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INTRODUC':'ION 

Tbe understanding and illustration of the most im­

portant for5al rinciples in the ~ork of Paul Cezanne 

as the object of my st~dy program, beginning with the 

approach to ~orm of tvo other periods before C~zanne in 

order to &et a perspective view of his place in the 

time-stream of art. 

study focused on still lif,e· because of its ex­

pediency or handling in the studio and also because the 

still ~ife painter is ore directly involved with the 

formal techniques of painting, including design and ex­

ecution. He is ~ore involved ith ho e paint~ than 

hat he paints; he ust interpret the dead visual facts 

of a still life ~et up into an independent expression of 

living art. 

?ainte~s have found several equally valid solutions 

to this roblem. In OYlrn paintings I have traced the 

change 0 emphasis on various for~al considerstions, 

concentrating on three major oh ses: Vermeer, 17th 

century Dutch; ~anet, 19th century French; and Cezanne, 

19th century ~rench. During tbese eriods, the jeslre 

for ex~eri-entation with new cop.ce~ts or techniques 

pro~pted artists to externalize these conc,e,pts in a way 

...jhich olaced more ,ero:phasis on the style or manner of 
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painting than on -hat was being ainted. The Dutch,
 

for emample, had discovered light effect; the Impres­
,

sionists, visual perception; and Cezanne, effective 

truth. 



I 

VERMEER 

T e Dutch np roach; Verisimilitude 

The first painting as an attempt to recapt re the 

techll1 . que a Vermeer. In setting up the still li:'e the'reo~ 

Y'ere several t:l1ngs to kee in mind. ti'irst, the o'bjects 

had to be hin~s of bea~ty in themselves, - particularly 

t e kind 0 sensuous bea ty of color, shape, or texture, 

"or the Dutch liked to paint ojects of ever day beauty 

hich de their 0 es p eas rable ,. - glass, flowers, 

"'rui , sil,rer, - it gave t lem a ch nce to pai:lt be uti fUll' 

t in s which at the same time a pe led to the senses of 

sight, s el , ta te, and touch. In t'is ay, tneir 

painti gs ad a human ap eal. 

The compositi n itself had to be thoUfht 0 primari­

in big patterns o~ ght anj shade, emnhasizing con­

trasts. T is was SlJ ge ted by arranging tbe tapes,try So 

t'ilat i r se u into the ,rant pI ne of the pict~re 

in front o~ the source of light on the left side. This di­

vided the pict re in 0 t '0 main areas of Ii, ht an shade 

. . th a serie 0 radations ~ront to back at the right • 

The t e back lane 'as made tc s de in a g~adation 

o da~k to ight by ~lacing a CaDa y to sc~een the Ii bt 

source ove~ t.he b"ckdr'op. These t\,;O tricks establisned 
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!he main areas of ight and sh~de.l The next step was
 

to select a umber of objects to fit into this enframe­

. ent hich ould be consistent ~ith the tacti e approach;
 

that is, bieb WOJld both h rmonize with each other and
 

provide contrasts in textures and colors.
 

The e and -hi te oriental vase wa.s one simi lar to 

the particular ~pe co on in Holland. Tbe Del!t pot­

teries copied or~ntal VciseS like this one end they were 

as co on in the Duteh still life as in the Duten nome. 

Therefore, this vase ~as to be the central object in the 

pa ntin , an' the 1 n 'a to find other objects 'hicb 

"Juld more ozJtess co~_lement ..: t, or at least harmonize 

with it. The Chine~e red vase was an amazing discovery: 

it as al ost the same red as the ta estry, and ould 

balance the co pos tion beauti ull because it was tIler 

than t e b ue and ~hite vase. Its redness would permit 

me to use the techn° ue called raDpel, ,hleh means recall ­

ng a eatured color in another part of the painti g. 

Besides, 1t~ he: bt, c~upled i h its arID color, would 

take attention avay rom the blue and bite vase in 

-
1. ~or exa~ples or this use 0 a shaded background 

in Ver~eer, see especially pl&tes 18~21 in the Ph~idon 
Edition, The Pai~tinEs of Jan Ver eer (London: Harrison 
and Son8 Ltd., 1940). 
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order to disperse interest over ~ore of the picture 

sur"ace, a significant trait in Ve'r'!!1eer, ,es~)ecially.2 

The gt'een bottle Yo"as put in because of its trans­

parency, its smoothness, and its interesting shape. 

Its greeness was ag in a happy coincidence for r~Pgel 

*ith the dif~erent reens in the tapestry. The grey 

jug on the right was almost an a ter'thought, and yet its 

rey tone does com Ie ent the whi t'eness of the l&rge vas,e 

besides emphasizing the tr-an~lucency and reflection of 

the g,reen bot tIe. 

The particular c~re in setting up the still Ii e 

was necessary becau~e the Dutch approacb stressed the sin­

certty 0 copying the direct v:.sual impressio,n of the ~o-

tlve. Therefore the set up should be as close aE possible 

to the appearance of the objects hen painted on canvas. 

