pai~t8d surface.

This device embodies the idea of the artist~s; presence as

represantationally absent in the traditional sense but pr~,.nt in the
ii\\

metaphorical sense of the artist's hand engaged in the act of

painting.

The foregroundinQ of the process of painting is central to the

work's meaning, in that it indicates the painter's presence in the

work. This overt presence may be interpreted 8S the artist's

spectatorshlp O;ll the work in that it focuses so, forcibly on the

process. The so-called 'unfinished' qilality and painterliness of

Cezanne's markmaking in many of the earty works, the tension

between two and three dimensi(mality and the tentativeness of
i\
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certain marks, all contribute to the physicail1nd aetual embodiment

of 8rt as a process and signify C6zanne's pf,8sence as constructor

and spectat~r in the work of srt. Att.n~ion to th~se numerous
II

devices will bo drawn throughout the fOIiOring visual analyses of

Cezanne's image making and visuaI18ngu8~e.

YtI~tle an understanding of the importance of process in the -:

interpretation of Cezanne's still-lifes is important, it is •••• "ti.1 to

contextuellse the centrality of this espect of his work within a

broader conception of the aim and purpose of his artistic enterprise.

~I In the following section, the ways in which the notion ·of It drama
. "u/
of style as weIJ as the role of the spectator, contribute to thE'

,~',,'-'

fulfilment of these aims will be examined.

While Cezanne affirmed the aspect of process in his work, which

fulfilled the 'demands of art', his aim was also to fulfil the

'demands of nature' within the practice of Image meking, (49)

Cezanne's insistence on creating both an 'illusiont of realiti while

simultaneously affirming the means by which this 'Ulusion' is

created, namely, the painting process itself, is intimately linked to

has artistic programme 8S 8 wholeand his method of painting. This

dual goal of fulfilling both the 'demands of art' I and those of
//

nature, meant that both ti?r4 two and three dimensional aspects of
),

the work needed to be/Afirmed in the process of image making. For:/
Cezanne, images are both the site for 8 resolution of visual

problems and the site for a problernatfzed stetement of visulll

18nguage. (50)
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The tension between these two goals has led numerous scholers to

remark on a particular quality of tension in Cezanne's work. While

many of Cezanne'j interpreters hav_, pointed to this aspect of

tension.in Cezanne's work they have done so in different ways.

Plcasse A\~ated that, " .•.What forces our interest is C6zanne's

anxiety ·'that's. Cezanne's lesson; .... If; (51) Merleau ..Ponty asked,

"Why so much uncertainty, so much labour, so many failures, and

suddenly, the greatest success?" (52) Elsewhere in the same essay

Merleau-Panty proposes that

Ii one looks at tb, work of other painters sfter se~\ng
(,_._r·

Cezanneis paintings, one feels somehow relaxed, just as

conversatlons resumed after 8 6~riOd of mourning mask the

absolute change and give back to the survivors their lJolidity.

(53)

The quality of tension and anxiety referred, to above is evident in an

analysis of the notion of distortion in Cezanne's oewre. ,The notion

of distortion is central to an understanding of Cezanne's formal

ianguage of painting in which the painted reality and that reality

thereby represented, are simultaneously affirmed.

"

ErIe Loran argued in his study of Cezanne that the distortions in

G~zanne's work were intended for compositional purposes. This

premise may be seen to be in direct conflict with Cezanne's stated

intention. In order to interpret the role of distortion in Cezanne's

still-lifes it is therefore esse']tit:ll to understand C6z~nne' s idea of
t )
r
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'truth' in painting, often expressed in his letters through his conCem
for the 'realization of sensC1ic~'l$'. (54) In interpreting thl' eencem

fcr 'iyuth~,the scholar needs tJ ask what kind of truth C~8nne 1I'Ias

suggesting. \
\~
\, -

Cezanne stated in a letter to his son (dated 8 September 1906),

Finally I must tell you tl',,:\t as a painter I am becoming more

clear-sighted before nature, but that with me the realization

of my sensetions ls always painful. I cannot attain the

intensity that is unfblded before my senses. (55)

I,

The term 'sensation' (56) used in this letter seems to refer to both

the perception" of somt:thing external as weI! "5 to the intcmal

emotion generated by the external stimulus and hence, both seeing

, and feeling is implied. Cezanne's aim in painting would therefore

appear to be, not a photographic representation of nature IlIr se,
(f

but a more complex and difficult talk ~f rep~r'feenting In painting the
dynamic interchar,ge between the subject •nd the object. In the

realization of his sensations, Cezanne fa arded that both the
. J

'demands ':.yf art' and the 'demands of nature' should be fu!filled in

the painting. Given the difficulty of this task, it is riot surprising that

scholars have remarked on the quality of tension. anxiety and doubt
_I \

in Cezanne's work. II I ', \

Merleau-Ponty has suggested that,

It is clear from his conversations with Emile Bernard that
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')
C.~Z9nnoii--was always seeking to avoid the ready-made

alteMatives suggested to him: sensation versus judgment;
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the painter who sees against the painter who thinks; nature

versus composition; primitivism as opposed to tradition. 'We

havs to develop an optics,' said Cezanne, 'by which I mean

8 'gical vision - that is, one with no element of the absurd. t

IAre you speaking of our nature l' asked Bernard. ~6zanne: 'It

has to do with both.' 'But aren't nature and art different?' .!

want to make them the same. Art is a personal dpperception,

~'hich I ernbdd} in sensations and which) I ask / the
understanding to organize into a painting.', (51)

Merleau-Ponty has noted the importance of opposites and dualities

in relation to Cezanne, and suggests further that,
I(

l\
\ Cezanne did not thin~ he had to choose between feeling and

\thought, between order and chaos. He did not want to

separate the stable things which we see and the shifting "'!ay
in which they appesr: he wanted to depict matter as it takes

"
on form, the birth of order through spontaneous organ,zation.

(58) (?

As stated above, Cezanne's purpose in art is twofold: firstly, to

paint nature convincingly and secondly, to fulfil the demands of art.

In this way Cezanr.e's canvases cannot be seen as simplistic

imitations of 'reality'. While 8 rsgorous process is followed in his

attempts to represent his sensations in front of nature, the

resolution of this project is ironically to represent the process of
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rscording itself, end thereby BeceN·· the natura of OOt'1, tha~->'· c. ,.
\ -': !

reaiititt3 and their ensuing differences. Paradoxlcellv, in thus

resolving his project, Cezanne affirmed the substance and reality of

both. In examining C6~anne's goals it 'becomes clear that process

is both the means ar.d the end of his art. (59)
()

In relinquishing the expected notion o~'what an image looks like,

C~zanne, according to Merteau-Ponty, • ..•speaks as the first man

spoke and paints as if no one had ever painted before him. It (60)

Cezanne discarded the conventional modes of;, seeing and of
\\

representing generalized perception. In a prolong~1.<viewing of

objects so called aberrant perception occurs. It may be argued that

it was this Cezanne sought to fInd the means to represent, Tl1e

following analysis of specific images explores the way in which this

quality is articulated as a recurring and central ,aspect of the

meaning of Cazer' \~'S work and his artistic programme.

In Vesselii'8asket and fryit (ThOKitchen Tobie) (1888-90: fig.52)

an image of both monumentality and instability is created. This is
,')

created in part by the lack of a logical centre of gravity in the work.

As a result the 'falling' objects affect our response, and 8 conflict

between what we perceive and what we know lt1enerates an

anxiety in the spectator. Clearly. the basket to the right of the table

exists both on the table as 'real' and off the table 3S 'painted

realitv'. The fact that the sJ,~ctator is viewing a man-made painting

seems to be temporarily suspended in a witty play on differing

realities. By distorting the scale of objects in relation til the table on
which objects are placed, the precariousness of these objects and
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their ensuing statusff' 'reality' reinforces the spectator'. doubt end
1/

subsequent anxiety.

In PfaslaLCwjd and the •Anatomy· (1895: Fig.12) Cezanne

extends this play on reality by the inclusion of art objects, namely
i ))

a painting of a lost sc~i~ture ettribute,d to Michelangelo and a

plaster statuette of Puget, which exist alongsida objects from

nature. (61) What is depicted as painted in this work 8S opposed to

what is painted by Cezanne increase3~<the insecurity in the
c

spectator regarding the stability, not only of the actual objects

(which seem to be falling into our space) but of reality as a whole.

The tension created between -these 18,,"elsof reality is further

articulated in the tension between the two and three d~~,ensional

realities of the image. The heavily moulded plaster cast is given 8

realism of volume through the uSC'z~';chiaroscuro. In contrast, and
\. ) ','

as if to negate this volumetric. sense Jn the wOrk, the table on

which the objects are placed tilts, thus reinforcing the two
,~ \;

dimensionality of the work. This Simultaneity createc 8 feeling of

insecurity in both the spectator and the 'objects' that occupy this

space, another Instance of the dramatization of style.

Merleau-Panty, in his interpretation of Cezanne's artistic project,

suggests that,

By remainir.g faithful to the phenomenon in his in-

vestigations of perspective, Cezanne discovered what recent

psychologists have come to formulate: the lived perspective,
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that which we actually perceive, is not a geometric or

photographic one. (62)

In Marleau-Ponty's terms, Cezanne's use of distortion, evident in

many of his works, facilitated a representation of) 'Uved

perspective'. In traditional terms, the rule of perjpective is based

on the assu",'9t.!9f1 that the eye views an obj,rt at a fixed eye level I
,

and that this viewing is static. The notion of 'Jived perspective', as

manifest Jli .C,ezanne's exploration of distortion, c.hallenges this
" '; ',',I

traditionS},. \ , ,)if..
,r'.' ':_"...-t.S

In yessels. Basket ood fry;t (The Kitchen Tobiel (1888-90: Fig.52). r

a sense of insufficient space is allocated to object~, This creates a
" ,,'I "

tension between the represented objects and those objects as they
,'\

exist in the 'real' spac~) of both the artist end the specta'tor.

