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 Goya's artistic plans before his death 

 
 

 

 

Please describe what other artistic tasks Goya was planning to carry out before his death, but 

which were not carried out because of his death? Also, list the authors who have analysed 

this issue in the context of Goya's career and outline their main conclusions. 
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Historians of Francisco de Goya’s life and work do not agree on any major or well-

documented artistic projects that the artist definitely intended to carry out but was prevented 

from completing by his death in April 1828. Unlike some artists whose letters or contracts 

make it clear they had large works in progress at the time of death, Goya left no unambiguous 

written record or contractual obligation revealing that he was on the verge of a new, definitive 

undertaking. Nevertheless, a few potential “unfinished plans” or possible continuations of 

existing series have been suggested by scholars, primarily based on stylistic analysis, working 

drafts, and scattered comments Goya made toward the end of his life. Below is a summary of 

the most commonly discussed possibilities, followed by a short overview of notable Goya 

scholars who have addressed the question and their conclusions. 

1. Possible Unfinished or Planned Artistic Tasks 

a) Further Explorations in Lithography 

During his final years in Bordeaux (from 1824 until his death in 1828), Goya became 

fascinated with the relatively new technique of lithography. His best-known lithographic 

series from this period is Los Toros de Burdeos (The Bulls of Bordeaux), executed around 

1825. Some art historians have suggested that Goya—enthused by the expressive possibilities 

of lithography—was considering either: 

• A second set of lithographs on bullfighting; or 

• A new series exploring satirical or visionary themes (akin to his earlier Caprichos or 

Disparates). 

However, there is no firm documentary proof (such as preparatory drawings clearly related to 

an unpublished series) that confirms he was concretely at work on another print series. The 

hypothesis typically relies on the energy and experimentation evident in Los Toros de 

Burdeos, and on the knowledge that Goya had acquired his own small lithographic press in 

Bordeaux—implying he might have planned to continue experimenting. 

b) Continuation of the Disparates (also called Proverbios) 
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Goya’s mysterious and unfinished series of etchings known as Los Disparates (or Los 

Proverbios) was begun in Madrid around 1815–1819 and never formally published during his 

lifetime. Only 22 plates are known. Some scholars propose that Goya may have intended to 

expand or revisit the series after his relocation to Bordeaux, given that he continued to explore 

nightmarish and fantastical imagery in small sketches and in marginal notes. Again, there is 

no explicit letter or contract stating he meant to resume them, so it remains an interpretive 

possibility rather than a verified plan. 

c) Additional Painted Portraits or Genre Scenes 

Goya’s last documented painting is often identified as La Lechera de Burdeos (The 

Milkmaid of Bordeaux, c. 1827), a delicate genre scene (possibly also a portrait) that reveals 

the softer palette and lyrical brushwork of his late style. A handful of contemporary witnesses 

mention that Goya continued to sketch and paint portraits in Bordeaux, especially for friends 

and members of the Spanish exile community. Some biographers speculate he might have 

agreed to paint further small portraits or genre pieces. Given his advanced age (82 at the time 

of death) and the absence of signed commissions, these planned portraits, if they existed at all, 

remained conjectural. 

2. Scholars Who Have Analyzed Goya’s “Unfinished 

Plans” and Their Conclusions 

A number of Goya specialists have touched on the question of what the artist was working on 

or hoping to do in his final years. Below is a selection of well-known authors who have 

addressed this issue and the gist of their viewpoints: 

1. Pierre Gassier and Juliet Wilson-Bareau 

o Key Works: Goya: Biographical and Critical Study; Life and Complete Work 

of Francisco Goya (in collaboration with Anatole Chuquet). 

o Main Conclusions: Gassier and Wilson-Bareau emphasize that Goya’s final 

years in Bordeaux were a period of exploration and relative freedom from 

court or official demands. They note there is no documentary evidence of a 

major work-in-progress at his death, beyond minor sketches and lithographic 

experiments. They entertain the notion that Goya might have wanted to 

continue the Disparates or embark on a new lithographic series but stress the 

lack of written proof. 

2. Nigel Glendinning 

o Key Works: The Interpretation of Goya’s Black Paintings, Goya and his 

Critics. 

o Main Conclusions: Glendinning focuses strongly on the evolution of Goya’s 

style and thematic preoccupations. While acknowledging that Goya maintained 

a remarkable productivity in his last years, he concludes that any “intended” 

future projects can only be speculative. Glendinning sees Goya’s Bordeaux 

lithographs and small paintings as evidence of ongoing creativity rather than a 

stepping stone to a specific larger project. 

