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I. Introduction 

Cezanne is one of the most influential French painter of nineteenth century. The importance of his art lay in 

reducing bigger whole in simpler forms. Cezanne saw nature in geometric forms of sphere, cone and cylinder. 

(Bois & Krauss, 1998, 32) His ideology incorporated consistent and conscious learning from the Masters, 

precisely Delacroix (Danchev, 2013; Kallmyer, 2014; Alsdorf, 2010), Poussin and Rembrandt to name a few. 

Master's’ works of painting and sculpture are displayed in Louvre Museum, Paris. He too wanted to make art for 

museums. The practice of regular learning from the Masters and implementing it to nature, and his zest to 

release his own tensions and forces made him develop his own visual vocabulary. Cezanne received the 

sensations of nature and instilled keen perception to impressionist colours. Manet was the pioneer of 

impressionism. Monet, Pissarro, Renoir, Degas are other prominent artist of this nineteenth century art 

movement. Impressionists captured light falling on fleeting moments, objects and nature in primary colours, and 

pure hues. It was not a prevalent notion to give structure to objects but just light in pure colours. It was 

Cezanne’s utter wish to give structure to impressionist colour and light.  
Cezanne in his conversation with Bernard mentioned that before putting a stroke of brush on canvas, he cleared 

himself, of all he had known about painting. ‘The first encounter with any new phenomena exercises, 

immediately leaves impression on the soul. This is the experience of a child discovering the world….’ 

Kandinsky, 1914) Wilber states there are similar kind of experiences which relates to spirituality. Experience of 

an infant bear a ‘similarity to mature adult spiritual experiences’, he says, ‘both are not easy to conceptualize. 

One is existent without the accumulated knowledge and other has mature consciousness of human adult.’ 

(Porter, 2013) Cezanne intended to clear all ideas and preconceptions about nature. He wanted to see nature in 

its pristine clarity and unveiled the structure. He said that nature identified itself in him and he painted the 

sensations. Cezanne said he tend to forget whatever he knew about nature and painting when he intended to 

paint. He made himself forget all the ideas and preconceptions to see the nature in its pristine clarity and 

nakedness. He unraveled the vista of nature to portray itself in front of his eyes. He said that the nature 

identified itself in him and he painted the sensations. 
Barr (1956) says ‘artist is a unit of social network. Being a sensitive member of social fabric touches upon 

equations and surpasses the regular routine. A painted artwork may or may not comprehend with the harmony of 

colors.’ Venturi (1936) has illustrated upon Cezanne’s technique and style of painting. Kallmyer (2014) 

discusses color’s prominent inspirations for Cezanne- Delacroix. Alsdorf (2010) derives inspiration and 

similarity between the placement of objects of Delacroix’s landscape in still life. The exteriority of the plein-air 

painting is stimulated in the interiority of the still life. Merleau-Ponty (1945) discusses new dimension visible 

with the rendering of color, in modulations of nature. The work of art is not for its own sake but for inventing 

and linking old ideas and forms, seen earlier, with that of new way of representation. Artist’s ideology is well 

refined by the author that visible world was not his only concern, he believed in the representation of the 

invisible whole too. McDowell (2006) discusses the concepts of compositional space, movement and its 

Abstract: Cezanne was a spiritually inclined painter, knowingly or unknowingly he was the anchor of many 

incarnations in form of art movements. Cezanne kept his strength to forego with his passion to paint, his 

breath of life, painting, he wanted to do it till his last one. The inclination and the way he painted his 

tensions and inspirations was an act of spirituality. Spirituality and religion are two different coins; 

spirituality and painting are two sides of a same coin. The process, with which he painted, was an act of 

meditation. This paper explores spirituality in Cezanne’s process of painting. The multiple perspectives in 

his evolved style are a testimony of spiritual in painting and his life. 