The 'truth' of art is essentially a two dimensional r8ality (a notion

axplored by the critic Greenberg and seen by him as an ~.•• en'ti81
~ 1 ,

part> ~r Modernism) and that of nature is essentially a three

dimensional"reality. Cezanne's concern was to be 'true' to both the

represented reality (nature) and to the created reality (..rt). In

Cezanne's works, both the two and three dimensional ..laments are

affirmed, and thus a tension is set up between the two whlch

constitutes the truth to both art and nature, without the privileging

of either.

In Basket with Apples, Bonle. Biscuits and fruit (1890-4: Fig.54)

the basket on the left hand side of the image is tilte~forw8rd. 8
\:\
\
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device oft'!n' used by Cezanne. Objects in the work that would
i

InormaUy' not be visible are thus seen. In this \vork the fact that

the actual block used to tilt the basket forward toward the

spectator can be so cleariy seen is noteworthy. While the inmge

presents the spectator with a view of re~ity that is 'real' ~ the

spectator; IS ironically made aware of the artificial means used to

represent t~'I;S 'natural' perception, by the obvious block placed

under the t;:,.sket.

~, :)

"This tilting device is also evident in etaa of Cherries and2eaches,

Vase and CI~;i) (1883-7: Fig.55) in which the plate ef cherries is

tilted toward the spectator prob~ply by the c;arflficial mesns of
1,/

wedges. In setting~,up and essentiaHy composing hiat still-fifes

Cez.&nne '.0. ,;i~n used this means to Jtianipulate the painted
(,

viei;ypoints and hence, reality. C~zanne employs ~imUar devices in
\,

Man with FQlded Arms (The Clockmaker) (1895-1900: Fig.56) in
. C"i i

the creation of multiple viewpoints and the tilting of axis which

affects the spectator emotionally in viewing the imagG. In p.J.t:rm
witb Apples and Cyp (Big Apples) (1890-4: Fig.57) and fruit-Sowl.
~Ioth( Glass and ApplOS (1879-82: Fig.58), squaring of ellipses and

broken contours in the rendition of objects (ares and EiUipses), are

evident as other devices of 'distortion' used b,y Cezqnne.

The implication of a greater sollditv of form to objects not usuaJly

as" ·-}~;iated with solidity is evident in The Black Clock (c.1870:

Fig.35). ~es§els( Fruit and Cloth in front of ti Chut (1883-7:

Fig.59) and Gurtain. Fruit-Bowl, Carafe and Plate with rruit

(1895-1900: fig.60), where the drapery is treated 8S sculpted
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mass. It is interesting to compare two still-lifes in which the same

central object is used to diff~afent ends: plaster Cugid and the

ItAnatomy" (1895: Fig.12) and Plaster Cupid (1895: Fig.Sl)' In

plaster Cupid (1895: Fig.S)!) a squatter figure of the Cupid is

manipulated in this h(Jrizor:rtal composition while in plaster Cupid
1Wd thQ IIAnatomy" (1895: Fig.12) the Cupid is suitably elongated

given the vertical composition. As prl.~\~i9uslymentioned in the
! !

discussion of this work, \ la tension is set up between the

represented reality and reality as it exists in our space.

Other 'distortions' encountered include the frequent use of

asymmetry of form, the dlslocetton of horizontal and recessional

d~agon81Iin_i~" the tilting of verticals more often to the left than to

the right, the warping of the 1,lfertical/central axle of form (not

I'
1\

symmetncall, iIIogic$1 changes lin the scale of objects, and the
\\

inversion qf perspective. In the lnterpretatlon of these devices, the
\~ ,

scholar articulates the affects oi~the spt.'tiaJ manipulations in the
'\ \~~~

pS'inting on the spectator.

:Somi. scholars are concerned wi~h the explanation of Cezanne's

'distortions' within terms of perceptual experience. This explanatlcn

is in keeping with Cezanne's Intention, as reflected in his letters to

'realize his sensations'. However.nre primary 1 -cus In this analysis

is on the interpretation (as opposed to the explanation) of

CS2:anne's 'distortions'. Although these 'distortions' are

perceptuanv based, it may be suggested that they operate in other

wavs, which are unmlatakeablv apparent in;' for example, ';the

anal ySis of the compositional differences in L~$tlr Cupid IDd th§
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"Anatom\!" (1895: Fig.12) and filster Cupid (1895: Fig.e1). In

these two works it is clear that. the proportions of the scale of ti"'e
~/

object& ~re adjusted to the corresponding proportions of the

canvas. It is thus suggested that at least in this instance,

'distortion' as a devictl is ,Iso used for both compositional and

aesthetic reascns.

In interpreting Cezanne'~ distortions {as opposed ..0 explaining

theml it is important to at~k.nowledge that the sp8ctator\~,n reading

the distortions is thereby f.~ffected by them. It may be speculatively

sugget;ted that the experit~n(;e of the spectator in analysjng these
(: \' i .I '

'distortions' is parallel, to \\some extent to that of C6zenne~"The

~hxifJ1Y generated by thei effects of these 'distortions' In the
: ~

spectator may be similar ,to that recounted by C6zanne in his

letters. . :,'1

I' ~~
"'-:~,=:~~

MerleauwPonty has noted !that for Cezanne painting wa. an~"'~

extremely complex and diffi(~ult task and r"marked that he needtKI .\.

one hundred working sesslons for 8 still-'if~jVe hundred sittings

for a portrait. (63) In a letter ,to Emile Bernartf (dated 21 September

1906, one month before his death) Cezanne wrote,

I an. in such a state of mental disturbance, I fear at moments

that my frail reason m~y give way. .•. now it •• ems to ml.~~\
that ~ see better and that I think more correctly about the

direction of my studies. Will I ever attain the end for which

I have striven so much and so long? I am always studying
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after nature, and it seems to me I am making slow progress.
,: ..

(64)

In another letter to Emile Bermud (dated 12 May 1SJ4) Cezanne

stated: "I progress very slow~'/~ for nature revaals herself to me in

very complex ways; and the progress needed ls endless. It (65)

For R.W. Murphy, Cezanne's approach to the i;c.anvas can be

described

... as 'l perpetual upsetting and restoring of balances.
Cezanne began by sketching in pencil the dark. outer contours
- areas of shadow - of the principal forms. With the first light
pencil stroke he was in effect upsetting the balance of th,·
empty canvas, and he had to restore it with another stroke
'/8 diagonal en one direction counterbalancing a diagonal in
another perhaps, or a vertical counterbalancing III horizontal.
An examination of a work abandoned at this early stage
reveals that the rhythmical relationship of the principal

\\. _j~';!

masses has been established before ol:)i~cts have assumed a
recognizable form. At the time that he made these first
sketchy indications of contour, Cezanne began by putting
next to them unconnected dabs of colour - 8 red where an
apple would be, a green, complementing the red, next to a
contour that would become a vase. (66)

Cezanne's process and methods used in structuring images is

evident in the so-called 'incomplete' works, and interestingly. in the

medium of watercolour. (67) ;0 BiY~rat the Bridgo Qf tho Ibrll
Spring') (1906~7: Fig.62) the transparent quality of:t.~\emedium of

. II

watercolour reveals the process of building up the image. Both the
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pencil lines Ill!);? the eolour application contribute to the gradual
',l >

advancement of the work. (58) The repeated use of colours in

Cezanne's work, as for example, in Siver at the Bridge of the Tbre.l

Spri~gs (1906.;7: Fig.52), appears to be for both aesthetic purposes

as well as for sny reasons of perceptual accuracy.

In many of Cezanne's stm-lifes there exists a strange COf1'l,~licity

between objects. This may be seen in BocePllclls. Fruit and

Biscuits 00 Sideboard (1873-7: Fig.53), for example. This quality

of complicity, even secrecy, has been interpreted by some scholars

as a mysterious and at times even divine aspect of Cezanne's work.

While ~urt Badt in his ans~ysis of this aspect of Cezanne's work.

interprets this quality in relation to sp3cificflily biographical ~8i1s
~~:::::::::-.

of Cezanne's "fe (for exartl". his conversion, which it> articulated

in his letters), Schapiro, on tlhe other hand, discusses this in relation

to the idea of epiphany and contemplation. Both these aspects can

be related to the rote of the spectetcr and the f'otlon of a drama of ,
(i

style. Schapiro notes a quality of poetic silence and an enigmatic

and meditative qU8Z<.:f'};lnCez~~Orks. it is important to stre:~s
"'< \

that this almost spiritual dimension to Cezanne's work does not

take the spectatot into a metaphysical realm, but serves to
(I

reinforce the profundity of vision, which is possibly 8 ~engio~s

experience for the artist.

Merleau·Ponty has also noted 1;;'.IS quality in Cezanna's work and

suggests that,

Cezanne's difficulties Sf' those of the first word. He
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considered himself powerless because he was not

omnipotent, because he was nnt God end he <:,-_,nted
nevertheless to portray the world, to change it completely

/

into a spectacle, to make visible how the world toucb~, . l'" .t

(69')

Schapiro has noted in discussing Giac;ometti's paintings ot apples

that, Giacometti

..•regarded the choice of the still-life object as an essential

value and not-as a 'pretext' of form. In certain of his later

paintings the apple has an air of a personal manifesto ()f\'

demonstration • perhaps inspired by his understanding of
.,

Cezanne's concern - as if he wished to assert dramatically, \~.

against the current indifference t6 the meanh1g of the still-fife '\

object, his own pr~found interest in the apple's solitary
c'

presenla:n\is a type of being. (70)

The crltlcal methodqfogy of Russian Formalism, that emerged as

early as 1914 and wss to playa significant role in the development

of Parisian strueturallsm during the 1960s, forwarded a term that

is useful to apply to the nature of Cezanne's ViF jal project. (71)

Shklovsky, one of the theorist of Russian Formalism, suggested the

term 'defamUiarization' which he arguedr 'could bring the difference

between poetic and practical language into focus.

