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Abstract

The main crux of this book is to discuss the analogy between paul
Cézanne’s late work and Henri Bergson’s philosophy theteby providing
those who are interested or troubled by the artist’s motivation a Bergsonian
interpretation. I would then like to proceed from the basis of this case to
outline Bergson’s influence on modern painting in early 20th century.

I will adopt the method of contrast in analysing both their notions of
“intuition and reason”epistemology-wise as well as “appearance and reality”
metaphysics-wise. This thesis will also compare their respective use of ab-
stract philosophical symbols and concrete artistic symbols.

There are five chapters in this book. The first chapter sets out to under-
stand the current zeitgeist in “Cézanne studies” by surveying the main points
of various theories on his work as well as possible problems therein and giv-
ing a stance of my own.In the second chapter, I would like to take a step
further in these evaluations by categorizing problems brought up in the chap-
ter one. This book will proceed from Cézanne’s central conception of “the
study of nature” in differentiating the pros and cons of each theory and indi-
cating an overall essence as to the necessity of Bergson’s philosophy. So in
the third chapter, I will probe the main ideas of three of Bergson’s impor-

tant works and introduce the Bergsonian vogue in general. In the fourth



chapter, this thesis will illustrate the profound similarity between Cézanne’s
late art and Bergson’s philosophy. The summation will attempt. to tie togeth-
et the philosophical significance of this research and dissolve some existing
disputes.

In sum,aside from arguing the intensive analogy between Cézanne and
Bergson for the first time, this thesis will also point out that Bergson’s
philosophical development continued to have influence on some of Cézan-
ne’s artistic successors. This included but not limited to the main proponents
of such artistic movements as Fauvism, Cubism and Futurism. Conscquent-
ly, a principal characteristic of early 20th century French painting could be
interpreted as the multiple formal expressions and innovative developments
of “Bergsonian style”, or the crystallization of Bergsonian spiritual-posi-

tivism.
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