 

Keywords: Spirituality, Religion, Meditation, Multiple perspectives 

http://www.iasir.net/


Mani Nandini Sharma et al., American International Journal of Research in Humanities, Arts and Social Sciences, 16(1), 

SeptemberNovember, 2016, pp. 75-79 

AIJRHASS 16-319; © 2016, AIJRHASS All Rights Reserved                                                                                                         Page 76 

emphasis in paintings.  Porter (2013) evaluates the eastern thought of spirituality and western practical approach 

to understand spirituality in its true flavor, clarity between spirituality and religion and new age connotation of 

the word ‘spirituality’. Spirituality becomes the way of painting and the core of painted piece of art.  
The Study is based on both primary and secondary data. Primary data is taken from the online source: ‘The 

Paintings of Paul Cezanne- An online catalogue raisonne’ under the Direction of Walter Feilchenfeldt, Jayne 

Warman and David Nash, and images available from online source and print media: Apart from this secondary 

data is collected from published work of renowned critics, psychologist, philosophers and established theories of 

M. Merleau-Ponty about Cezanne.  
II. Manifestation of Spirituality 

Spirituality is the way of life, the seemingly steady path one takes to lead through the course of the life. It 

includes not only the visible world but the invisible. Every object, as a matter of fact, has its own vibrations and 

produce different kind of sensations in a being. These vibrations felt simultaneously by heart and soul of a 

human being creates emotions and feelings. Nature and every man-made object and has its own sensations. 

Cezanne sought for sensations of spirituality through seemingly steady path of painting nature, during the 

mature and late phase of his oeuvre. He incorporated the process both tangible and intangible perception to 

justify nature in painting. Seeing and speculating that is in front of the eyes in form of sensations for Cezanne. 

In 1902, during a course of walk with Emile Bernard, Cezanne told him that one must make vision for oneself, 

Bernard had asked him about his views on ‘Masters’. In reply he said that, “one must see nature as no one had 

seen it before.” The realization of these sensations through senses create emotions and feelings, Cezanne 

discarded these and perceived his motif or object with keen observation, Cezanne rugged the atmosphere and 

tried to see the solid structure beneath. Cezanne said, “Drawing and color are not separate at all, in so far as you 

paint you draw.” (Bois & Krauss, 1998, 42)   
                             
Cezanne had already taken around one hundred and fifty sitting, during a portrait painting session of Ambroise 

Vollard of 1899 and there were two bare spots on canvas of the portrait, when asked about these, Cezanne told 

him, if he put the stroke of brush in a haste, he would have to paint it all over again. The spots are still lying 

without color. (Rubin, 1977, Stalnaker, 1996; Bois & Krauss, 1998) The portrait shares the same repute as of 

Manet’s Portrait of Zola- 1968 and Degas's Portrait of Duranty. There are few works duly signed by the Paul 

Cezanne. Portrait of Young Italian Girl- winters of 1896-97 and Old Woman with a Rosary was completed in 

July 1896. Portrait of Henri Gasquet belongs to same period as that of Portrait of Gustav Geffory i.e. 1899. 

(Reff, 1977, 14)  Cezanne’s religious inclination is very evident in giving shelter to the aged nun, who had 

escaped the convent, whom Cezanne found wandering and kept her as a servant at his house. He took her as 

model for the portrait. Cezanne himself had regular visits to the church. He would listen to the chores and felt 

elevated by the melody of the chores. He must have experienced spiritual upheaval.  
The realization of these sensations through the sense of perception and other senses create feelings and 

emotions. The ability to see through these sensations without getting involved in the situation and be in the state 

of ecstasy is an aspect of being spiritual. To accept what is happening around is to be in a state of 

disinterestedness. The undisturbed state of experiencing the tangible world with what is visible and the non-

tangible that is invisible is the essential disinterested notion of spirituality. This disinterestedness is to become a 

spectator of the thoughts and ideas following in a sequence in the mind and mental images one sees being in 

meditation and in awaken state. Here lies essence of being disinterested in the mundane affairs and still 

performing those with elevated mindset. The zest of enjoying the life to the fullest is being spiritual. This 

enjoying may not necessarily need the objects to be happy, but the objects may constitute the requirement to 

perform the regular tasks of leading the life.  

 

III. Realm of Spirituality  

A spiritual teacher performs the act of meditation to attain the spiritual state of ecstasy and practice activities 

that enhance the meditative level. Level of enhanced ecstasy, they communicate to or preach their followers. 