'Defamiliarization' or 'making strange' enabled art to defammarize

things that had become habitual or automatlc. This device of

( i



'defammarization1 is the renewal of perception that leads to a

r~eognition by the" spectator/read,,, that is epiphanic. Skhlovsky

(suggested that defamiliarization's aim was Ito m~k. the; stone
I.' ,

stony'. Applied to Ctz.nne, Cezanne'$ painted apples are mora real

than re.lapples in that he captures the 'appleness' of apples. This
c\

notion of paradol( in Cezanne's art was ossential to (re)present 6nd

,.'..",tJstain the tension between art and nature so central to his artistic

~ ..Th. purpose of Cizanne's art, namely to be true to both art

end' nawt" was facilitated by t~is concept of pafat;1ox. (72)

1'he .Russian Formalim, ~~I<e about art's capacity to generata in
". '. II

the reader/spectator renewed perception facilitated by the use of
II

• lophisticated language system. Cezanne's proj6crt insisted on

continuously challenging himself (as spectat9f of nature and art)

and the spectator. By 'defamUiarizing' the 'everydayness' of limple
, ,~

objects such as apples. Ci~8nn8 explored the means by whic:h

idea~ are communicated ,.m~(developed a sophisticated visual

language to communicate more then the"denotative poslibfUtle~of
'appleness'. In so doing, the poetic language of art was extended

. in Cezanne's innovative explorations of thelanguag, and drama of

style.
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Conclusion

In defining the problems currently facing the discipline of Art \.\

History, the 'New Art Historians' have focussed inter alia or. the

analysis of issues pertinent in the investigation of meaning and

interpretation in the visual arts. These critical writings have

facilitated a self awareness in the discipline that has bOth

challenged accepted dogma and offered a way forward. However,
. '"

the activity of visual analysis, bt)vond the focus of tlia New Art

History I remains of paramount importance to art historians, and
!J

critical in the interpretation of Cezanne's still-lifes.

f;".
i/-

The early Formalist writings of{Sell and Fry refler" an acceptance

of the challenges posed by the new visual language manifAst in the

art of Cezanne and his contemporaries. Their attempts to articulate

and interpret this visual language contributed to its acceptance.

However, both critics polarized the relationship between the formal

aspects of the work of art and its 'content'. It is argued that such

a dichotomy creates 8 dualistic approach to the work of art that
II

limits the interpretation of Cezanne's formal language, which is a

central determinant of the meaning of the still-lifes. In reassessing

the parameters of formalism it is suggested that the notion of a

drama of style be considered in the re-svaluatlon of formalism,.in

the context of an analysis of Cezann~is still-lifes.

The notion of a drama of style, examined in the previous chapter,

suggests ways in which to interpret Cezanne's still-lifes and also

I)
Ii

i)
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offers 8 contextualized understanding of C6zanne's foregroundi~

of the creative process and his attitude to the perception ane

representation of nature in art. It is argued further that the meanin~

of Cezanne's still-lifes is intricately linked to the interpretation 01

Cezanne's sophisticated pictorial language.

Central to the interpretation of the meaning of his stYle is the

analysis of the import~t role of the spectator in his work. It is
\,

argued that Cezanne fOl'egr'?UMs tho relationship bf)tween thE

spectator and the art object through the styfistic drama enunciat~
-\~

in his still-lifes. The established ide. th8t the stili..Mfes lack dr."'::
because of their aUegedneut.r.l8Ubj~ct matter i~,:ther.by challenged

and found to be fallacious. ' "\'",
'\:,

'~

'\
Ths centrality of the genre Of, rill-Ufe in the intfl-rpr \:!,ati,on. 01
C6z*nne's oeU:i[~ is thu8 affirmed. As Meyer Schapt hSf!

suggested, I,)

•.,what is most distinctiv,a and accomplished in Coo tt.
Manet, Renoir and Monet will not he learned through t eil

still·lifes; but if we lacked Cezanne's, something esse tisl

would be missing, a range of qualiti$s of colours and f .'$

bound to a unique conception of things neer at hand. t1),
")

II
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offers a contextualized understanding of C6zanne's foregrounding

of the creative. process and his attitude to the perception and

representation pf nature in art. It is argued further that the meaning

of Cezanne's ~iII-lifes is intricately linked to the interpretation of

Cezanne's SOPh~ticated pictorial language,

\ .....
~. I. I

Central to the interpretation of ~~:'1!meaning of h;~style' is the

analysis of the important role of the spectator in his work. It is

argued that Cezanne foregrounds the relationship betwee~ the

spectator and tho art object throl~gh the stylistic drama enunciated

in his stm-lifes. The established idea that the stUHifes lack drama

because of their alleged neutral subject matter is thereby challenged

and found to be faUacious.

The centrality of the genre ()f stm-life in the intaQKetation of

C6zsnne's ~ is thus affirmed. As Meyer SChQpif'O has

suggested,

...what is most distinctive and accompi;~hed in Courbet,

Manet, Renoir and Monet will not be learned '!hroogh their

still-lifes; but if we lacked C6zanne's, ~~ething ~ssenti81

would be missing, a range of qualities of colours and forms

bound to a unique conception of things near at ha~d. (1)



Endnotes: Introduction

(rt If would .iil1eto acknowledge at the outset of this

1search the difficulties raised in working from

r productions in the interpretation of C6zanne's

still-lifes. One of the determining motivations fori

originally choosing to work on Cezanne, was based on
r:

the fact that i was fortunate enough to have visited

France and viewed Cezanne's work. Although at rnany

times during this research I would have welcomed the

opportunity to revisit his works and spectate their

enormous physical presence again, the memory of the~e

images was rekindled in the viewing of often numerous

reproductions of the same image as wen as excellent

details of his works which are available.
Ill',

(2} Cited in C. Donnell-Kotrozo, Critical EsSJYs QD

Posti~, London and Toronto: Assocla ed

University Press, lnc., 1983, p.16. (Primary sour~e: E.H.

Gombrich, AttHistor)! and th~ Social.S,cieQ<iWi, dkford:
c..

Clarendon Press, 1975, p.9,).

I", ,

1

(]

(\
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Endnotes: Chapter I

(1) "When Block end its seed-bed Middlesex Polytechnic held a

conference in },ai82 on 'The New Art History]' - to our
\~-- _-'- -'

knowledge the fkst public use of the term - they gave the

phrase 8 telling question mark to imply a certain scepticism

about its usage.· A.L. Rees and f(:·'Jorzello. eds., The New

~, London: Camden Press, 1986, p.3.

(3) "Bather than a tidy description of one trend, the new art

history is 8 capacious and convenient title that SLImsup the

. impact of feminist, Marxist, structuralist, psychoanalytic, and

social-political ideas on a discipllne notorious for Eta

conservative taste in art and it.orthodoxy in research" (lbiQ"
\"" \\

p.2).

\]

(4) 0.8. Kuspit, ·Conflicting Logics: Twentieth-Century

Studies at the Crossroads". The Art Bylletin, March

1987. vol, LXIX, no. " p.117.

J")

II
(5) ll2kI.

(6) Rees and Borzello, ibid.., p.7.

(7) EJesmplesof research that has critically examined the



writings of WOIlflin and Panofsky. includes: M.A.

Holly, PaoQfsky and tbe Foundations of Art History,

tth~ca: Cornell University, 1984; A. Muei, "Toward

(i Improving the Objective Status o~ Aesthetics: On

Style and Content of Figurative Pictorial Art·,1

Leonardo, Spring 1981. vol. 14, no. 2, pp. 118-121 ;

and G.C. Argon, ·Ideology and leonology·, Critical

loQuiry, Winter 1975. vol, 2, pp.297-305.

(8) See S. Bann. -How Reve'utionary is the New Art

History?" Rees and Borzello, ib.kl., pp.19-31~~

Interestingly, Bann cites Svetfana (f.!pers, who wiU
\\

be referred to further on in this chapter, as an art
"I

hlstorlan operating \4\:'ithin the new art historical

paradigm (pp.26 ff). '\

(9) lbki., p.8.

(10) !bid., p.4.

(11) Jllli1., p.8.
I)

(12) E. PaDofsky, Stud:es in loanology; Humanistic Themes
in th~ Art of tbe Benahc;§ance,New York.: Oxford University

Press, 1939.

(13) C. Beisey, Critical Practice, london and New York:

Methuen, 1980, p.2.

3

C,'\

<I"
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(14) D. Carri$r, WManet and his lnterpreters", Art
tlistory. September 1985. vol. e. No.3, pp.320-335.

(15flbiQ., p.327.

(16) J.tml., p.320.

(17) !bid.

(18) !.bi!j.

(19) S. Alpers, ·'s Art History?" .oa§dalul, Summer 1977, vol.

106, pp.1-13; p.6.

(20) Carrier, illid.., p.333.

(21) The central role of the spectator in the interpretation "of

Cezanne's stlll-lites will be dlscusaed in greater detail in chapter

three. Ii
'///

(22}The way we 'see' Cezanne's art is determined not only by the

written component of the literature but also by the social,

economic and historical factors evident in Cezanne's

'representation' in the museum context. An analysis of

Cezanne's 'representation' in museums would prove interesting
"

in showing how the museum context served to reinforce •.r~:t~$r
than challenge the position of Cezanne articulated in the

literature. Although an important focus of this study is on the

,~)
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~repre~~ntationt of C6zannt in the literature (the written word)

J) Ii

of equ~Jmportance is his re~.,·resentati()nin the context of the

museu~. In the same way tha the literature organizes

informatiorl which affects the wo I we see C6zsnne, so
()

t: -~~~OO the museum. In the latter context an examination
~\ "

<_ of the Musee d'Orsay and eitzenne's 'rapres.mation'

therein, would be valuab~. The traditionally perceived n,utralitY i
I,!<:::

of the museum context in relation to the way it CC!i6ctS,
':

documents and exhibits works of art would be seen to be

fal?)Icious. FOrdebates on this aspect of lresearch see -The
II ,

~.' see d'Orsay;.ASymposium· ,Art in America" .Ja~ary 1988,

pP.S5-106; R. Rosenblum, -Ninete9nth-Centue-r Art: A
/} ," :- ~

"C' Post-Modern View· , SQtheby,~§Preview, FebfPJary/March 1990,

pp.7-10; D. Crimp, wah the Muscumt~ Ruins", in H. Foster. ed.

by PQstmO(iern CutJ;ure. London and Sydney: Auto Press,

1985, pp.43~56; M. Gibson, ItThe..Musee d'Orsay: A New and

O'ffarent [,)h Century", Actnews,)o\pril 1987, vol. 86# 1'\0.4,

)' pp.142-146.)