3. Fred Licht 

o Key Work: Goya: The Origins of the Modern Temper in Art. 

o Main Conclusions: Licht highlights Goya’s move toward more personal, 

introspective art in his last phase. He interprets the surviving works (such as La 
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Lechera de Burdeos) as evidence of Goya’s continual artistic reinvention. 

However, Licht does not identify any concrete, well-defined project Goya 

failed to complete due to death; rather, he views Goya’s final period as open-

ended experimentation. 

4. José Gudiol 

o Key Work: Goya, 1746–1828: Biography, Analytical Study, and Catalogue of 

His Paintings. 

o Main Conclusions: Gudiol’s catalogue raisonné approach devotes attention to 

chronology and provenance of Goya’s late works. He notes that while some 

late oil sketches and small paintings might point to future undertakings, there is 

no extant documentation or partially completed commission that can be 

definitively labeled as “cut short by death.” 

5. Valeriano Bozal 

o Key Work: Francisco Goya (two-volume study). 

o Main Conclusions: Bozal underlines that Goya’s final years saw him 

revisiting earlier themes (e.g., bullfighting) through the lens of lithography. He 

posits that had Goya lived longer, he may well have continued refining his 

lithographic technique and revisiting older satirical motifs. However, Bozal 

stresses that this is conjecture built on the pattern of the artist’s interests, not on 

a written plan or unfinished contract. 

6. Janis A. Tomlinson 

o Key Work: Francisco Goya y Lucientes, 1746–1828. 

o Main Conclusions: Tomlinson discusses Goya’s stay in Bordeaux as a time of 

relative creative freedom, citing the social circle of Spanish exiles (and the 

familial environment, with Goya’s companions) as conducive to small-scale 

work and experiments. She notes no direct evidence that Goya had begun or 

even formally planned a large project when he died. 

Summary of Scholarly Consensus 

While Goya remained artistically active until very late in life—producing small oil paintings, 

drawings, and especially lithographs—no extant primary sources (letters, contracts, diary 

entries) explicitly reveal large-scale, specific projects cut short by his death. Scholars largely 

agree on the following points: 

• Goya’s final phase in Bordeaux was marked by personal experimentation rather than 

official patronage or grand commissions. 

• Los Toros de Burdeos indicates he was excited by lithography and may have 

intended to pursue further graphic work, but there is no definitive plan or partially 

completed series to prove it. 

• Any claim that he planned to finish or expand Los Disparates remains speculative. 

• Goya’s advanced age and the nature of his final works suggest he was content to work 

on small personal pieces, portraits of friends, and technical experimentation, rather 

than launching an entirely new, large-scale undertaking. 

In short, historians have searched for evidence of definitive “last projects” but have not found 

it. Goya, as an 82-year-old artist in exile, appears to have followed his inspiration in smaller 

forms right up to the end, leaving behind late works full of vitality—but no clearly 

documented, uncompleted masterpiece or major series curtailed by his death. 
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************************************************************************** 

Describe and analyze please the work of Pierre Gassier and Juliet Wilson-Bareau „Goya: 

Biographical and Critical Study; Life and Complete Work of Francisco Goya”  in terms of 

artisitc plans that Goya had in mind before his death  in detail. 
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Pierre Gassier and Juliet Wilson-Bareau’s landmark publication, Goya: Biographical and 

Critical Study; Life and Complete Work of Francisco Goya, remains one of the most 

authoritative and comprehensive studies of the artist’s life and oeuvre. In addition to 

cataloguing Goya’s vast output—from his earliest tapestry cartoons to his final miniature 

portraits in exile—the authors also present a nuanced picture of his intentions, experiments, 

and unfulfilled plans during his last years. Below is an overview of how Gassier and Wilson-

Bareau address Goya’s final artistic objectives and the way his late projects shed light on his 

evolving creative vision. 

 

1. Context of Goya’s Final Years 

Departure from Spain 

• Self-imposed exile (1824): Goya left Madrid for France amidst the repressive 

environment of King Ferdinand VII’s regime. Gassier and Wilson-Bareau detail how 

the political climate, coupled with Goya’s personal disillusionment, influenced his 

decision to settle in Bordeaux. 

• Health and age: In Bordeaux, Goya was in his late seventies, suffering from 

frailties—particularly profound deafness that had afflicted him since his 40s. 

Nevertheless, the authors underscore that far from retiring, Goya continued to innovate 

and engage with new mediums. 

Bordeaux as a Creative Haven 

• Circle of Spanish émigrés: Gassier and Wilson-Bareau examine letters and personal 

documents to show how Goya found a small but supportive community of fellow 

Spaniards. Free from court obligations, Goya could now pursue personal artistic 

interests. 