The knowledge they preach in form of discourses based on the earlier preaching of saints or spiritual teachers. 

They amalgamate their own novel thoughts and practices in the earlier school of thought or philosophy or on the 

experiences of earlier preachers. The way of life when dispersed in the followers on a regular basis and it 

benefits them; the followers in turn propagate the preaching or the way of life to the fellow men folk. When 

these spiritual teachers leave their body, their followers form a school of thought and follow their teachers 

preaching, practices and discourses. The school of thought thus transformed in a religion and the followers 

might take up the positions of religious officials and bureaucrats. The religion gets staunch in practices with the 

passage of time. Religion may or may not have the spirituality as the main interest to the followers. The great 

painters are men who possess a certain vision of things, which will become the vision of all men.’ (Milz, 2011) 

As Kenneth Porter (2013) demonstrates about the understanding of spirituality in the western world, the 

emergence of enlightened teacher who possesses ‘uncommon degree of wisdom, love and personal maturity’, 

are revered and followed by pupils and students. The followers encompass elevation in their spiritual endeavors 
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and sense an increased frequency of intuitions and insights. The elevation when experienced by a substantive 

number of experiencing beings, formulate a school of thought and thus the way of living formulates a spiritual 

echo in form of a religion. Here spirituality and religion intertwine. This unconscious intertwining of religion 

and spirituality when not understood and imbibed in rightful manner secludes one from appreciating the 

unconditional experience of love, happiness and elevated spirits. But the elevated moments of ecstasy and 

profound love and happiness make life exquisitely meaningful and more alive for those moments and 

reminiscent of the moments. The moments of ‘marriage, the birth of a child’, the moments that seem more 

ordinary such as ‘watching a beautiful sunset, listening to music, writing a poem, making love’ or doing 

painting’ produce the moments of elevation in happiness and ecstasy. For Cezanne it was painting nature, nature 

which humanized in him, the nature which got personified and Cezanne waited for the ‘right’ sensation to put 

the taches of color at the ‘right’ place on canvas. ‘He needed one hundred working sessions for a still life, five 

hundred sittings for a portrait. What we call his work was, for him, only an essay, an approach to 

painting.’(Merleau-Ponty, 1964, p. 9) The whole of the nature brilliantly clear in his thinking and taping of 

sensations that he received from nature; he drew charcoal lines on the two dimensions of the canvas, the surface 

of canvas started to receive the taped sensations and underlying structure of nature accumulated under orderly 

and judicially put ‘taches’ of colors. The picture started to take form and nature recreated on the two dimensions 

of the canvas echo the nature. 
This ‘flavor’ makes ‘life more alive and more meaningful’, real and true. Cezanne said that he owed truth in 

painting. This truth is what Kenneth Porter dignifies as ‘core spiritual experience’ which ’has been known for 

thousands of years to poets, artists, philosophers, lovers and students.’(Kenneth Porter, 2013) ‘Athletes know it 

as being in the zone.’(Leonard, 1974; Kenneth Porter, 2013) Kenneth further elucidates this spiritual experience 

as a voyage, ‘to the possibility of seeing the world in its original pristine nakedness and magical beauty,’ he 

further reverberates that this experience may be outstanding.  

 

IV. Spirituality and Painting 

Spirituality is the values and ways imbibed in the leading of life. Spirituality and painting are two aspects of the 

same coin. The ways which tend to take the practitioner to the greater heights of happiness and ecstasy, an artist 

performs the way of life in the process of making a piece of art as a single unit. This unit is an aspect of the 

bigger picture of the oeuvre. The life Cézanne disposed of to his art made the differences to the generations to 

come. The very process of making of a piece of art and the very process of making of the oeuvre is leading of a 

spiritual life. Cezanne repeated process of knowing oneself and execution of such activities with a thinking to 

improve oneself and maintain the reached standards. This progression of making of art works and the zest to 

know oneself in Cézanne’s case was slow and steady. ‘I believe I have made some progress, rather slow…. It is 

however, very painful to have to state that the improvement produced in the comprehension of nature from the 

point of view of picture and the development of means of expression is accompanied by old age...’ .(Kendall, 