(23) John Be(ger comments on spectating works of art in thll

fo~;owing terms:

"When an image is presented as a work of art, the

way people look at it is affected by 8 whoia s~ries

of learnt assumptions abOut art. Assumptions

concerning: Beauty, Truth, Genius, Ci..vifization,
~
;~\ Form, St9tus, Taste, etc.".~
~i.3continues, noting that, these assumptions

'(

" ...obscure the past. They mystify rather than clarify .•..

-:-::,
(' C(,
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'I

CuJ~uralmystific:ation ~~fthc{pGst entails a doubl.i loss.

Works of art am mad~i unnecessarily remote. Arid the

past offers us fewer ~lonclusjons to complete it..
I

action. II

J. Berger, Ways of SeeinQr London; British Sroadc ••sth g

Corporation and Pe'lguin ~:~ks, 1972, p.1,1.

i ,

(24) M. Baxandall, Panerns Of Inten:t1po: On lbe
Historical Explanation of PiCluru., New Haven and

London: Ya~ University Press, 151185,p.t ,

(:25) lb.l.rJ..

(26) J. Wech,ler, lbe InterprotatiC!Il.JI~fC6Z8n.nJLAnn

Arbor, Michigan: U.M.I. Research Press, 1981, p.2.
\ "Ii

.,\

(27) T. Gretton discusses the iSSUI;l of languaga, meaning

and ideology in relation tc art histok'ical practice

in his article IINew Lamps For ()ldI", Rees and

Borzello, ibid., pp.63-74.

(28) ibid., pp.64-65.

(29) The latter was 8 revision of her thesis submitted to

the University of California in '19:;'2.

(30) Cited in J. Wechsler, ed., ~i:A[~ntt in Porsgectjvl.
Englewood Cliffs, New Jersey:: Prentice-Hall, 1975,
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front page. I
Ii

(31) S. Alpers, Ifls Art History?", DliUilWl)Summer 1977,

p.e.

7

(32) D. Ades, "Rev;ewing Art History", in Rees and

Borzello, lbkl., pp.11-18.

(33) J. Wechsler, ed., C6zann§ in EI[lpectjve, ,ibkt., p.3.

(34) 1bld.., p.2.

(3 5) .I.b.id..

(36) J.bi!j.

(37) lbld.., p.xiii.

(38) .lbki" p. 'I.

(39) lbkJ.., e.z,

(40) J. W\ichsler, !he Interpretation of C8jCanne, .i.bid.., p!.IK.

(41) .lbkl., p.t.: footnore 1, p.e 1.

(42) R. Shiff, C6:c;anne and tbe End of ,npcessioojsm: A Study of
the Ihe\)[yc r,chnjQYe Itld Critical Eyaluation of M~ern Art,
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Chicag(J ana London: The University of Chicago Press, 1984.

p.xiii.

(43) Like Shiff, Tom Gretton also addresses this

complicated Issue of cencern to the New Art Hi!>toryI

and acknowledgeG that, "The carriag~ of meaninl~ is a complex

issue", T. Gretton,. ibi.(t., p.70.

(\

(44) Several scbolars havi~approached aspects of

Cezanne's work from IS psychobiographical

perspective, including S. Geist, T. Raff and M.
,

Schapiro. Common to this methodological approach to

interpretation, .ls the desire to explain the

artist's work within terms of his Ufe and

psychological make up. While M. Merleau-Ponty so

rightly points out that, "Although it is certain

that a man's life does not explain his work, it is

equally certain that the two are connected", the

scholar must caution against an oversimplified

parallelism between an artist's work and his life,

(M. Merleau·Ponty, "Cezanne's Doubt", in M.

Merleau-Panty, Sense jiod Non-Sense, USA:
II

Northwestern Universir/"f'ress, 1964, p.20J))Jn

addition, the problem of the psychol~gic81 model (as

for example a Freudian or Jungian model) in the

interpretation of an artist's work, is the tende~~cy'

that, in interpreting the artist' g work the scholar

ultimately refl~t 'the psycholc...gicalmodel rather
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than the work of art Which is the obje,ct of study.

(45) Cited in D. Lodge, ed., Twentilj;b...C."Olurv
n

1Jlifltry Criticism; A Beader, t.onden: Longman,

1972, chapter 26. (I

(46) ~!.

{47i R.,Barthes, "The Death of the Author" I in R. Barthes,

lmA.Qf,-Music<J:ut, London: Fontana Press, 1977, pp. 142-1 :48.

(48) R. Barthe$, "The Death of the Author", in FloBarthes,

Image-Muslen Text, London: Fontana Press, 1977, p.143. In

chapter three, in the analysis of the role of the spectator i~~

Cezanne's work, the idea of the dual role of the artist (author)

as both creator and spectator will be forwarded, thus

challenging the notion pointed to by Barthes, that the arti~~t .

(author) ls the. 'voice of a single parson'.

(49) .lb.i.d.., p.148.

(50) In response to Barthes' article on the tyranny' of

authorship, ana its subsequent influence in the,

literature QI1 the subject, M. Foucault's article

entitled, "What is an Author", in which he examines

the construct of the author, is noteworthy. M.

Foucault, "What is an Author", in M. IfOUnal.llt •

.L...Q.OgjJage, CQunter-mfJmory, Practice: Selec1;odEfisaYI
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and Interview§. ed. by D.F. Bouchard, Oxford:

Blackwell, 1977, pp.141-160.

(51) H.B. Chipp, Theorjes of Mgdern Ad;: A SQUrCI Book..b.¥
Artists and Critics, Berkeley, Los Ahl~eles and

London: University of California Press, 1968, p.1.

(52) Chipp proposes that the document be viewed within

the following contexts:

" (1) The general cultural contextot the age and in

particular those' ideas and theories o'f greatest '
,I

interest to the artist, whether they come from

science, hlstorv, llteratura, political or social

theory, or from other periods of art.

(2) The specific ideol~c81 milieu in which the

writer formulated his Q)wnideas and thoughts, such as his circle

of friends and acquaintances and his contacts with c. ltics, pipets
u

and writers.

(3) The medium through which the ideas were trensmltted,

insofsr as it conditioned the intellectual and emotional attitude

the writer assumed in addressing a specific audience: his

choice of laflguags, his logicality ~~,absence of it, and perhaps

even the kind of ideas chosen.

(4) The writers personal qualifications 8S a theorettclan, as they

may be conditioned by both his education and past experience

with ideas, and his present attitude toward the written or

spoken word as a means of conveying intentions" Ubid.., 1)·3).
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Endnotes: Chapter II

(1) J. Wechsler, The Intorprotation of Cj;tlnne, Ann

Arbor, Michigan: U.M I Research Press, 1981, p.t ,

(2) J. ~Vechsler, ed., C6zanoe io pers(;lective. Englewood

Cliffs, New Jersey: Prentice-HaU, 1975, p.3.

Wechsler savs that this statement appeared in the

context of •.•. & review of Emile Zola's novel

dedicated to Cezanne, La Confessioo de Claude,

published in an Aix-en-Provence newspaper in 1865.·

~.

(3) G.H. Hamilton, IIC6zanne and his Critics·, in ,CjzaOOI: The LIte

~'lmk. ed., W. Rubin, Lbnuon: Thames .i.od Hudson, 1977,

pp.139-150.

(4) ibid.. lIP· 144.

(5) .Ibkl.

(6) lbiQ.

(7) lbi.d..

o '»: :1

(8) V.B Betiendorf, ·Cezanne's Early Realism:

Still-Life litth Bread and Eggs ReeK8mined", Ar.tI
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Magazine, January 1982, vo1.56, pc:art 6, p.138.

(9) For a detail~d critical analysis of the tradition of

Formalism/j~e for example, S.H. Twitchell, CizanOB

and Formalism in BloQmsbu.rt, Ann Arbor, Michigan:

U.M.f. Research Press, 1987: J.V. Falkenheim, Boger

Eel aDd the Boginnings Of Formalist Art Cdtjcilm,

Ann Arbor, Michigan: U.M.1. Resear~h Press, 1980; S.

Fishman, The Intonuetation of AU: flSLVS POtho Art Cdticism

af John Bu.$kin, Watter I3t8r. Clive BOll. Roger fry and Herbict
.Bud, Berkeley and Los Angeles: University of California Press,

1963 and L.W. Light, Eormalism. EXP[DS§ignIhOQrtl and the

Aesthetics of Susanni! LO~ Ann Arbor, Michigan: University

Microfilms International, 1982.

(10) l.W. Light. EQrmalism. expreSSion TheQry and tho

Aetthetics of Susanne Langor, Ann Arbor, Michigan:

University Microfifms fnternation·al, 1982, p.23.

(11) The formalist tradition in both art history and literary studies

is complex and has taken on several forms in the hands of

various literary and art historical scholars. One of the

distinguishing features of this tradition is the overlaps the~

occur in the attempt to define the nature and purpose of art.

Traditional distinctions between the disciplines of art historY and

literature, aesthetics and philosophy are therefore not always

clearly defined.
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1

(12) C. SeU,Art. London:ChItto and Windus, 1947, p.S.

(1 3) ll.lid..

(14) lbid.., p.49.

(15) S. Fishman, Ihtlnterpretatjon of Art~Essays go tbe
Art Criticism of Jgbn Ruskin. Waite.! e,ter. elil!1
aell. Roger fry and Herbj#rt Bela, Berkeley and Los

Angeles: University of California Press, 1963, p. 77.

(16) C. Bell, iblQ.

I)

(18) lbH1., p.25.

, ~
(19) R. Fry, cezanne; A Study of his DeYlJopmont, 2nd ed.,

London: Hogarth Press ltd. 1952, p.4l.

(20) C. Bell, ibid., pp.6Q..61. )1

(21) 1bid., p.45.

\\
(22) 1bid., pp.44-45.

(23) .ibkt.~ p.45.

)1



{24} lbkJ.., p.25.

(25) J. Wechsler, rhe lotergretatjon of Cezanne. Ann

Arb..,r, Michigan: U.M.I Research Press, 1981, p.34.

{26} R. Fry, ibid.., p.18.