The first layer or paint was a t~in layer of a neu­

tral ground tone of b J'rnt sienna and yello\'- ochre over 

the dead wht te canvaS. Then allowed an unde'rpainting 

ith deeper values of the same paint mixture, the purpose 

of ,;hich was to delineate the eor:ns and contrast the major 

2. Ope cit., espBcia~ly pl~tes 18-21. In Vermeer, 
t~ere is usually so~ething at he d level to &ttr~ct the 
eye's a.ttention a'ray from the naturCillY more inter,esting 
fi ure. 
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tonal area 1n light, 1ark, and half-tone, similar in ef­

fect to a black and ,",hi te photograph, and close to the 
.~ 

way which Doerner u says the Dutcb painters in general 

underpaintedj that is, they underpainted in tones of &rey 

over which they laid their tra~:sparent glazes and sc umbles. 

Ver'leer, however, pres1..l.'Ilably approb.ched his paintings di f­

ferently. In a picture called: The Artis~ in His Studio, 

he sbo\',TS an artist (hi,rlself, we assume) painting a por­

tral t of a v:ro:man. Th,e easel and canvas with the start of 

~he ainting is shown. The area of the canvas that is 

painted is the cantral u~per quarter, and is obviously 

an exact reproduction of the top part of the girl's head. 

The rest of tne canvas is ba.re. We 8SStrne, there!'oT'e, 

t"lat he D3.i~te ' directly onto the canvas al1a if}rima, 

\'.!ithout a prell ,inary nderpainting, reproducing as ac­

curately as ossible each visual i~ ression of color as 

it appeared to hi~ in contemplation. 

Pope4 str,esses the noint, however, that he was not a 

complete realist. In picture this fact is demonstra­

ted in the pai[lti~g of the large shado\'!" area of the tapes­

try. If one ere observinr, a si ilar scene in nature, 

a. Max Doerner, The aterials of the Artist a~d Their 
Use in Painting, (New York: Harcourt, Brace and Company, 
Inc., 19~4) ~.~65. 

4. Arthur Pope, The_Lan ua e of Dra~in and Paintln , 
(Ca bridge: Harvard University Press,-1949 p.85: 
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looking beyond a. dark into c. lighted areo;., the dark mass 

would mer:e into a silhouette. And yet in the pa'ntin , 

the shado··s are given a play of color, although more neutral 

and of deeper value, 0 course, than in the lights. This 

is beyond re'alism, ~ a s uger-realism as Ur. Pope calls it. 

Each area 0 the painting is given the 11 attention of 

the artist at the time it is being painted. The artist's 

eye 1s adjusted to the tonal value of the area he is pain~ 

ting, creating a picture which a piling up of viswal data, 

assimilated and related at leisure. The dark area of the 

tapestry is approximately as detailed as other lighter 

areas. There is no blurring o~ the pattern into a single­

h~e tona ity. Instead, the same hues that are used in 

the li~ht parts are gradually darkened througn a series of 

transitions towarjs the darkest nldne. In the lightest 

hues there has been white paint added to each color to 

heighten value and suggest the effect of reflectEid light, 

whereas in the area of" half-light, the paint was used al­

ost directly from the tube, with several transition hues 

to relate t~o nei;hbori~g patches of colo~ made by ~xing 

these two colors into a grey of the same value and inten­

sity. The tlO relatively pure patches were first laid 

side by side and then the greyed neutral was superimposed 

over both edges hile the paint was still ~et. In t is 
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Jay the effect of a Ver~eer was approximated, but not 

copied. Vermeer would have laid the p~tches down side by 

side by side with a precise sure touch resulting rom a 

long contemplation of each exact hue. 

The lo~er right hand corner 15 a good example of the 

trans1 tion Q,f hal f-li,ght into shado", th'e colors becoming 

~ore nearly o~ the same value, eliminating as consistently 

as uossible as many contrasts of hue, value, and intensity 

as necessary progressing to!ards the shado~ area. The 

middle groU:1d 0 f middle v,a~ oe has th: greatest contr.J.s ts. 

In the 'i;hts, the colors appro_ch a neutral ~ ite; in 

the sh~dovs, the colors appro~ch a neutr~l bl ck. 

In orjer to e~~ect an over-all intensit:" or Intere c t 

1 the hree ~ain reas 0_ he a estry, the colors in the 

ligh ere restricted, coo -e ° "-5re~ns eing dominant. 

In e half-licht, colors were ~ore intense with contrasts 

o. 'ue ( .r d.n1 coo].) and vuue. In thi.s painting, the 

.s~ .. :iov· ..rea as n:a:ie rela i vel- war er. The light are s, 

t en were rna e ostly yellow and yellow-green, green, 

green-blue, and b ue, - mostly cool. The darker areas ~re 

re~tricte1 to neutralized yelle ochre, ~~e er-valued are 

vi~let, and an intense blue-breen, plaved over mars violet, 

ith s~all i tense pctches of cerulean b~ue and yello~ 

ochre. 



In order to ake the contrast more effective at the 

left edge ,,;here the dark tapestry meets the light tapes­

try, the edge of the d~rK was blurred by neutr~lizing the 

hues at he ed~e to mare or less a single greyed tonality. 