2000.  Kedar and Effken, 2008)                                             
Cezanne drew much of his inspiration from nature and masters. Despite of his strong compositional qualities 

and balanced colors he faced much of criticism, from critics and art lovers, as absurd and awkward painter 

producing awkward painted pieces of artwork. Victor Chocquet which particularly attracted the mockery of the 

critic of Le Charivari: 'If you visit the exhibition with a pregnant woman, go quickly past the portrait of a man 

by M. Cezanne... This head, looking so peculiar, could give her a dreadful shock and the infant yellow fever 

before the birth.' (Hoog, 1994) Despite of this, his urge to express him was the underlying phenomena to have 

kept his spark alive. The sustainability of artist’s gesture to keep the flame in him to paint again and again was 

the gesture of spirituality. 
V. Cezanne and Spirituality 

Cezanne despite of trained in formal academic tradition deliberately constituted his own visual vocabulary. His 

urge to express his tensions and sensations led to the formation of his visual vocabulary. This was the interaction 

of the components of the composition among themselves. “The man of letters expresses himself in abstractions, 

whereas a painter by means of drawing and color gives concrete form to his sensations and perceptions.” 

(Kendall, 2000). Kadar and Effken, 2008) the perspective of the motif in photograph altered in the painting from 

a closer view, we see wall on the left, perpendicular to the lower horizontal line and parallel to the left edge of 

the painting. The indent in the wall appears at the parallel opposite side door, in the photographic motif, whereas 

the indent starts from the middle of the line, when painting is marked with an imaginary line horizontally in the 

center. The arches of the architectural edifices appear somewhat in its frontal eye view than in the photograph of 

motif. The stone curb in the painting adds to give some perspective to the road. The road in the painting is 

through a flat plane, only perspective visible there is through the slanting line of the stone curb and that of the 

pavement on the left side. 
Now the question arises, how spirituality comes in this expression of painting. This research finds orientation of 

spirituality in curb of architectural edifice, also in the rendering of two-dimensionality intertwined with third 

dimension of road turning on right of painting. At the same time, inviting staircase proclaim belonging to the 
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viewer. That spirit of elevation and invitation to viewer, regardless of any issue of gender, religion, sex, caste or 

creed, stairs are still inviting and seems moving towards spectator. I belong to you. The inclusion of multiple 

perspectives emulsifies diversity in integration. The diversity of viewpoints in one picture plane can suggest 

versatility of observation of artist. Moreover, so many viewpoints exemplify a keen observation. As said by 

Madame Cezanne, that, Cezanne looked at a scene with lot of intricate observations. Cezanne was a painter of 

expression in form of visual language of painting. The communication is apparent with the medium of the 

painted art works of Cezanne. The wisdom, interaction and the maturity of thought is visible in the minute 

details perceived and applied on the two dimensions of the canvas. The distinction of a three-dimensional 

rendering on the two dimensional plane, idealized with the settings of the nature's objects in his own language of 

painting. Joyce Medina translates a quote from his diary as, ‘The landscape reflects on itself, it humanizes, 

thinks itself in me. I objectify it, project it, fix it on my canvas.’(Medina, 1995) ‘The landscape thinks itself in 

me’ he would say, ‘I am its consciousness.’ (Merleau-Ponty, 1995) ‘It implies to every aspect of the subject, 

whether vegetation, land or sky.’ (Keyes, 2003) This resulted in calmness and oneness to such a degree that it 

skillfully evaded him.  
His sense of pictorial resolution had idiosyncratic terrain for him.  Every part of the mansion on left of painting 

is inviting to approach. The ‘view from everywhere’ (Smith, 2013) makes the painting animated in its 

appearance. The arches and facade of the mason seems inviting and poses in an inviting gesture to come and 

explore inside of mason. Similar is the gesture of pathway, turning towards façade and the arched doorway. The 

path seems to move and slide inside the big arch of the mason. The curve of the arches are somehow balancing 

stone curb. Moreover the pointed top of the big mason is balanced by the pointed roof on the middle right of the 

painting. The painting seems to be a jigsaw puzzle, the different parts of a bigger picture arranged in one. As in 

case of broken picture wall, on the right side of painting, fits well with the extended portion of a wall on the left 