,

(27) M. Schapiro. Paul Ctzanne, New York: Harry N. Abrams

lnc., 1952.

(28) M. Klimova, Payl Ctzanntl, Len~ngrad: Aurora Art

Publishers, 1976.

(29) R. Fry, C6ZaDoe: A Study of bi~ Development, ibid..,
p.6S.

(30) S. Fishman, il2iQ., pp.141-142.

(31) R. Fry, .cez8Dnt=l;A Study of his Oeyel.wlL..~ ibid..,
p.53.

(32) lbiQ., p.42.
I,'

(33) B.H. Twitchell, Cezanne and Formalism in 61oofDibury,

Ann Arbor, Michigan: U.M.I. Research Press, '1987,

p.20. An in depth analysis of the relationship

between formalism and the' avant-garde is beyond the

confines of this research. Reference to the issue of

14

ji"
Ii
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IIevolution· referred to by Twitchell is however made

further on in this chapter. In ad:fitiofll it is

noteworthy that Cezanne, like so many artist's

during this period, was opposed to the Academy. It is

interesting to speculate whether in this opposition he was

allying himself directly with the avant-garde. It is noteworthy in

this regard that Cezanne ..while he seemed to position

himself outside of the Aca(remy I continued to submit works to
rte annual SaloL)ExhibitioAs and was continually rejected. This \1

rejection may lronlcallv be interpreted as an affirmation of hls

'success' within the context of the avant-garda. It certainly

secured his position amongst the avant-garde. It was only in the

1880s that his work was finally exhibited at the Salon. By this

stage the avant-gardism of Impressionism had waned lind had

emerged, albeit slightly modified, within the Academy itself. M.

Ward's article on "The Rhetoric of Independence and

Innovation" I in ~ New Painting: Impres~iiQnism 1B14-1886~
lbid.., pp.421-442, <~xploresthis idea in some depth.

(34) C. Greenberg, cited 1n J. Wechsler, Ib§.

'nter~r§tatiuriJ2LCt;aon~, .i.b.k1., p.45.

(35) lbid.

(36) C. Greenberg, "Modernist Painting", in ed., G.

8attcock, Tbe New Art, New York: E.P. Dutton and Co" Inc.,

1973, p.67.
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(37) lbki., p.68. /,\

(38) J.bid,

(39) J.b.jg.

(40) Cited in H.B. Chipp, Theories of Modern Art: A Source

eook bV Artists and ..Critics, l:3erkeley: University of
/J .

C,,1fornia Press, 1968, p}2.
/1

,Ij .. /0)
-··C.'> 1/

(41) P. Cezanne, letters, ed., J..Rewald, 4th ed.

Tr. by M. Kay. New York: Hacker Art Books, lnc.,

1976, p.5.

(r
II

(42} Related to the letters, but beyond the parameters of

this dissertation, are the earty twentieth century

recollections of writers associated with the artist.

Interpreters of Cezanne tum to these early writings for similar

reasons that they turn to Cezanne's letters.

~;:- :;" -

(43) Central in the Cezanne literature are tl\;~ numerous

attempts by scholars to reconstruct the ((n~fof

Cezanne in order to understand moreAully the

artist's work. A number of important biographical

studies on Cezanne exist. In thi~ type of research

John Rewald has made a substantial contribution to

the Cezanne literature as well 8S the eSl'Uer

biographical studies of, for exampte, Ambro,se



Vollard.

(44) According to Re'tVald, Cezanne's letters may be
(~Jj'~1

broadly divided into two categoriC: )his letters to

his boyhocd friend. E1mile 2:ola (with whom he went to

school in Ai~,' which began ~ 1858 when Zola left
c

for Paris, contain mainly personal matters; it:,)
, "

writing to his close friend and mentor, Camille

Pissarro, Cezanne dwells on family problems. In

these lettera little is said about his art and the

focus is more on friends, family affairs and general

problems. It was only in much later years tt'~i'we

find in Cezanne's letters 81'1 expression of his ideas

on art. These letters are wf:a;t;~mto three young men
'1:'-.<

who at different times had sought out Cezanne.

Joachim Gasquet (1873-1921), a poet, who at twenty

three years old in 1896, had seen Cezanne's

paintings at Pere Tanguy's Gallery in Paris. Charles

Carnoln was\ an art student, twenty two yeal'S old in

1901 when he met C6zanne while serving his military

service duty at Aix. Emile B~rnard (1868-194l) was

known to Cezann_' as early as 1890 when Bernard, then
\

twenty two years old published a eulogistic article

on Cezanne's paintings in the series Las Hgmmea

d' Aujourd'huj. Bernard met Cezanne in Aix in 1904.

The two artists spent a month together in

conversation and on painting expeditions which

resulted in a series of letters in which C6zanne

/1
\1

II 17
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formulated his ideas -on art. It is essenti~1 to note

that C6z\{tne's letters to Bernard, in which he

expresses '~js thoughts on art, must not automatically and
"-\,

uncri1ticallybe mt(lrpreted as thoughts and ideas on his own art.

On the contrary. lhEt)~<l"naybe interpreted as Cezanne's

comments on Bernard's art and aspects that C6z8nne may have i

considered lackil1Q therein. 011 the basis of this interaction

Bernard published "eversl articles in Mercure dg france in

1~2t.(·Une Conversation avec Cezanne-) It is important-to

stresi~ the context within which Ce:zanne articulated his ideas

about art, an issue that is often overlooked by art historians. In
I~ •

addition, Cez8nn~;s aesthetic ideas 8S express~d in thetetters
should not be seen as a watertight manifesto, with intentions for

example, that say I Breton may have had in his Surrealist
'/

Ma~~fiesto(1924), but rather as an intormal and essentially
\\

privat:~\communication of his artistic ideas to personal friends.
\i'

P. Cezanne, Letters. W.

{45} We~hsler comments that in Reff's writings on Cezanne}!
!!i:

!I ••• there are six articles which apply a psychoanalytic

approach to the study of C6zanne's subject matter,
"

particularly the figure paintings."

J. Wechsler, The Interpretation of CezaOJJ!)_,ibid..,
p.79. See: Geist, Reft and Schapiro in the

J

bibliography (below). Geist, Raft and Schapiro deal

with the reconstruction of Cezanne's personality

which is seen to govern his work, and examine the

latent symbolism evident in his WOrk.



- 19

(46) With the publication of Vent!!'"'s CAz,nne soo art,

son oeuvre, Orient-'s The ComWltl paintings of

~6zann§ and catalogues of C6zanne's

drawings and watercotours. Cezanne's art was made

available arid accessible to scholars and had a

profound and enriching effect on the field.

, j

{47} It is interesting to speculate on 1h$ reapoh~ for.)he popuJarit~;

(in both scholarship and the art market) ,~~ ~jn periods of\ , ,',

Cezanne's works at specific pelnts in histo.{'t~"An investigation

into the relationship between the demand and availabm;~\ ()

of his work in,the art market and the nature and number of ;i

academic studies 00 his work, would no doubt prove 'to offer
I .,.... ~

va~lJt'ibleinsights on this issue. One could question, for example,
(~)

the possible ways in which the major axhitttion of the late work

in 1977 at the Museum of Modern Art in N~W y~ cr~ated or

contributed to both an economic demand ODd iesearch int(,r6$t
-~ 'I'

in workS'~bf this period. Similar questlons could be posed i;~
relation to the major exhibition of the earty work in ~988,

exactly a decade later, held at the Reyal Academy of Arts in
London. Valuable studies have been conducted in ttl'is nne by

scholars who investigate the rise in the popularity of women

artists and f~~~l~Jstresearch.

(48) This ilnearitv is also evident in the division wilmn C6zanne's

genres.

" / (

(49) J. Wechsler, The Int,rprltatiQO of C6ZaOOfl,: " ,j., p.3.
\~_J ' ";

.~,-'
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(50) C. Donnell-Kotrezo. Cr.ilji~1 Essays on

~§tjmpressionism, london and .Toronto; Assoclatsd

University Presses. lnc., '1983, ~}13.

(51) J.b.id.

(52) Cited in C. Donnell-Kotrozo, ibiQ., p.96, Note 39.
e.ios.

(53) Ibis1., p.B9, Note 14, p.. 104.
, \

(54) P. Cezanne, Letters, ib.id., p.301.

(55) Two examples of this approach, cited b¥ :.

Donnell-Kotrozo art: "'He called increasingly on

geometry to second his vision and built on the firm
\\

foundation! he had detected in nature herself: the

'cylinder, tlhe cone, and the sphere.'" (Cited in

C. Donnell-Kotrozo. CriticaLf,ssays on
Po~timp!eJi~JQoism,.ib.kI., p,8S, note 16, p.104),

and II 'Paul Cezanne is the fountainhead of many of the

movements in modern art ... out of hi':, theory that nature

should be reduced to the cube, the cone, t~ndthe cylinder came

cubism: out of his insistence that what he painted were his

sensetions in the presence (If nature c~me expressio11ism and

other 'ism$~.'" (Cited in C. Donnell-Kotrozo, eriNesl flllYS on

P.2§.timmeesiQnism, .ibid.., p.89. nO-:'8 15, p.l04.)
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(58} It is not the lntent'on here to deny the importance

of C6zanne's tnnovatlons nor to chaUeng,8the impact,

of C6zann~' s work on later generAtions of artists,

poets and writers, but rather, to caution (igainst an

oversimplified evolutionary account of the

devp10pment of art history.

(57) This debate is discussed in S. Lichtenstein,

"C6zlilnne'7andDeiacroix", Art 6ullet;n, March 1964,

pp.55·67.

(58) M. Schapiro, fl.yl Cezanne.. New York: Harry N. Abrams, lnc.,

1952. p.20.

(59) P. Cezanne, Lenfea • .ibid., pp.305-306.

(60) llllit., p.280.

(61) .l.bM., p.303.

(62) J. Wl:Schs!er,Ib~ loterpCflt.a:tjQO of Cezaono. ibid." p.56.

(63) 1.bi.ci., p.53.

(54) ibid., p.49.

(65) M. Schapiro cited in J. Wechsler, ed., C6zanne in

Eecspecti~=" .i.bk1., p.l34.
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(66) 1b.id..