Then the f~rther lane as gener lized to a single area of 

Ii ht by ad L ~ more hi te to the pig ent at the edfe, 

and fuzzing the Sharpness o~ the color atches, reducing 

contrast~ part to p-rt. The ~inal effect is th~t of a 

d3rk reddis -rea in the near pl ne ag inst a 19 t yellow­

ish area i~ the further plane. The burred ed es are close 

to the ay one erceives foreground-dist~nce contrasts; 

that is, no sharp delineation. 

All 1n all, the ta estry _resented the most chal­

le~~ing p inti g prob em because of ~ts i port~nce in est­

ablis~ip~ space ani thE spaial placing of all tb~ other 

object~ in th - ainting. 

Each 0 ject was 'ai!1tedi from start to finish separ­

ately. The backgr'ounrl as painted I'irst. It "as kept a 

r, I neutral grey, sha1ing rro light 1n the left to 

dar~er to the right in three ain stages. Partiall this 

as aceD lished through th~ actual slado s cast by the 

vases. V~t the darkest !J<;Lrt of the background could not 

be jarker than ~ae dark ~l~e patterni ~ on the vase in 

order P or the y se t e rroore i ort~nt, to Dull itself 
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out of the d rk. ituati~~ the more concentr&ted P&ttern
 

on the shadov' 5 ide also helped to :nodel the viise, , esides
 

balancing interest between light-d~rk contrasts and pattern.
 

The v~se itself was painted fOrst in its o~n back­

cround color 0 grey-blue, model~ng it from d~rK to the 

extre e .' ite or h hie ligh in a series o~ smooth tran­

si tions. The pattern 'as overlaid a tel" - rds. close 

look wi re eal that the patter itself is a co bination 

of tones through lack to a more intense: ghter b~ue. 

he extreme right edge is almost out-ined ith ~ 

Ii tel" blue than he surro~ndlnc dark of the shado~ in 

order to s p~r e the vase from the b ckground. Higher up 

on he same side, 'here the vase rises a ove ted rkest 

v lue a the b ckgroun , the pattern is allowed to get 

d rker, forming c..n equ lly ttrc..ctlve contrast. B,ecalJse 

t.11s vas has the gred.te~ t 1ue contrast of _ny oi- j ec t in 

the aint n nd 'o~l comm nd more of the eye's atter.tion 

i its v es -ere copie1 exact~ , the blues o. its pat­

tern ere neutralized in order to push it back into space. 

In contra-t, the rej v~se as painte by gluzing an 

alizarin over a C'ad~i u· red, and then .adding hi te an:i 

black t_ the re.lections and sh~dows respectively. he 

~etness o~ the d rect paint ave the represent~tion the 

same smoothness o~ t e 0'0 ect t S OV.'TI red g2.aze. 
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The right ~and pot ~as modeled so that i s position 

on th_ ego the paintin- ~ou11 not be too noticeable. 

ainly it rovided a stop for the eye and a me~ns of 

readihg s ce diagonally and ',y overl pping. The pot - s 

odeled in three ones of grey all close in. value. Even 

the hi hligh is not re teo his akes it seem less 

eye-catching. 

The green bottle was painted by st~ges. ~irst the 

area~ 0: hat 'as mora or less the local tone ~ere painted 

in. Then th ~arkest darks were laid over it t~i 

T' e 11b.~ts :ere ru 'hed into tho green, lendL ~ the tv,o 

0bether. he red vase sho i g throu~h ~&S achieved by 

neutralizing he loca_ one 0 ths, v",~se and 3dding hi te 

to it for the ight and t en ad ing green-black orthe 

dark. hen the green of the bottle ~us intensified 

where it Caffic i~to cont&ct ~ith the darker red for emphasis. 

In order to make the bottle st~n1 out cle~rly, its 

botto eif.e \,...,~ outlined str' n l' in lack. The highlights 

on the r~m ani on the red vase were painted i an opaque, 

intense bite, si ulatl he contrast v ieh ~ate; g &SS 

sparkle.s a eneral rule, the stronger the lib t e~fect, 

the [reater t e de[ree o~ value contrasts, he greater the 

s arkle. 

rhile these objects v:ere painted, as this account S'Jg­



14. 

gests~ by arbitr~rily arrangin or designing the visual 

senso data, it sh~~ld be reme bered that the fir~t aim 

was to go beyond at tbe eye sees directly and to aint 

a perce tive usion of this visual data. 

S AR: 

In this ~ainting, I trie~ to sublimate all other 

or ,al cO~5~der~tions to the c)ncept of a unifying light 

e ~ect. ~he co osition was arr~nged rimarily in terms 

o light ani d~rk masses. The bject~ ere chosen for 

their sen~ )OUS visual and t~ctile ap_eal reve e1 hy the 

all~e~com assing light. The colors ~nd textures in each 

part o~ t e aintin i"ere rendered ';Ii tho a jewel-like 1)re­

ctseness o~ tone~ yet preserv~ng a consistency of tonality. 

This over-all i~pression [OeE ) eyond the adjust e~ts of 

t~"le normal eye 0 C anges of ight, yet approximate the­

reality o~ contem ative vision. 