• Shifts in technique: Having moved away from the large-scale commissions tied to 

royal patronage, Goya adapted to smaller works, private portraits, and experimental 

prints—some of which pointed to projects he hoped to develop further. 

 

2. Plans for Printmaking and Lithographic Experiments 

Lithography: A New Artistic Frontier 



7 

 

• Adoption of a new medium: Goya’s move to France introduced him to lithography, 

still a relatively novel print technique in the 1820s. Gassier and Wilson-Bareau note 

that Goya’s early experiments at the Bordeaux lithographic studio (such as his famous 

Bulls of Bordeaux) represent both technical virtuosity and a desire to remain at the 

cutting edge of image-making. 

• Expansion of thematic range: Although bullfighting scenes were not new to Goya—

he had produced the Tauromaquia series earlier—his Bordeaux lithographs show a 

freer, more painterly use of lithographic crayons. According to Gassier and Wilson-

Bareau, Goya’s next step was potentially to develop further lithographic suites that 

captured the immediacy of human drama and public spectacle. 

Unpublished or Incomplete Projects 

• “Los Disparates” / “Los Proverbios”: This unfinished series of etchings, begun 

possibly as early as 1815 but continuing well into his later years, remained 

unpublished at his death. Gassier and Wilson-Bareau devote significant discussion to 

the mysterious nature of these images—grotesque, dreamlike, and often satirical. They 

suggest that Goya may have intended to refine or expand this series in Bordeaux, 

although no final publication plan materialized. 

• Revisiting earlier series: The authors point out that Goya occasionally revisited his 

older prints—such as Los Caprichos or Desastres de la Guerra—to consider new 

editions or to add new captions or plates. While evidence of definitive “plans” is scant, 

they surmise that the artist’s restlessness and constant revision hint at a continuing 

desire to reshape and refine past works. 

 

3. Private Portraits and Album Sketches 

Miniature Portraiture 

• Bordeaux miniatures: In his final years, Goya created a number of small-scale 

portrait miniatures for close friends, family members, and fellow émigrés. Gassier and 

Wilson-Bareau see these as both a practical adaptation—miniatures were less 

physically demanding and easier to transport—and a reflection of Goya’s shift to more 

intimate, personal expressions of art. 

• Potential expansions: Some of these portraits (of friends like the Moratin family or of 

Leocadia Weiss and her daughter) suggest Goya might have intended to continue 

working in miniature formats, perhaps even establishing a modest portrait practice 

among the Spanish expatriates in France. 

Late Sketchbooks 

• Bordeaux Sketchbook (Album G / Album H): Goya’s final sketchbooks, 

extensively documented by Gassier and Wilson-Bareau, reveal a mind still brimming 

with satirical, sometimes fantastical ideas. The authors trace how the spontaneity and 

looseness of these pencil and brush drawings parallel the expressive freedom of the 

Black Paintings—but now distilled into portable form. 
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• Possible future directions: While Goya never specified a new suite of prints from 

these sketches, the recurring motifs—marginalized figures, bullfights, carnival 

scenes—strongly suggest he may have toyed with the idea of a fresh capriccio-like 

series, continuing his lifelong fascination with human folly and spectacle. 

 

4. The Legacy of the “Black Paintings” and the Private 

Sphere 

Earlier “Black Paintings” in the Quinta del Sordo 

• Although completed before his definitive move to Bordeaux, the “Black Paintings” 

(1819–1823) remain central in understanding Goya’s late-period aesthetic. Gassier and 

Wilson-Bareau argue that while these haunting murals had no overt “plan” for public 

display, they influenced Goya’s subsequent private works. 

• Their analysis suggests that the expressive freedom and introspective mood of the 

Black Paintings carried over into Goya’s final phase, informing the Disparates prints, 

the Bordeaux lithographs, and even the sketchbooks. 

A Turn Inward 

• As Gassier and Wilson-Bareau emphasize, by the time Goya settled in Bordeaux, he 

was no longer bound by court commissions or the pressures of official portraiture. His 

ultimate “plan,” insofar as one can be gleaned from the archival record, was to 

continue exploring the darkest corners of human experience and the whimsical side of 

everyday life, now on his own terms. 

 

5. Gassier and Wilson-Bareau’s Critical Lens 

Methodology 

• Comprehensive cataloguing: The authors combine meticulous archival research 

(letters, contemporary memoirs, Goya’s personal albums) with formal analysis of the 

artwork itself. This dual approach underpins their commentary on Goya’s possible 

final ambitions. 