(67) lbid.

(58) J. Wechsler, ed., C6za.one in por§pectiyv , ibkt.,
p.16.

(69) Jma.

(70) R. Shiff. "The End of Impressionism If I in C.S.

Moffett, Iho Ne",i Pilinting: ImprossiQoj$m 1ru.=..1~
Oxford: Phaidon, 1986. p.61.

(71) J.bki., p.62.

(72) 1b.kl., p.70.

(73) C. Donnell-Kotrozo, Criticsl EssaYG00 pwi.mJl.ros1jooilm,
lbkI., p.25.

(74) It is important and necessary to examine how scholars have

interpreted Impressionism in order to fu!ly understand how they

have interpreted Cezanne's art in relation to it. In the

chronological development of art movements, Impressionism

precedes Post-Impressionism, and the aesthetic projects

assigned the two movements are seen to differ in

fundamental ways. Impressionism is viewed as an art
of outer reality, of pure percer~'tion, while that of
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the Post-lmpressicnlsts is seen as ~n enterprise of

inner reality, of emotlens a~d feeling. The

objectivity of t~.e Impressionists Is contrasted with
;l

the subjecth:rty of the Poet-lmpreeelonlsts.

In ~\andro Orienti's catal09ue rajsQoni of Cezanne's

pain~i;~9S'the works are divided into specific

periods, Orient; divides Cezanne's paintings into the following

periods: Romantic period up to 1871/1mpressionist period

1872- 1877/Constructive period 1878-1887/Period of synthesis
... !;

1888-190.6. Like its predecEIJsor, Venturi, in his ~QgJJ,l,

rlliIQon§. also 8ssit~ns a spttcial catagory to the works

produced under the! influence of Impressionism; Orientl's entry
d

in the notes accompanying the section entitled 'Impres~9ionist
I

period 1872-1877' read~ 8S follows: "This important stage in

Cezanne's development is marked by his sojourn at

Auvers-sur-Oise from 1872 and 'Norking contact with Pissarro

over at Pontoise. The constructive element is stressed, end this

has a counterpart in the art 0\: Pissarro who unlike ethers, gave

Impressionism a wish to build bigger; this required 8 structural

approach to light itself." S. Orienti, Ib.e Complete Paintings of

C6Z1l00Q, London: Weidenfeld .end Nicolson, 1972, p.92.

(75) C. Donnell-Kotrozo, CritjcaLiuaYS on.·
f.Qstimpro~siQnism, .ibid., p.14

(76) lbkt,~p.19. , "

\\ 11

~
JI,.



(7) !bid., p.20

(78) .tmd., ".21.
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Endnotes: Chapter ill

(1) For many scholars the essentlellst doctrine of the

Formalist practice was seductive precisely because it

offered a transcendental framework within which to

interpret the meaning of the art work, thus affirming

the ideal that art should be both universal and

timeless.
',I

(2) While many important contributions to Cezanne's

iconography have recently been forwarded in Cezanne:

Ib~ Earlv VeMs 18129-1812, London: Royal Academy of

Arts, 1988. the catalogue accompanying

the significant exhibition held at the Royal Academy

of Arts during 1988 on C6zanne's early work, many

scholars continue to perpetuate the dichotomy between

form and content in their interpretation of Cezanne.

This split between form and content in the enalvsls of work from

the early period does not negate the fact that this important

exhibition has explored a more integrated approach to the

relationship between the early and late work, and offered

valuable documentary information and interpretative commentary

on the early period.

(3) Sl.,efor example M. ~\f3rd's discussion in "The Rhetoric ))

of Independence and Innovation" t in C.S Moffett, .IWl
N.~Pajnting: Impressionism 1874-1886, Oxford: Phaidon,

1986, pp.421-442.
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{4} This idea was discussed in chapter two in relation to

Greenberg's article on "Modernist Painting", in IhA
tlow Art, ed., by G. Battcock, New York: E.P. Dutton

and Co. lnc., 1973.

(5) See for example R. Fry, C6zanne: A Study of His

Doyelopment. 2nd ed., london: Hogarth Press, 1952,

p.56; A. Barnes, and V. de Mazie, The Art Qf CezADruL

Pennsylvania: Merion, 1939, p.3; M. Brion, Cezanne,

London: Thames and Hudson, 1974, p.14 and F. Novotny,

Paul cezanne, London: Phaidon, 1948, p.S, in which

scholars have noted the aforementioned qualities.

i\

(6} This practice of quoting his own works was not limited to the

still-life genre. For example, in Man with a Pipe. Leaning on I

Table (1895-1900: Fig.l} Cezanne quotes a part of his own

work, identifiable 8S the right hand of the Worn"." with'

Coffoo-eat (189()"4~ Fig.2). T. Reff discusses this aspect of.

Cezanne's work in greater detail in, "The Pictures within;

Cezanne's pictures", Arts Magazine, JuneJ 979, pp.90-104.

(7l This device is ..also apparent in ~ Card-Players

(1890-92: Fig.3).

(8) It is ironic that many scholars have insisted that

Cezanne painted his portraits as if they were

still-life objects, suggesting thereby that they

lacked emotional and/or dramatic content. In reading



27

Cezanne's formal devices (as distinct from his

content), as formal devices for their own sake. t....is
important connotative level of the meaning of

Cezanne's formal language has been overlooked.

\I
iJ

(9) M.L. Krumrine in, ·Parisian Writers and the Early Work of

C~zanne· reads the still-life elements as iconographic clues to

the work's meaning and thereby significantly brings into

question the alleged neutrality of the still-lifes. M. L. Krumrine,

"Parisian Writers and the Early Work of Cezanne·, in C6.anne:

!be Early Years" pp.25-27.

(10) Cezanne: The Eady years, cat. 52 ..,p.174.

(11) It is interesting to postulate whether Ktumrine' fJ interpretation

. of Le Dejeuner syr I'herb§) (c.1870-71: Fig.6)' disC4,5'Sw!n

C6~anne: The Early yeam, cat. no. 51, p.172, is applicable

here.

(12) A similar device in linking the background, m~ddleground and

foreground is used in pari&: the Quai de BarcY" - The Wine
Market (c. 1872: Fig.S), where the repetition of similar shapes

is used as 8 unifying element of different plenes.

(13) Cez~nne: The Early Yearl, p.96, cat. 14.

(14) lbkt., p.180.
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(15) It is interesting to speculate whether the fact t~~ one

umbrella is open and the other is closed re'ates to the

different attitudes of the two women to the Blbsent presenca.

In addition, one could speculate on the significence, if any, of

the direction of the woman on the lettl s red umbrella toward

the other woman's ge~ The use of the colour red could
I \

be found to be sym~ ..~,Jhisregard.

(16) For a commentary on the literary source for this work see M.

Tompkins lewis, "literature, Music and Cezanne's earty

1/ subjects·, in CUI""': The EarlYYeafS, pp.32-36.

(17) N. Bryson, Looking at The Qvarfoolced; four Esun ~
Life painting, London: Realction Books ltd.,1990, p.S.

\ I

(18) .I.b.ia.

(19) lbkJ.., p.10.

(20) lbW.., p.12.

(21) M. Schapiro, "The Apples of Cezanne: An Essay on the

Meaning of Still-life·, in M~Schapiro, M:Pdem.Art 19th ansi

20th Centyrie's; Selected Papers. New York: George Brumer,
1982, p, 26.

(22) R. Fry, Cezanne; A Stydy of his Deyelopment, p.42.
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(23) 1biQ., p.f3.

(24) It is interesting to compare C6zanne's use of lettering in

portrait of LQui. Auguste Cezanne. Father of the Artist.

Beadino I'Eyenel1llD1 (1866: Fig.9), and Portrait of the

painter, Achille Emperaire (c. 1868-70: Fig.21 ). In the former,

the lettering is used descriptiv8IY;~11the title of the newspaper

L'Evenement, and in the latter, as the name and designation
1'1

of the sitter, Achille Emperaire Peintre. In both instances the

lettering contributes significantly to the way in which the
<'

spectator constructs the meaning of the works.

(25) M.Merleau-Ponty, ·C6zanne's Doubt", in M'
I

Merle8u~ty!,<\

Sense and Non-Sense, USA: Northwestern University,Press, '~f(~;)
., "\\

1964, p, 11" \ ~...
/):, \::.-,<";;,,

(26) Given that both these work's are executed 18t& in Cezanne/s

career, it is worth noting Kenneth Clark's notion of an 'old

age style' which he explores in "Ths Artist Grows Old", in K.

Clark, Moments "of Vision ang Ot~r fSIIYI, New York:

Harper and Row, 1981. Although Cezanne's late style has

been assessed in studies of his development, the fate style

has not been considered in relation to Clerk's notion of the

ageing artist and an 'old age style'. Such an analysis could

prove useful in accounting for the colour tonalities of these

later works.

(27) In Wine-Jug end Plate with Eruit (1895·1900: Fig.25).
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Cazanne's use of colour/shadoW-.paths is clearly evkient.
(._)

(28) Cezanne's draw~ng entitled ,Sceneof ViQlence (3lso known as

!he Murder) (1869-72: Fig.26) is noteworthy. On the right

hand side of the drawing, the suggestion of a figure bending

over, is reminiscent of the 'female accomplice' in The Murder

(c.1;;;67 ..~; Fig.19).
"
"

(291 Cited by L. Gowing in Cezanne: Ibo..f(~earl 1859-1872..

p:l32. Interestingly, Gowing also mentions that the nymphs
))

il1>'TheRape (c.1867: Fig.18) are similar to the tigure6 in

WomeD Dressing (c.1867: Fig.27) tie observes that Womeo
DRUising,(c.18S7: .Fig.27)l ... represents the first appsarance

-:::!/
in Cezanne's art of the vivid and imaginative colouring whjch

matured in The Rapt'~ (c.1867: Fig.18).

(30) See for example, Love Play: (1875-6: Fig.28), Love. k~2\-!
(1875-6: Fig.29), Ibr.u...W.2J:nm (1875-7: Fig.30) and fin
Women (1885-7: Fig.31).

(3 i) R. Fry, Cezanne: A Stud~ of his DeyelQpment, p.42.