MA ET: 

he Impressionist Ap roach; Visual Perception 

Lookin at he secon paintin, its impact is of two 

m in areas, _ ght and dark, ith t~o smaller areas of 

bright hues, yel 0 and red. This ainti tries to emu­

1 te th~ im lici and directnes of anet, and the 1m res­

sianists' hand in 0 ligh. 

The si pic' is emphasized by imiting the number 

o 0 ects to be ainted and by their individual simp if-

icat"on	 into m sses of one. he composition stres es 

oriz nta an vertica lines, relieved by the one major 

dia onal of the fee In the same ay, space is read by 

the checker oard projections of the lines of be hite 

cloth, and y he nife' ia na. There is a disti .ct 

separatio among the three planes wnereas the first 

pain ing emphasize the ran itions bet een lanes. 

There is a directne s in tbe r cording 0 the immed ­

ate vi ual ~ensa ion, a stoppi o! one instant 0 time 

amon the ch nc-in myr'a:is. T~e f'res brushstrokes a d 

t'~Tt' e pile u paint te to uickness of execution. 
.The object- (Ie ons or glass) are odeled in a ite 

n ber 0 colors: extre e ark, extre e light, ocal 

tone, a hal -light. The pa nt is laid on in bro-d 

...
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patches \1"i th a s~uare rush. The local color is not 

def "led y "~laying other hues into it. There is a de­. 
cis,veness o~ sta ement, a mode ing of one particular 

loc~l color -rom extre e 1ig t to extrene dar~ in ick, 

un en ed s e~s. 

Te directnes~ is elt too in the lat silhouette 

o~t o~ thp 0 ject, an~ is read ostl. 'y a quick transition 

to d~rk at its edg~s. 

T' e val'· us areas o~ the c re "ere painted by ayin_ 

a color, th _oeal tone, over he whole sur ace a the ob­

+ject (excluding e ighli hts) . Then a thinner dar'k was" 

superim se or model ng. ""01' examp e, the hite cloth 

as modeled \'-i th 'h· te and t10 s ades of' neutrals, one "arm, 

one cool. net appears to have .orked his d rks into his 

lifhts. TtJe 5 e rocedure a ear c n thi ainting: a 

eneral anal are over ·ch are 1 id tear 5 for od­
,

elin • (Cezanne orked e other ay around, fo'lo ing 

the ener 1 Eur pean tradition, vorkin li[hts into and 

over ~s dar er areas.) 
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T e ImAressi nis s ha 1 scovere that dot 0 ure 

color 1a1 '1e by s!1 0 t cIo_ely appro ima .e - y 

that the e e and n' -otk toge her to acb eve he idea 

o color and space in actu~lity. The eye sees r~ads of 

di~tinc col r i e ~i ns h~ch are tra s itted to the 

brain an inter rete y it. here ore, the Impr sieni t 

felt hat i~ they laid ar~~s of pure color close oget' er, 

he min ould as imilate hem into a readable pa"ntin • 

T~s is ha th s p inti b tr"es to do, 'articularly in 

the Ie ons. 

7be approac is ver' simi ar to the Dutch technique 

o ecordi the exact ue that the mini perceive except 

that ne abstract by simplification. he Ie ons were 

odel ~ in toys. Yello v ry i tense color. To 

model a yello do i 0 a deeper e one can go to e1 her 

s r he -ca led co or heel; i.e., to t_ e ~rm 

oranges ani reds do n to red- iolet, or to t e cool 

reens and ues 0 t b ue- i 'et. ot me ods ere 

use by the Impressionists. mhe le t Ie on as modeled 

i h a armer 1 -t ~e, the right emon ita a cree ish 

hal -tone, bu both are of about e 1 attrac io , and 

late the u ch ul modelin 0 lich into sha 0 • 

The ~ as k ~e ere ainte ith the idea o~ 

honing s arkle, - emphas"zing V lue contrasts, a though 
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hues and intens'ties are i i ed. The e ect s similar 

to an as reada e as a Dutch stil e from a iven 

distance, for althou h the detai is ssing, this actu~l­

ly orks to a rox mate the ay the eye blurs deta 1 into 

as~es tone in a i.gle lance. 

umml1.... \¥ : 

The 1m ressionist concern or rendering the ireot­

e s a s pl"c' y 0 a mo ent 0 ac ual v'sual er­

ce tion d i ates th's ainti g. he means used to acbieve' 

this include a big patternin 0 :ocal color in light and 

dark, the com s' on, a silhouetted c t-out e ect ac­

cen ua ng sever ica s and ho~iz tals, approxi­

atin he f a nO$S 0'" objocts percei e i tro __g ight; 

and h o res' recor· ing of impressi r S 0 ure color in 

road reas ith limitation of dee er- alued arm and 

co "ng to a 1i over a o~ paint at the ed es of 

j etc:. 
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CEZANNE 

The ~0~ma1 hP ~o ch; E ective T~uth 

"To nt a flo e~ is to paint ale;
 

"To paint a pictu~e is aint a 10 e~."5
 

,
A aintinc by Cezanne exists as a record 0 the 

a i1 ty 0 the .articula~, no ig icant as a 

segmen 0 time existing in ~ea1ity 0 t 0 the context 

of time. In his .or , Cdzanne eliminates the transitory: 

Be e fects a a- e por~l ver ty. 