• Contextual interpretation: Gassier and Wilson-Bareau place Goya’s late work firmly 

within the cultural and political upheaval of early 19th-century Europe. They read his 

final years as a culmination of an artist who had consistently responded to war, 

tyranny, superstition, and the folly of man. 

Interpretation of Goya’s Unfinished Plans 

• Cautious conclusions: The authors are careful to distinguish documented fact from 

speculation. While they highlight Goya’s ongoing lithographic projects and the 
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promise of more prints or expansions of unfinished series, they also acknowledge the 

lack of conclusive evidence (e.g., Goya’s direct statements of intent). 

• An enduring creative impetus: Gassier and Wilson-Bareau repeatedly return to the 

theme of Goya as an artist “compelled” to create until his final days. The impetus is 

not so much to deliver a large-scale public statement but to pursue a deeply personal 

vision—often overshadowed by satire, the grotesque, or the dreamlike imagery that 

prefigured much of modern art. 

 

Conclusion 

In Goya: Biographical and Critical Study; Life and Complete Work of Francisco Goya, Pierre 

Gassier and Juliet Wilson-Bareau illustrate an artist who, even in his eighties, was far from 

retirement. From his explorations in lithography and private miniatures to the mysterious 

unfinished plates of Los Disparates, Goya remained restless and inventive. Gassier and 

Wilson-Bareau show that while Goya did not leave behind a rigidly defined plan for major 

new series or grand public commissions, he sustained a forward-looking creative drive—

constantly refining techniques, probing human nature, and experimenting with mediums. 

Ultimately, the text underscores that Goya’s “plans” in his final years cannot be understood as 

a single, monumental project but rather as a constellation of smaller, highly personal 

endeavors. These late pursuits—lithographs, intimate portraits, and sketchbook drawings—

reflect a consummate artist who maintained a blend of technical experimentation and 

profound human commentary until his death in 1828. 

************************************************************************* 

Describe and analyze please the work of José Gudiol „Goya, 1746–1828: Biography, 

Analytical Study, and Catalogue of His Paintings” in terms of artisitc plans that Goya had in 

mind before his death  in detail. 
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Overview of José Gudiol’s Book 

José Gudiol’s Goya, 1746–1828: Biography, Analytical Study, and Catalogue of His 

Paintings is regarded as one of the more substantial mid-20th-century monographs on 

Francisco de Goya. First published in Spanish (and subsequently in English translation), 

Gudiol’s work aims to provide both a chronological biography of Goya and an analytical 

study of his artistic development, culminating in an extensive catalogue of the artist’s known 

paintings. Gudiol synthesizes archival research, stylistic observations, and earlier scholarship 

(notably from the 19th and early 20th centuries) in an effort to present Goya’s life and art 

within a coherent narrative. 

Below is a discussion of how Gudiol’s study situates Goya’s final years (the 1820s, in and 

around his self-imposed exile in France) and what, if anything, we can glean about the 

“artistic plans” Goya had in mind as his life drew to a close. 
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1. Structure and Focus of Gudiol’s Book 

1. Biographical Framework 

Gudiol organizes his biography of Goya chronologically. He begins with Goya’s 

formative years in Zaragoza and Madrid, moves through his time as a court painter 

under Charles III and Charles IV, addresses the Napoleonic invasion and the 

Peninsular War (the era of The Disasters of War prints), and finally details his later 

years under the rule of Ferdinand VII. 

2. Analytical Study 

Within each biographical chapter, Gudiol intersperses analytical commentary on 

Goya’s artistic style, technique, and subject matter. He devotes specific sections to 

well-known series—such as the tapestry cartoons, the Caprichos prints, and the late-

period Black Paintings from the Quinta del Sordo—and supports each with close 

formal analysis. 

3. Catalogue of Paintings 

The final portion of Gudiol’s monograph consists of a catalogue raisonné–style listing 

of Goya’s paintings. Gudiol attempts to place each painting in a timeline (often 

tentatively, given the complexities of attributions and missing documentation) and 

includes references to provenance and previous scholarship. 

 

2. Gudiol’s Approach to Goya’s Final Years 

By the 1820s, Goya was elderly, profoundly deaf, and disillusioned by the political turbulence 

in Spain. Following the repressive policies of King Ferdinand VII, Goya left Madrid in 1824 

for Bordeaux (and briefly Paris), effectively living in exile. Gudiol’s text highlights several 

notable aspects of this period: 

1. Refuge in Bordeaux 

o Goya’s move to Bordeaux is framed by Gudiol as both a physical flight from 

political repression and an artistic “breathing space” for experimentation. 

o Goya associated with other Spanish émigrés and exiled liberals in France, 

finding a degree of intellectual freedom absent in Ferdinand VII’s Spain. 