(32) J., H~I,I,Dictionary Of Subjects and Sy.mbois in Art, London:
J '_I

John Murray (Publishers) Ltd., 1974, p.85.

(33) .tbid.

(34) This subversion of' tradltlon is not limited to the genre of
"



o
31

still-life, and it is interesting to note that ew,n when C6zanne

painted tr.~itionally grand themes of mythological 8ubjects
II

he avoided and removed from their focus the culturally ,

determined and accepted ready-made levels of symboli~

meaning. As • ,eButt, the normally api)ropriate and ~xpected

parameters of traditional meaning were subverted and

challenged. The series of bather paintinQs indicate this

subversion.

(35) This approach is not exclusive to the genre of still--Ufe and

appears in other 3ariy works as for example, in Sslif-PQrtrait
(c.1866: Fig.36) in the forehead and roman Clot Uncll"

OominiQye On I turbon) (1866: Fig.37) in details of the

turban and foreheed.

(36) C6zaOM: The Early years, p.94.

(37) R. Fry, Cezanoe: A study of his D3yolopmeo.:t p.S3.
'-,_',,_

(38) The fo:lowing works tiU include skull(s): Ihroe Skull. (1900:
(Fig.38); pYramid 5)1Skulls (1900: Fig.39); Thre. Skulls on

Oriental Coyerlng (1904: Fig.40); S;lill UfO: Skull and

WateOUg (c.1~)68-70: Fj~.34).

(39) C6~8nne: The EarlY Yes"., p. 't 68.

{40} !bia. "'I
,"
\



32
(4-1) Se\r for examPle, Jyg. EruiL.. CIQth and (111"_(1879 ..82:

Figl42)and Apples and Plato of Biscua' (181~-82: Fig.43).

~~
M. Schapiro, \~ '1 Apples of C6z8mw: ~J' Essay on the

Meaning of Stil~Iit')~\;~JnM. Schap~ro, Modern Aft 19th and
~ ~ -

2Qtb Centuries: ,',Sellcted.raper5, p.25. c)

',I

(43) lbkJ.., p.23.

CI {44} The ideas fon'farded in relation to the" ce~lr~1role of ~\he
'_/ .

spectator i~e interpretation of a wor{ of art are inf~p.d

by R. \Jv'oUheim'sessay on ·What the Spectator Sees", in N.
,'\

Bryson. M.A. Holly and K. Moxe'v>;;~s., Visual Theory:

Painting ond Joterprelatioo, Carnbridg§:J;:toitty Pressr 19.91,
It .' .,', ((---

p. 101-150. According to the edito~~ IIRichard Woliheim's

essay I 'What th~ Spectator 5ee$·-~:examines Jess the

pr¢veti~ than t(~,:JtlCePtign of the work of art ..conditions

of spectatorship, or what Gombrich has called the 'beholder's

share'. Yet a rigid separation of the two roles - the m8~er on
1,-

one side, the viewer 00 the bther - is eXfct'v what his

argument cans into question. One of the most -suggestive

lines of thought in the essay grows from the observatlon that

viewers are not the first to see the painting, for, the paint~r

has been there before them: inside the arti$t is 8 spectator,

the first spect8tb~<9f thtl work", .ibid., p.Et
/-

j

!4b) Paul cezann~rJ..§.t:mm, J. Reweld, ed., p.328.
If ... 'I

((
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.r>:

.-) {4ttJ M. Msrteau·P6nty, ·C6z80ne's Doubt", in M. Mertae",-Ponty,

, iltmse and NOD-Seoll, USA: Nonhw~~em Univtirtlity Press,

1964, p.19.
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(47) Cezanne: The Early Yegrs 185W·l,ij72, cat. no. 35, p.140,

preparatj.Qofor the funeral. or TheffAu'toPSY(c. ~868: Fig.49).

(48) Having noted that Cezanne's paintings on the them. of the
1 ,

',I

modern Olympia has at its source Manet's painting of this

famous theme, C.~wing notes that Cezanne's If .. variations
,I

contain an element which is lacking in the famous themes

that they fol!ow. They all contain, usually in the foreground,

a figure that is identifiable as their painter, Cezanne himself.

Cezanne: The Early Years 1859-1872, p.150.

(49) Cezanne often remarked on the importance of nature in

relatioa to his artistic process, in his letters to younger

artists. In a letter to Joachim Gasquet (dated 26 September

1987) CezaMe writes: •Art is a hBrJ1'1.on;'W~~(!hruns parallel

witt.' nature - what is one to think of those :mt~cHes \¥OOsay

that the artist is always inferior to r.:.ure?'jstJi c~nn~.
Letter$, J. Rewald, ed, p.261. In a ~ttcr \,.;harlesCam(JID

r ,'~

(dated 22 February 1903) Ceza~ri"e~"te: ·E:verythiog,
">

especially in art, is thP9ry developed and a~~~Ii~~in contact

:a:~:::;';op:~~~e~:::~~~:~~~~~~Pi~::;
Ce:zaonewrites: "In your letter you spealf~i my re~lization of

-,·-,,~I

81:. I believe that I must attain it more every aay, ~lthough a
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bit laboriously. Because, jf the strong feeling for nature-and

certainly I have that vividly - is the necessary basis for all

arttstic conception on which rests the grondeur and beauty of

aU future work, the knowledge and the means of
'/

e:-,pressingour emotion is no tess essential, and is only to be

acquired through very !ong experienca.lii Pf£ul C6zanne,

~ J. Reweld, ed., p.299.

(50) As such, the image offers its resolution in any number of

Interpretatlons, both in relation to the practice of artists and

art hi~torians. "'rhe image is, in effect, always its own first

interpreter, In defining the terms of his creative efforts thus,

it mey be inferred that, Cezanne insisted upon subsequent

interpretations of his work as being ,,;~ntral to the work's

meaning. That is, he assumed that his works would continue

to provoke 'commentary' and lnterpretetlon, not only from

other works by his hand, bU!~ also from subsequent.,

generations of scholars and artists.

1,-.:

(51) Cited in J. ~Vechsler, ed., Cezanne io perspectl~ Englewood

CUffs: Prentice-Hell. Inc., 1975, p. 77.

(52) M. Merleal.li~PontYI"Cezanne's Doubt", in M. Merleau-Ponty,
\i

Sense and 'Non-Sen§f}, USA: Northwestern University Press,

1964, p.9.

(f3) .:Qlg., p.16.
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(54) See for example: Paul Calanne, LJU«ne.l J. Rewald, ed.,

p.327.

(55) .ibid.
\\

(56) It is importantto note that the scholar is dealing wi+''j the
. ./

subtleties and complexities involved in the translation of one

language into another, n~mely French into English. The

French term 'sensation' refers to both sensation and feeling.

See: Harraps Shorter french and Eng(jsb Dis::liQnary, London:

Harrap, 1982, p.682.

(57) M. Merleau-Ponty, ·Cazanne's Doubt II , in M. Merle,su-Ponty,

Sanle and Non-Semse, USA: Northwestern University Press,

1964, p.13. It is interesting tc ~fer the reader here to D.
'/

Kuspit's analysis of Meyer Schapiro in his article entitled,

"Dialectical Reasoning in M(eyer Schapiroll (in D.B."Kuspit,
\\

Ibo Critic is Artis:t....!tuLln1lntjoo.ality of Art, Ann Arbor,

Michigan: U.M.I. Research Press, pp.47-74) in which Kuspit

discusses Schapiro's use of the concept of duafaty and

di&~ectic in his interpretation of art generally, but with
"

particular reference to C~zanne.

(58) M. Merleau-Ponty, "Ceza,.me's Doubt" I in M. Merleau-Ponty,

Seoei e: . 1._Npn-Seo&\, USA: Northwestern University Press,

1964, p,13.

(59) It is interestir.g to .note that the idea of 'process' is an
·"C·.·'.\
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essentially 'modern' notion. L. Nochlin has stated the

fonowing' IIHowever, the impression experienced with a

growing strengtht and which remains dominant, is that

Cezanne does not approach nature with a program of art,

with the despotic intention of submitting this nature to a law

that he has conceived, of subjecting it to an ideal formula

which is within himself. He is not, however, completely

without program. law, and ideal, but they do not come to him

from art, they come to him from the intensity of his curiosity I

from his desire to possess the things that he sees and

admires. fle is a man who looks about him, near him, who

experiences an intoxication from the spectacle displayed, and

whu likes to transfer the sensation of this intoxication onto

the restricted space of a canvas. He goes to work and he

seeks out the means for achieving this transposition as

truthfully as possible. It L. Ncchlln, hnpressionilm end
PQst-lmQr~§sionitim1874=1 SQ4 SOURCes aod DOCUMENTS,
Englewood CUffs, NJ~ Prentice-Hall lnc., 1966, p.l04.

CpO) M. Marleau-Panty, "Cezanne's Doubt" I in M.

Merleau-Ponty, Sense and Non-Sense, USA: Northwestern

University Pross, 1964. p.19.

(61) Orienti notes these details in the catalogue .entries to

.:An.alQmy" by MiQru,lQOgJj,Q (1895: not reproducadl and

Plaster eugid Ilo.d..tbe "Aoatom¥", (1a95: Fig.12). ~. Odinti,

Ioe CQrnpletD Paiotjngtt of C6ZGIlC.i.I, p.124. In L'Ecorcho,

interior with chair (1887-90: Fig.53), a drawing of the lost
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ll,

sculpture attributed to ~chelangelo, is rendered.

(62) M. Merleau-Ponty, "Cezanne's Doubt", in M. Marleau-Ponty,

Sensl and NQn-Senso. USA: Northwestern University Press,

1964, p.14.

(63) !bid., p.12.

"

(64} iPaul Cezanne, i..euem, J. Reweld, ed., pp.329-330.

(65) lbid., p.302.