In my three Ceza e pa ntings the~e ere sever
 

or a1 rinci es inherent in the art o~ Cezanne 'hieh I
 

trie to i1 ustrate. The main a~ea considered h d to do 

'th the means ~or achievi. a three-dimensional structural 

or on a uni ,_ t o-di ensional surf ce, articular y 

t1ro gh the use 0 color and paint itself. 

The composition of eac _ pa nt ng ~as 0_ great concern, 

or there were several points to keep in illind: the gen­

era ur ~ce h d e patterne eometricall , and th 

as e nhasized in the big painting by arrang ng the hite 

5. Richard Poussette-D rt, rom a lecture e1ivered 
at the Skowhegen chool 0 inti g and Sculpt re, July 
27, 19 6. 
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interest in nlay of tone, and thereby loses its ~eeling of 

Dni le1 ~ass. Its t~~le-top is clo~er to a s nele tonall ­

ty and is felt ore as a solid, just as is the table in 

the econd icture. his principle, tldt a single tonali ­

ty ives a stron eeli g of' 55 i a building block in 

Cezanne. The hues ithin the tonality may vary, but the 

eneral i ression remains the sa e. This ri ciple is 

va uely remini cent of the anet cut-out ef ect (with vari ­

a ns). It does, ho~ever, ~ive a rectness and strenFth 

to the ob ects p-lrted and to the com s tion as a ~hole. 

Intere_t as ur_osely dispersed over more of the 

pict re surface by u -in off-center groupings, assymetri ­

cal organizati n. However, in the 'rst ainting here the 

two r ups are Iocr ted of~ center, there is dis-unity be­

cause o~ the are of dead s ,ace bet een then hlch is not 

expla ned or jUs i ied. The seco d a_nttng works ar.")tiJnd 

this ~rob em in a ser e5 o~ stens readi g i to de~th ith 

the adde1. ~~ter s o~ t~e plate at the extreme left. In 

the lsr e a1 t- , he ~Io er and the apex 0 the triangle 

are bo h assyme r'cally or'ented to the ri t o~ center, 

i a s r ng ocal oint. ut 1. riAg one 0 tne last 

t es o~ pa'n ing, became -ncreasingly ev' ent that 

the co b na ion 0 the t 0 ~as too er ul. herefore, 

he fold over the top centr pear was painted in to give 
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added su_port to a contr ry dia onal. 

The di jo'nted _ualit. 0 the ~irst t~o p~intings 

der..-: es the Cezanne tendenc::.­ to use a compact center 

ro in. Intere 's d"srersed instead thro h closure 

and ikeness groupings. The thir1. painting uses a CO!Il­

binat on of a co. act center, likeness and c osure ~roup­

s Ius add1n- a feature 0" lines r d"ating rom: this 

central core to the fra e edges. 

The ositionin of the ob ect- the selves in ~el ­

t'on to be icture ane as t~ouEht o~ pr'marily in 

te ms 0 planes _aralle' to the )~cture plane, -itt these 

in t~rn connected y sim Ie diagonals. This 1s c~early 

sho n in the arge ai t'n ~bere the ears are separated 

by r~ati ns 0 aral e1 folds of the hite cloth, ~hlch 

also 01 s convenie tly to crea e d'a al projections, 

especially noticeable at the left. 

T.e recessio o~ planes was accomp ished by using 

everal means, ainly by emphasizing edges, either by 

lightening or darkening them depending on what the- ere 

gaO	 st and h ~ ar back it as. The h te clot is 

test at its edges ere 4t comes aGainst the contr-sts 

o	 pear or ot. 

In orjer to achieve a . meless qual' ty, a speci~ic 
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light e f'ect as avoided. Although aLl. of these p, intings 

\rere painted \4'i th the sarne conditions 0 r light, the Cr!­

zanne ones ignored lig t effect in or1er to stress the 

structural so_io.i ty or tbe~orms. 111£'0, 'in the repre­

sentation o~ ~ ace an form, the eli. i ation o~ light 

ef ect tends to unify the p'cture surface instead of sep­

arating the arts 'nto tonal areas. 6 

A_so, the simple overlapping of fruit and cloth 

ives he readi g of s ace a stro 19 impetus. Overlapping 

is a simple but ef'''ect i ve eans of render' ng s ace., 

To rther clc.ri"'y arm and .8ce, the objec.ts were 

dr3'....n an1 re-outline1 in the third ainting, p rticl:Jlarly 

to re=est· ..blis ed es. Th s reliance u_ on ine contributes 

to the solidi~ o~ the re?resented 0 jects and to the 

geo etric Ii earity o~ t e picture surface, as ~el1 as 

bel ing he read'ng o~ depth. 

The erspec ive in pa~ntinE three is not accurate. 

The cloths ere dram _rom Q se~t d pos~tion, more or 

less at eye evel, but the fruit and pot were dra~n from 

standing os1 ion. This is not noticeable in the paint­

ing its l~, yet it actu'lly gives are of a feel in of 

solidl~' to be able to see ost 0 the pears and to see 

6. Bee Ce"zanne t s The B~ ue" Vase: shadOWS are mini­
mized, close to background tone in hue and v~lue. 
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into the pot. It al~o aces more im ort nee in tne
 

core 0 the painting.
 