2. Experimentation with Lithography 

o One of the most frequently cited innovations of Goya’s final years is his 

experimentation with lithography, especially the Bulls of Bordeaux (Los toros 

de Burdeos), completed between 1825 and 1826. 

o Gudiol underscores the fact that lithography was still relatively new in Europe 

at that time, and Goya’s fascination with the medium reflects his perpetual 

search for new forms of expression. 

3. Small-Scale Portraits and Genre Scenes 

o In Bordeaux, Goya continued painting on a smaller scale, focusing on portraits 

of friends, family, and local figures. One of the famous examples is the 

Milkmaid of Bordeaux (La lechera de Burdeos, ca. 1827). 

o Gudiol interprets these late works as both intimate explorations of mood and 

character, and as examples of Goya’s looser, more atmospheric brushwork—a 

precursor to modernist trends that would only be recognized long after Goya’s 

death. 
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3. Gudiol’s Insights into Goya’s “Artistic Plans” Before 

His Death 

While the phrase “artistic plans” can be elusive—Goya did not leave behind a formal 

statement of future projects—Gudiol does address the overarching creative directions that 

Goya seemed inclined to pursue in his last years. The following points summarize Gudiol’s 

major conclusions: 

1. Ongoing Exploration of Printmaking 

o Goya had long been a master printmaker (from the Caprichos to The Disasters 

of War), and in Bordeaux he was excited about the newer lithographic 

technique. 

o According to Gudiol, the Bulls of Bordeaux lithographs reflect Goya’s desire 

to continue pushing boundaries in printmaking. Although no specific “next 

lithographic series” is documented, the energy in these late works implies 

Goya’s readiness to keep experimenting, had his health permitted it. 

2. Evolving Portrait Style 

o Gudiol notes that in late portraits like The Milkmaid of Bordeaux, Goya’s 

brushwork achieves an almost impressionistic softness—a dramatic shift from 

his sharper, earlier court portraits. 

o Goya’s “plan,” if one can call it that, seemed to involve further refining this 

freer, more atmospheric style. Gudiol suggests that had Goya lived longer (he 

died at 82), he might have continued exploring a style that was, in some ways, 

ahead of its time. 

3. Potential Continuation of the ‘Intimate’ Genre 

o The final paintings from Bordeaux (small interior or domestic scenes, private 

portraits) indicate a more intimate scale, possibly reflective of Goya’s reduced 

physical capacity. Yet Gudiol discerns an ongoing curiosity about portraying 

immediate surroundings—be they family members or everyday local life in 

France. 

o Although Goya no longer tackled large-scale commissions in his last years, 

Gudiol infers that the artist retained a passion for capturing contemporary 

subjects—hinting he might have extended this approach into further small 

paintings, watercolors, or lithographs. 

4. No Major Commissioned Projects 

o Unlike earlier periods (such as the tapestry cartoons or official portraits for the 

royal family), Goya’s final exile meant that large, state-sponsored commissions 

were unlikely or undesirable. 

o Gudiol does not point to any “grand project” Goya was planning—no major 

mural cycle (like the Black Paintings in the Quinta del Sordo) nor multi-plate 

print suite in the mold of Los Caprichos. 

5. An Uncertain Future 

o Throughout his final years, Goya’s personal letters (when they survive) reveal 

an elderly man concerned with health, finances, and the welfare of close 

relations—more than with launching new public ventures. Gudiol’s 

commentary aligns with this view, emphasizing that Goya’s advanced age 
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limited large-scale undertakings but did not quell his inventive spirit on a 

smaller, more personal scale. 

 

4. Critical Reception of Gudiol’s Interpretation 

1. Strengths 

o Gudiol’s systematic approach helped set a standard for later Goya catalogues, 

bringing order to a complicated body of work and bridging earlier Spanish 

scholarship with international audiences. 

o The biographical portion is grounded in archival documentation, and the 

narrative of Goya’s exile years is especially useful for understanding the 

political impetus behind the artist’s self-imposed departure. 

2. Limitations 

o Some modern scholars note that Gudiol, writing in the mid-20th century, often 

relies on traditional attributions and occasionally leaves out more recent 

controversies (e.g., the exact dating and significance of certain Black 

Paintings). 

o On the matter of Goya’s final “plans,” Gudiol’s presentation is cautious; much 

of it is extrapolation from Goya’s late works rather than concrete evidence of 

future projects. In other words, Gudiol (like many Goya specialists) reads the 

stylistic direction of late works to infer the shape of Goya’s continued 

creativity, rather than referencing explicit planning documents (which do not, 

to our knowledge, survive). 