(66) R.W. Murphy, The World ofelzann,,: 1839-1.e.Q.d.New York:

Tlme-Life International, N.V. 19B5, 1971, p.82.
-:y

\\

Ii
(67) As discussed in chapter two, scholars have otten suggested

that these late and seemingly 'incomplete' works were an

indication of Cezanne's purposeful development towards

abstraction. On the contrary, Cezanne expJained the nature

of these 'incompleted' works thus: "Now, baing old, nearly

70 years. the sensations of colour, which give light, are for
<>

me the reason for the abstrection which do not allow me to

cover my canvas entireiy nor to pursue the delima.tion of the

objects where the points of contact are fine and delicate;

from which it results that >my image is incomplete." Pauf
Cezanne, Lenels, J. Rewald, ed., p.317.

(58) The debetes about Cezanne's relation to the traditions of
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Romanticism and Classicism expressed in the literature a",

challenged fundamentally in the analysis of C6Z8m18's

process evident in the 'incomplete' works. Both iine and

colour are equally important to Cezanne's process of image

making. neither can be seen to dominate. The

Classic/Romantic dichotomy (line/colour) co-exists in

Cezanne's working method. Interestingly~ Cezanne stated in

a letter to Emile Bernard (dated 26 May 1904): "The man of

letters expresses himself in abstractions whereas the painter t

by means of drawing and colour, gives concrete form to his

sensations and perceptions." Paul Cezanne, Llttors, J.

Rewald, ed., p.303.

(6(i) M.Merleau-Ponty, "Cezanne's D~!~btHI in M. Merleau-Ponty,
/

Sense aod NQo-Sens~, USA! Northwestern University Press,

1964, p.t 9.

(70) M. Schapiro, "The Apples of Ceztmne: An Essay on 'the

Meaning of Still·fife'\ in M. Schal,iro, MQdem Art 19th and

20th CfiOtyrjes; Sielected pape(§, p.37, note 65.

(71 ) For a more detailed account of Russian Formalism and the

term see A. Jefferson's article on "Russian Formalism" in A.

Jefferson and D. Bobev, eds., Modern Lttorary Thoory: A
CQooparatiye Introdu$;.'WmtLondon: 88t510rd Academic and

Educational, 1982, pp.1£~!37.
\\

x\

11

\1
In another example of this p~~r8doxical idea expressed in art,

\\
1\

(72)
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mention "can ~ made of Rene Magritte's famous painting

(dated 1928829), entitl(1d .coci 0'est pas uno pipe ITbe
Ireachery (Qre,rfidy) of Imagei}. Mr;gritte explores the,

id~a albeit by different techniques and means.

; \
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Endnotes: Conclusion

(1) M. SchapirQ, ·The Apples of Cezflnne,= An Essay on the 0

Meaning of Stili-life·, I:n ¥. Schapiro, Modern Art 19tb and.
, I·'

2.Otb Centuries;" SIII~ , New York:George Breziller,

1982, p.26.

/!

(J

, \
\ ,
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canvas, 37 x 45, Adstr@an National Gallery, Canberra.

16. The Orgy QrThe Banquet, c. 1367. pencil, black and coloured
chalk, watercolour and gouache on thin cardboard, 32.4 x
23.1, Private Collection, Stuttgart.



The FE:ast(The Orgy), c.1870, oil on canvas, 130 x 81,
Private Collection.

18. The Rape, c.n ", oil canvas, 90.5 x 117, The Provost
and Fellows (if King's College, Cambridge (Keynes
Colfection), on loan to the Fitzwilliam Museum, Cambridge.



17. The Fea$.t(The .Qrgy), c.1870, oil on canvas, 130 x 81,
Private Collection.

18. Tne Rape, c.1867, oil on canvas, 90.5 x 117, The Provost
and Fellows of King's College. Cambridge (Keynes
Collection), on loan to the Fitzwilliam Museum, Cambridge.
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19. The Murder, c. i867-8, oil on canvas, 64 x 81, National
Museums and GaUeri~son Merseyside, Walker Art Gallery.
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20. The N~grQ~tpipion,c. 1867, oil on canvas, 107 x 83, Museo
de Arte, Sa.) Paulo.



29. LOYfl Play, 1875-6, 38 x 46~ oil on canvas, New York,
Harriman Collection.

30. Three. WQmen, 1875-7, size not noted, oil on canvas,
location not noted.
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33. Still life: Skull and Candlestick, c.1866, 47.5 x 62.5, oil on
canvas, Private Collection, on loan to the Kunstbaus, Zurich.

34. SliJ,: ,·"th:;:~» ..;:1, .l~:14_Wated~w,c.1868-70, 60 x 50, oil on
canvas. Private Collection.



35. The BlackCI~, c.1870, 55.2 x 74.3, oil on canvas,Private
Collection.

36. Self~Portralt, c.1866, 45 x 41, oil on canvas, Private
Collection.
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39. Pyramid Qf.J~kYll.s, 1900, size not noted. oil on canvas,
location not noted.

40. Three Skulls on OrifJntal Covering, 1904, 54 x 65, allan
canvas, location not noted.



2'. Pqrtrait Of the Painter, Asniil~~rn~~t c.1868-70, oil on
canvas, 200 x 122, Muses d' Orsav I Paris,

22. .ok!Woman_witb D nos!.i!~, 1900-4, 85 x 65, oil on canvas,
Londor., National Gallery.



23. PI~ruit, Sugar-Bowl ~ndStraw-Cased Jar QO a CQVel,
1895-1900, 60 x 73, oil on canvas, New York, Museum of
Modern Art.

24. .s:.till.,,:.bife with Apple and·fstac;bes (not in Orienti), c.1905, oil
on canvas, Washington, Washington National Gallery.
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25. W.ine:Jug and elato with f..r.uit. 1\~95-1900, 53 x 71, oil on
ceavas, london. Tate Gallery.

26. SceD~ (If ViQlenco (also known as I~, 1869-72,
14.1 x 18.2, Reed pen, ink, and wash, Bas::,1 Kuostmuseum.



27. Women dressing, 0.1867, 22 x 33, oil o'~)canvas, Insel
Hornbrolch. I;
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28. :I...Qye...fJ.ay, 1875-6, 42 x 55, oil on canvas, location not
noted.



27. Women dre§sing, c.1867, 22 x 33, oil on canvas, Insel
Hombroich.

28. ~..fI.a'l, 1875-6, 42 x 50, oil on canvas. location not
noted.



31. Fiye Women, 1885-7, 65.5 x 65.5, oll on canvas, Basle,
Kunstmuseurn.

32. Still life: Bre~d and Leg of Lamb, c.186Ei, oil on canvas, 27
x 35, Kunsthaus, Zurich.



33. .stili life: SkullJrndCand(est~ck,c.1866, 47.5 x 62.5, oil on
c((pvas; Private Collection, on loan to the Kunsthaus, Zurich •
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34. Stm Ufe: SkuU and Waterjug, c.1868-'/0, 60 x 50, oil on
canvas, Private Collection.



37. Eortrait of Uncle OominiQue {in a turban>. 1866, 44 x 37, oil
on canvas, Private Collection.

38. Three Skulls, 1900, 34 x 60, oil on canvas, location not
norsd,



41 . !~J.miS(Cup and Apples, 1873-7, 41.5 x 55, oil on canvas,
location not noted.

42. J.yg.. Fruit, Clotfi and Glass, 1879-82, 60 x 73, oil on canvas,
Paris, Musees Natlenaux.



4'~,J, ~~s gnd Plate of BisCyits, 1879-82, 46 )( 55, oil on
canvas, Paris. Musees Ni ';~Dnaux.

44. Jar, CQffee-Pot'l and Fruit (Still-LifEl in Black and Whi.t.ru.
1870-2, 63 x 80, oil on canvas, Paris, Louvre.



45,' Vase,.EJ.a1Q..'lnk-Weliand Fruit (Blue Vasel, 1883-7,61 x 50,
oil on canvas, Paris, Louvre.

46. Self-Portrait witb 8 Palette..,1885-7, 92 x 73, oil on canvas,
Zurich, Buhrle Collection.



47. eWIJ1a!,l:iofciing a....9aleue, 1868-71, 10.3 x 17, pencil and
pen. \Basel Kunstmuseum. ..

48. The Painter, 1868-71, 11.1 x 10.3, pencil, Basel
Kunstmuseum.
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49. PreparatigO for the funeral or The Aytgpsy, c.1868, oil on
canvas, 49 x 80, Pilvate Collection,

50. A Modern Olympia (The P_QilW"e, 1869-70, oil on canvas,
56 x 55, Private Collection.
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51 . A Modern iylympia, 1872-3, 46 x 55, oil on canvas, Paris,
Louvre.

52. \tassels, Basket and Fruit {The Kitcben Tabbd, 1888-90, 65
x ao! oil on canvas, Paris, Louvre.



53. L'Ecorcbe,Interior wijh chair, 1881-90, drawing.

54. BMket with Apples, Bottle, Biscuits and frujt, 1890-4, 65 x
81, oil on canvas, Chicago, Art Institute.
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55, Plato of Ctlerrjes and P~ache5, Vase and CIQlb, 1883-7, 50
x 6', oil on canvas, Los Angeles, County Museum of Art.

56. Man with Folded Arms (The CJQQkmaker), 1895-1900, 92 x
73, oil on canvas, New York, Solomon R. Guggenheim
Museum.



57. f.i!lte with Agples and.Cup (BigApples), 1890-4,46 x 55, oil
on canvas, location not noted.

58. Fruit-Bowl. Cloth" Glass and Applea. 1879-82, 46 x 55, oil
on canvas, location not noted.



59. Vessels. Fruit and Cloth in front Ofa Chest, 1883-7, 71 x 90,
oil on canvas, Munich, N'lue Sta~tsga~erie.

60. Curtain, Frui.t:BQwl. Carafe and Plate with fruit, 1895-1900,
73 x 92, oil on canvas, Paris, Louvre.



61. Plaster\<Cygkt, ieas.
Natlonalrnuseum. \

X 8', oil on canvas, Stockholm,

62. River at the Bridge of the Three Springs
pencil and watercolour

/I,;;;;-"',._...........-~ .. _ ....... - _I ± 1 .utax 11 ",.$.31 __ -Ul_ b • _iii

1906 ,

\
L Ee-NY



\\

n
I)

63. .B§ceptBcles, Fruit and Biscyjts on a Sideboard, 1873-7, 75
x 81, oil on canvas, Budapest, Szepmuv~szetiMuzeum.
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