There are other kinds o~ distor ~vns in the first 

t·o aint~ng. In the first .ainting, the back ro d 

ines do no co'ncide exactly, a result ~f considering 

rimaril th s atial e fect on e'ther side of the jug 

lnde endentl. Also the olate i til ted sight y in order 

to see ~ore o~ it. Thi aproaches a cubistic conce t o~ 

renderin an ob ect as we think of it; v.e seldom see ju~t 

t' e1 e 0 a plate, ~e h'p$ of it more as an ellipse, 

at east, there ore it is .ainted as an ellinse. 

Of course, the rea . r blems Viere solved with aint. 

The ~ir t aim as 0 cover eac area o~ he canv s ~ith 

su ic'ent interest in order to approximate overall e­

quality of at raetion. This meant to play color artic­

ularly in the shado~s and troa1 unpatterned -reas. The 

bi p inting is the ost succe sful in thi regard. The 

p&ttern of the ta estry is ost vident alon the necessary 

counter-1iagonal and at two rei tively un ttr ctive edges 

or th canvas. The rest of the t uestry, es, 'ecially the 

the 10 er ri ht ed e, eco es mere patches of the same 

colors as the re t 0 he attern but 'th no linear or 

_loral desi n to attr ct t~ention. The t pestry, it is 
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true, rarely oes into lig t, but at its lightest ~oints
 

(upper le~t and o;er right) the pattern ha been so ne­


c!ected th~t t~e lisht, attract ve as it is to the eye,
 

rea.;s as an undetailed area, and in the upper left, bare
 

canvas.
 

The ta.bletop is a good exa~nple o,f pla.y of" color 1n a 

rlat area. There are at lea~t four tones played against 

each other, but at such nearly e ual values that the area 

remains· lat. Thi~ is not true of the background of pic­

ture one. The co~stant alternation of color patches breaks 

u? the unity of the pI ne sur ace. In the second ic­

ture, ~he l~e of the back rou~d is too monochromatic, 

threatenin r dullness. 

Next, the use of gradations of color, both hue and 

value, acco~panying the modeling creates much of the sur­

face interest. The ear~ in number thrge are good exam­

ples of this: notice the right hand pear. ~irst there is 

the impact of :. ts single t :mali ty 0 ~ yello~'-green at a 

distance. Then, as yO!) examine it more closely, you will 

notice th3.t t~e ode1inf';s done fit a arm, deeper­

valued oran.e and reI' greens. The technique used is 

just the opposite of a anet. The deeper color patches or 

the s~ado s ere laid on irst at the edges, and then each 

successive sta e or the odel.ing as floated oVer the 
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previous stage (by adding a drop ore oil to tne trush 

~ull of paint). The modeling itself was kept pretty 

close to the main color value of the pear, depending for 

its co~plete readability as a solid upon the su~erim~osed 

bluish line of its contour, and its distinct color sep­

aration from its surro~ndings. 

Co ared to the at least somewhat successful r€ndl­

tio~ of the fruit in the third painting, the apples and 

pears of pictures one and two are unsuccessful. In 

n'l:I1ber one there was too great a range in value in each 

~ruit. A so, the in1ividu?1 pat hes of ~odeling were of 

too great diPference~ in yalue part to part. In the 

second painting, the natches become closer in val e, but 

too any cn,.nges of hue occur, givL.g the sa~e jig-saw 

puzzle er~ect .. 

Unlike the I~pressionists, C~zanne rarely allowed 

his pigment a co e out to h~ h intensities, except for 

small intense patc~es of reds or or~nge. Ri~ ye lOWS, 

ostly oc r , are e t nc ral, a~ in picture three, 

ala, ith cool green-blues nd blues. (In his land­

sca es, he leane stro~ ly u on more intense yellow= 

greens and greens.) There are s~all areas o~ :ntense Ul­

tra arines and reeS-violets in surprising pI ces. 

The 4=':i..rst i uression a a Cezanne 1s that 1ts color,s 
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are of high intensities and v~lues, but ~ closer exaroi­

nation shows that while the bep-era impression of ~ tone 

is that it 1s light ~nd bri t, it is actually composed 

o ig areas of more neutral colors. Also, the play of 

color gives the whole surface a synthetic sparkle. 

Part of' thi sparkle is purel:.r the pi'lysical trans­

ittance of light through the thin 1~/ers of oily paint, 

one over the ot ere (Ortentimes these two co aI's ~ill 

be co ~e entaries, ixin to an optical grey.) 

Color helps in the readin of s ace. As an ex Ie 

or the use o~ contrasts of color or intensities to place 

objects s_atially, n~t~ce the di ere~ce in spatial place­

~ent in the di ferent areas a be tapestry. Vbere it 

co'.es il:to .romlr-ence, the colors ecome warmer; that is, 

more reds and yellows, reserving deeper greens and blues 

{"or the shadows. This is evi -dent i' t e ~eneral tonali ty 

of the u_per left area: its ar th both brings it for-

war and g'ves it two-3imensional importance. This mani­

pulation 0 the oe~ 1 colorE ~s airl.: arbi trary. Areas 

may eco·e w~r or cool, ~ tterned or det~il-less, ight 

or da.rk i1>rder to e feet maxim surface interest eo~rJ­

bined with form ani s~~ce play. 