 

5. Conclusion 

In José Gudiol’s comprehensive study, Goya’s last years are portrayed as a period of 

introspection and modest yet daring innovation. Although Goya left no definitive roadmap for 

future artistic projects, Gudiol’s analysis suggests that—had he been granted time and 

health—Goya would likely have continued: 

• Experimenting with lithography (pioneering techniques in Spain and France). 

• Painting on smaller canvases, exploring intimate portraiture and genre scenes. 

• Refining a looser brushwork that presaged later developments in 19th-century 

European painting. 

Gudiol’s monograph remains an essential milestone in Goya scholarship, not least for its 

attempt to catalog the artist’s vast output and to situate his final decade in Bordeaux within an 

overall trajectory of continuous artistic growth. While Gudiol cannot offer conclusive 

documentation of Goya’s “final artistic plans,” his analyses of the late paintings, letters, and 

lithographs strongly imply that Goya’s creative impulses were undiminished even as he 

approached the end of his life in 1828. 

************************************************************************* 
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Describe and analyze please the work of Valeriano Bozal „Francisco Goya” in terms of 

artisitc plans that Goya had in mind before his death  in detail. 
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Valeriano Bozal (a distinguished Spanish art historian and specialist on Goya) devotes 

considerable attention in his writings to the final phase of Francisco Goya’s life and how, 

despite advancing age, political tensions, and deteriorating health, Goya remained intensely 

creative and forward-looking. Although Bozal addresses Goya’s entire career in his 

monograph Francisco Goya, he pays particular attention to the final years Goya spent in 

voluntary exile in France—particularly in Bordeaux (from around 1824 until his death in 

1828)—and explores how Goya’s last works and experiments might illuminate the “artistic 

plans” he still had in mind. 

Below is an overview of the main points Bozal emphasizes about Goya’s late period, 

especially regarding any potential “plans” Goya may have held before his death: 

 

1. The Context of Goya’s Exile and Its Effect on His Art 

1. Political and Personal Circumstances 

o According to Bozal, Goya’s decision to move to Bordeaux in 1824 was 

motivated both by political disenchantment (the return of absolute monarchy 

under Ferdinand VII) and by personal considerations (ailing health, desire for 

relative freedom). 

o Although he had ostensibly gone for “healing waters” or to be closer to family, 

Bozal shows that Goya’s exile was more than a retreat: it became an artistic 

laboratory for new ideas. 

2. Ongoing Creativity Despite Age 

o Goya was already in his late seventies when he left Spain. Bozal points out that 

although Goya’s hearing loss and general frailty increased, they did not 

diminish his drive to create. In Bordeaux, he continued painting, drawing, 

and—crucially—experimenting with lithography. 

 

2. Experiments with New Media: Lithography and 

Innovative Techniques 

1. Lithography as an Exciting Medium 

o One of the main “plans” or ambitions Goya had in his final years, as Bozal 

highlights, was to explore lithography, which was still a relatively new 

technique in the early 19th century. 

o Goya recognized lithography’s potential for mass production and for capturing 

dynamic compositions—especially for subjects like bullfighting, which had 

been a lifelong fascination. 

2. The ‘Bulls of Bordeaux’ (1825) and Potential Next Steps 
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o Among Goya’s best-known lithographs are the four large-format prints known 

as Los Toros de Burdeos (“The Bulls of Bordeaux,” 1825). 

o Bozal suggests that Goya, seeing the popularity and expressive possibilities of 

this medium, likely intended to continue producing series of prints—possibly 

bullfighting scenes or satirical subjects akin to his earlier Caprichos. However, 

advancing illness may have curtailed these initiatives. 

3. Further Developing an ‘Intimate’ Graphic Style 

o In Bordeaux, free from official commissions and academic pressures, Goya’s 

graphic work gained an introspective, personal character. Bozal notes how 

Goya’s experiments with lithography show a spontaneity reminiscent of 

drawing or sketching. 

o This sense of directness, according to Bozal, might have led Goya toward 

creating small, privately circulated editions—a project he never fully realized 

but seemed to be exploring. 