side mansion’s wall. The forms replicated as mirror image in painting. ‘The effect of “seeing around” the 

spaces, in a fourth dimension sense, has thus been achieved.’ (Rewald, 1950, p.49) The foliage at the center of 

the motif engulfs majority of central area, the distance between the viewer and the foliage seems very little, 

whereas in motif of photograph passage is quite long and foliage appears at a distance, at the other end of slope 

of hills. Foliage radically enlarged to cover a majority of central portion of painting. Cezanne altered or added 

modulations to balance his compositions. Merleau-Ponty exclaims it ‘‘virtual movement’ enables “view from 

everywhere” on a scene by taking the spectator beyond the confines of a single viewpoint and allowing her 

instead to see every object in it from the position of every other.’ (Smith, 2013) The wall on the extreme right of 

the painting actually does not exist in the motif of the photograph. The artist having created in the painting need 

not be his imagination but a component added to suffice with the compositional elements of painting. This 

addition must be an outcome of the artist’s eye to render the whole panorama of the place. The sufficing in the 

imagination led to the making of the painting with fourth dimension. This existence of wall existed somewhat 

nearby or far off from the motif of the painted piece of nature. The magnificent eye of Cezanne would have 

captured details of not only the view from the place dimensions not visible to him. He wrote to Ambroise 

Vollard on January 1903 that he worked firmly so much that he made progress that was slow, late and painful. 

Then he wrote that if it was a priesthood that demanded pure beings completely dedicated to the task. (Keys, 

2003, p. 37) 

VI. Conclusion 

‘The fluid character of painting in its ‘spiritual nearness’ (Milz, 2011, p.887) created an atmosphere between 

Cezanne and his object, he painted. ‘We see the depth, the smoothness, softness, the hardness of objects; as 

Cezanne claimed that he could see the odour. Cezanne, found so much of details of nature unfolded in front of 

his eyes, he could not paint from one standpoint.  He thus evolved his style of multiple perspectives. In his 

works of art, he tried to present the magnificence of nature, from the reconciliation of varied perceptions; he 

would have collected while preparing himself for the act of making a painted piece of art. The ‘indivisible 

whole’ of the atmosphere, the nature all those things which animate life were put on canvas surface with 

‘sensations’ of the underlying structure. A reverberation of breathing, the movement of air and the refraction of 

colors of the surface on one another create a movement and circulation of a wholeness motif within the motif 

and the viewer. The motif of Cezanne encapsulated the wholeness of the view, the object and the targeted 

frame.    
His effort of capturing nature, presenting the truth, is spiritual intertwining in the very process of its creation. 

The dimension adds to the spiritual value and makes a strong platform to express his balanced persona, his life 

and expression in painting. The spirituality reinforces itself in the expression of multiple perspectives perceived 

by the artist. The newer dimension of strong lines of architectural edifice manipulated in the painting present a 

unique visual vocabulary of artist. Light he said has colors and color has sensations. This is a spiritual 

affirmation of the artist. The realization of sensations elevated him; this was the spiritual instrument to him. ‘He 

represented light by color and contrast of it, shadow or black, that too with color. The white of his apron and 

tablecloth echoed with green, blue and rose, very subtly mingling in with the shadow of the same in tones 

(Stalnaker, 1996, 290) and towards light in tints. The white holds its importance as breathing space in painting. 
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His customary acknowledgement of luminous colors and white are a testimony of his keen perception of 

existence of life, i.e. the light and air. The process was modulation. He was fond of calling modeling as 

modulation. Painting he used to say, is ‘registration of one’s color sensations’ (Weschler, 1975) and the essence 

laid in ‘taches’ Taches are small brush strokes, constituting dense and transparent layers of volumes radiate light 

and brightness. ‘There is no such thing as line,’ he said. No such thing as modeling… when color attains its 

richness form attains its plentitude.’ (Weschler, 1975) I wished to copy nature,’ said Cezanne, ‘I could not, but I 

was satisfied when I discovered that the sun, for instance could not be reproduced, but that it must be 

represented by something else… by color.’ (Weschler, 1975) the vast areas of Provence associated with him 

evolved the creative forces of nature, the forces that are of God. 
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