Associ~ted ith this is the stro~g use of rappels 

to t e in all the various arts of tee co position. In 
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the big .icture, ~e notice, ror example, o' the m' rs
 

violet and yellow ochre pop up in une &ected ,laces,
 

es)ecially aroun1 the edges 0 the picture. Also included
 

in this categQry is tre case ~or b e ding the local tones
 

0" two ()l j ects ch overlap back and orv,ard in depth,
 

un! ing the by u~e o~ a 5i g'e onality, then separatin~
 

the thro eh 'e use 0 a delineation of co~tour.
 

There Clre other .ore i . or ta.nt ~ ay s of e ec t· g a 

untty o~ the icture s rf~ce, artlcul~rl~ throu h con­

'stency or the scale and texture or the paint itself. 

f"or eX3'!l,le, the 9.ctual texture 0(' the tapestry is not 

~elt as 5tro~ ly as is the texture 0 aint on canvas. 

Thi is what a ~ainting is. 

S ARY: 

In summary of the means used to arrive at a kind of 
becu1'., 

timeles~ ~e might say: 

There is a unity of the picture surf~ce in two and 

three di en~iona terms. Three-dimensional space is ex­



pressed y p anal' recession, the emphasis on edges ttrough 

lightening and darkening, a gradua omission of detail in 

~urt:J.er planes, si Ie overla ping, the ~i t uating or ob­

jects parallel to the icture lane connected by dynamic 

lanes, and ,rers:.- ec ti ve used more or less ~ccurately. 

Three-diffiensional ~orm; that is, the structural solid­

1t:>r 0" 0 j ects is reI t turough the add' tion 04" outlines 

par icularly e p asizing e~ges, the simplif~cation of main 

direct'ons in the icture and its stapes, plus the use of 

anproxi late mono-tona:ity in each object, the avoidar-ce of 

detail. 

The two-dime 'onal compositiona me ns inc~ude: 

re eate1 s~r.pace shaoes which t d to - e ~ore or less 

e metric all)' simp e but vai['ied; lines breaking frorJ the 

central ~asses to embrace all our ed e of the painting; 

position of diagonals; emphasis on . lanes arallel to 

the oict re lane and lines horizontal and-vertical echo­

ing t e lines or the fr' e. 

The color arks two-d' ensionallv by an ap;roximation 

rface equali o visu 1 ttract~Qn by a 

co i~~\e nlay a color, especi 11y in the flat areas 

an shado Sj limiting the ran e of intensity of colors 

to'-ards an 0 leral1 consistency of tone; and ~ nclu:iing free 

mam- ul2t· on 0 ~ local tones, ·arm and cool, light and dark; 



a so imo r ant are t e r ace vibrations 0 the consis­

tenc in handling the text re nd scale 0 the brus stroke, 

and t le transparency and broken ualit of the aint 

atche themselves. 
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CONCLU... ION 

The ain ine o~ 7'lro~ression in tr,ese three segments 

is ro veris' i1itude toroards ab5traction. Verisi 11­

tude is the super-real jeta'ling of individual sensations 

or color as Ii h re~cts upon 0 jects, with particular 

concern ~or se suous, tactile eauty. Next comes the broad­

er I _ressionistic ap roximation of visua perception, -

si Ii icat~on into pure color anj -lat tone. 

CUbtracting r rr his the tra~~itQry ef~ect~ of 

light and eriod styt", Cezanne abst.t'.:lcts from nat,lre and 

mani ulates visual data to ef~ect a semb ance o~ reality 

ynthesized ~rom its incep net _ cets, the ana yti ­

cell- organized into ne~ relationships meaning 1 in them­

selvps, - dtvorced fr()~ the subjective realities, existing 

as eftectlve truth. 
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Abstract f1'rom 
,

CEZA 

The F'orrnal prQ<lch 

The understanding and illustratiQn of the ost 
,

1m ortant for a princi les in the rork 0 Paul Cezanne 

as t~.~ obj ect of my study program, beginning i th the 

appr ac to form 0 WO ot' er eriods' e ore Cezanne in 

order to ge a ers ec ive vie\ 0 his pl~ce on the ti~e-

5 trea:n of" art. 

~y 5tudy ~ocused on still life beca se of its ex ed1­

ency of handl' in the studio an1 also ecause the still 

Ii e a1nt a r 1s more directly involved lith the ormal 

t c ques o~ painting, including design and execution. 

He i~ Dre lr-vo~vej ; ~h ho he aints than h t he aint; 

he must interpret tie dead visual dct c 0 a still lif"e 

se up into an independent expression 0 livi art. 