 

3. Late Paintings and Stylistic Evolutions 

1. A “New Light” in Goya’s Palette 

o Bozal analyzes paintings like The Milkmaid of Bordeaux (La lechera de 

Burdeos, c. 1827) to demonstrate how Goya was shifting toward a more 

luminous, almost pastel palette toward the end of his life. 

o This late style is dramatically different from the dark, brooding “Black 

Paintings” (created circa 1819–1823 at the Quinta del Sordo in Madrid). Bozal 

reads it as Goya’s continuing evolution—he did not simply retire into a static 

style. 

2. Portraiture in Bordeaux 

o Although fewer in number than earlier portraits, Goya still painted intimate 

portraits of close acquaintances (such as friends or his companion Leocadia 

Weiss) in Bordeaux. 

o Bozal posits that Goya might have intended to paint more portraits or personal 

studies—pieces that were more informal, possibly capturing everyday life in 

the French exile community. These smaller works, in Bozal’s view, speak to 

Goya’s enduring desire to innovate in portraiture, even without aristocratic or 

royal patrons. 

 

4. Unfinished Projects and The Question of Publication 

1. Unpublished Print Series 

o Many of Goya’s series—The Disasters of War, The Tauromaquia, and even 

certain “extra plates” for Los Caprichos—remained unpublished or partially 

published in his lifetime. 

o Bozal points out that Goya’s relocation to France offered him a chance to look 

into broader European markets or printing workshops (notably in Paris). There 

is speculation (though no definitive proof) that Goya hoped to secure more 

reliable publication of his works abroad. Health issues and the logistical 
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challenges of exile, however, likely prevented him from pursuing these 

projects fully. 

2. Ambitions vs. Realities 

o Bozal’s reading underscores that, as with many late-career artists, Goya’s final 

ambitions were constrained by practical, financial, and health-related factors. 

Nonetheless, the sketches, draft plates, and notebooks from this period reveal 

Goya’s ongoing curiosity about modern printing methods. 

 

5. Valeriano Bozal’s Interpretive Emphases 

1. A Continuous “Creative Restlessness” 

o Central to Bozal’s interpretation is the notion that Goya never lapsed into 

complacency. Even at the end of his life—marked by deafness, frequent 

illness, and political disillusion—his works exhibit experimentation and an 

eagerness to push boundaries (particularly in color, brushwork, and 

printmaking techniques). 

2. Goya’s “Forward-Looking” Legacy 

o Bozal often connects Goya’s late works to broader, later developments in 19th-

century art. He argues that Goya’s final experiments in color and informality 

anticipate aspects of Romanticism and even pre-Impressionism. 

o Thus, any “plans” Goya might have had (lithographic series, portrait 

commissions, or new directions in coloristic exploration) are integral to 

understanding how this last phase set the stage for the next century of modern 

art. 

3. Thematic Continuities 

o Even though Goya’s approach lightened in paintings like The Milkmaid of 

Bordeaux, he never completely abandoned the satirical or critical edge that 

marked earlier works. Bozal highlights late drawings in which Goya still 

ridicules social customs and human folly. 

o This throughline suggests that, had Goya lived longer, he might have continued 

to tackle modern and satirical themes, likely in the format of lithographs or 

small sketches. 

 

Conclusion 

In Francisco Goya, Valeriano Bozal paints a portrait of an artist who, far from wrapping up a 

settled career, remained deeply engaged with new modes of representation until the very end. 

Goya’s “artistic plans” in his final years—though not always spelled out in formal 

proposals—can be inferred from: 

• His determined exploration of lithography (Los Toros de Burdeos). 

• His shift to a luminous palette in paintings like The Milkmaid of Bordeaux. 

• The intimate portraits and drawings that point toward continuous experimentation. 

• Hints of wanting to revisit or publish older unpublished series or create new graphic 

works. 
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Bozal interprets these activities as signs of a restless, innovative spirit, showing that Goya did 

not retire or merely look backward on his past triumphs. Instead, his final projects suggest he 

still held grand plans—particularly in graphic arts—and was actively pushing Spanish (and 

European) painting forward. Thus, Goya’s last months and years were animated by a drive to 

experiment and a desire to explore modern techniques and styles, even if time and health did 

not allow him to fully carry out all these ambitions. 
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 J.M.W. Turner's artistic plans before his death 

 
 

 

Please describe what other artistic tasks J.M.W. Turner was planning to carry out before his 

death, but which were not carried out because of his death? Also, list the authors who have 

analysed this issue in the context of Turner's career and outline their main conclusions. 
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Overview 

J. M. W. Turner (1775–1851) remained creatively active right up to the end of his life, but like 

many major artists, he left behind ideas and ambitions that were never fully realized. His late 

projects—some documented directly, others inferred from letters, sketchbooks, or 

reminiscences—ranged from unrealized print series to plans for arranging and displaying his 

own works in a dedicated gallery. Below is a summary of the main “artistic tasks” Turner is 

thought to have had in mind before his death but did not carry out, followed by a brief survey 

of notable scholars who have addressed these matters in Turnerian studies and their 

conclusions. 