P inters ave d several equally valid solutions 

to his ro Ie. In o n Ds:nt:ngs I have traced the 

chan e o~ e phasis on vari0u ~or I consideration, con­

ceptrat ng on thr~e ~jor ases: Vel' eel', 17tb cent ry 

Dutch; . anet, 19t century F'renchj c..nd Ce anne, 19th cen­

t~ry 'rench. Dur'n thes er'ods, the desire _or exper­

i'T:ent tioD th ne concepts or techniques prompt~j artis 5 
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to externalize these concepts in ~ ay hich place ~ore 

emphasis on the style or anner of p 'nting th n on 'hat 

was being inted. The Dutc, or example, had discovered 

Ii .t ef:ect; the ~ ressionist_, visual perception; and 

Ceza~~e, effective truth. 

The ~irst inting Vias an attempt to recapture the 

techni~ue 0 a Vel" eel". In thi aintin, I tried to 

SJbli ate all other formal considerations to the concept 

of a uni ~ing light ef ect. The composition was arran ed 

ori~arily in terms of igh nd ark masses. The objects 

ere chos~n ~or their ensuous visual and tactile appeal 

revealed y the all-enco~passing Ii ht. The co or and 

textures in each art of the ainting ere rendered ~ith 

je~el-like precisenes~ of tone, unified by a consistency 

o~ tonality. This over-all i~pression oes beyond the 

ad ust ents o~ the normal ey'e to ch~ nges of Ii ht, yet 

approxi ates the reality of contero la.tive vision. 

The I ressicnist concern or rendering the 1irect­

ness and simplicity of a momer-t of actua visua~ percep­

tion dominates the secon1 painting. The mean$ used to 

achieve this incl e a big patteroin of local color in 

_i ht an ~ rk, the co ~osi ion, a sillouetted cut-out 

e ~ect ~ccenti~g si n e verticals and horizo tals, approx­

i atin~ the ~latness 0 0 jects perceived in str n light; 



and the resh recording im_ressions 0_ ~ure co or in 

broa areas :ith a Ii itatlon or deeper-valued rm and 

coo mo eling to a thin over ay of pain at the edges 0 

objects. 
,

In my three Cezanne anti s there were several 

or al pri cip es inherent in he art 0 ctzanne which 

I trie~ to 1 ustrate. The main area considered had to 

do ith the means or achieving a thre -dimensional 

structural ~orm on a nified two-dime_sional surface, 

rtic ar y thro h the use of col r and pain its 1 • 

A paintin by Cezanne exists as a record of the 

immu ability 0 the particular, no signi icant as a 

segment 0 time e isting in reality out 0 the context 

of time. In his ork, Ce1anne eli~ nates th transitory: 

He ef ects an a-temporal verity. 

In summary 0_ tb eans use to arrive at this kind 

o	 timeless ruth, ~e might say: 

There is a unity 0 the icture sur ace i two and 

ree di ensional terms. Three dimen ional s rce 1s 

expresse by planar recession, he emphasi on edges 

through _1 htening at dark ni , a gradUal omission of 

detai i urtber lane, si p e overlapping, the situating 

o~ obje ts paral e to the picture plane connected by 

dyn~ ic . anes, and ers ective, use more or less accur­
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ately. 

hree-dimensional or~; that is, e structur I 

soli i y or objects is felt t rough the addition or 

ou 1 es patt~cul~rlJ emp asizlng ed es, the si pli c ti n 

of main direct;on~ in the picture and its so' e , plus the 

use of approx' ate mono-tonality in e ch object, the avoid­

.ce of s_eci 'c light ePPect, n the avoi ance 0 etail. 

The imensiona com.osi nal means include: 

re eate sur ace shapes bich tend to be more 0 ess geo­

etrlcally s Ie, but var:ed; ~~nes reaklng rom the 

centr~l asse to e br ce all four edges of the paintln ; 

opposition of iagon Is; e~ph sis on pI nes ar llel to 

he .icture plane and line horizont I nd ver ical 

echoin the lines oP the rame. 

h color orks t 0-· imeDsionally by an approximation 

to overall s race e ali 0 is a ttraction by a con­

si erable 'lay 0 color, especially in e a~ reas 

and shado s; imiting the r nge 0_ intensity of colors 

to ar 5 an overal uni-tonality; and including free ani­

pulation of local tcnes, arm and cool, light an dark; 

.1 0 important are ~he rface ibrations 0 the consis en­

cy in handlin~, the texture an scale of the bruststroke, 

and the tr ns arency a bro en qua tty 0 the ,aint1 

, c es them elves. 
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c .~ 

The main Ii le rogressio in these tree segments 

is rom verisimilitude to ar s abstract"on. erisimilitud 

is the super-real etailing 0 individual sensa on 0 

color s _ g reacts u on . jects, ith articular con­

cern or sensuous, ta tile eauty. ext comes he broader 

1m ressio~istic approximation 0 isual perception, ­

sim_lification into uure olor and 1 tone. 

Subtract! c from this he r nsitory ef ects of 

Ii ht and eriod sty e, Cezanne a tracts ro nature and 

rna uulates visual d a 0 ef ect a seyblance of reality 

synthesize rom ts in1epe dent face s, then anal tlcally 

orga ze into er relationships ~eanin ul in thems Ive , 

divorced from the ubj c i e realities, existing as ef active 

truth. 

I 
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