1. Unfulfilled Artistic Projects 

1. Continuation (or Revival) of the Liber Studiorum-Type Project 

o Early in his career, Turner began publishing the Liber Studiorum (1807–1819), 

a series of engravings meant to illustrate various categories of landscape 

(historical, pastoral, mountainous, marine, etc.). He abandoned it after around 

70 completed plates, though he had once planned many more. 

o Several contemporaries and later historians speculated that Turner, 

intermittently, wished to revive or extend that ambitious idea—sometimes 

referred to as a “Little Liber” or a second “Liber”—in his later years. There is 

no definitive evidence of a fully organized series, but sketches and partial 

plates suggest he at least toyed with the notion of returning to such a project. 

2. A Grand Treatise or Publication on Art 

o Turner was elected Professor of Perspective at the Royal Academy in 1807, 

and over decades he delivered (often somewhat chaotic) lectures. Some 

historians believe he harbored hopes of publishing a more polished text or 

treatise based on his lectures or on his theories of color and light. His lecture 

notes and teaching diagrams at the Royal Academy hint at a conceptual 

framework that never came to fruition in book form. 

o Late anecdotes and private remarks suggest Turner might have envisioned a 

volume consolidating his lifelong expertise in watercolor technique, color 

theory, and perspective, but his declining health and reclusiveness in the 1840s 

and 1850s prevented any such project from maturing. 

3. Further Series of Watercolors 
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o Turner’s watercolors were integral to his artistic fame—he was particularly 

celebrated for his topographical work and luminous atmospheric effects. 

Although there is no single documented “series” left unfinished, several 

sketchbooks from Turner’s last decade (now in the Tate collection) contain 

outlines and thematic groupings—particularly scenes of European travels—

that never developed into the large-scale watercolors or engravings that earlier 

journeys had yielded (e.g., Rivers of France, Picturesque Views in England 

and Wales). 

o Some scholars see these sketchbooks as evidence that Turner was 

contemplating at least one more substantial publication or set of finished 

watercolors—potentially returning to favored subjects such as Venice or the 

Rhine. 

4. Establishment of a Dedicated ‘Turner Gallery’ 

o Near the end of his life, Turner had become preoccupied with the ultimate 

disposition of his vast studio holdings. In various codicils to his will, he 

expressed the wish that his finished oil paintings be given “to the nation,” on 

the condition that a special gallery be built to house them. 

o Turner’s instructions—often ambiguous and altered by subsequent legal 

disputes—envisaged a space devoted to displaying his works in a coherent 

manner. Although parts of his bequest did eventually come to the National 

Gallery (and later many works were transferred to the Tate), the fully realized, 

dedicated “Turner Gallery” he may have imagined never happened in his 

lifetime or immediately after. This plan, while partly philanthropic, also 

reflected his desire to arrange his works with curatorial control—an “artistic 

task” cut short by his death. 

2. Key Authors and Their Conclusions 

Below are some of the major scholars and biographers who have addressed Turner’s 

unrealized projects or late-career intentions, along with a concise summary of their views. 

1. John Ruskin 

o Works: Modern Painters (multiple volumes, 1843–1860). 

o Key Points: Ruskin championed Turner as the greatest of landscape painters 

and often lamented what might have been had Turner published a systematic 

explanation of his theories. Ruskin believed Turner’s health, solitary habits, 

and distrust of the public’s reception curtailed many of his late ambitions. 

While Ruskin did not detail a specific unfulfilled project list, he repeatedly 

implied that Turner had more to reveal—particularly in color theory and poetic 

expression—if only he had had time or a more receptive audience. 

2. Walter Thornbury 

o Works: The Life of J. M. W. Turner, R.A. (1862), the first full-length biography 

of Turner. 

o Key Points: Thornbury relied heavily on interviews and secondhand 

anecdotes, some of which mention Turner’s occasional statements that he 

wished to revive earlier engravings or produce “a more comprehensive record 

of his travels.” Thornbury stresses that Turner, in later life, was secretive about 

his projects, and that many intentions (including additions to Liber Studiorum) 

languished without formal announcements. 

3. Andrew Wilton 
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o Works: Turner in His Time (1987, revised 2006). 

o Key Points: Wilton provides one of the most comprehensive modern accounts 

of Turner’s working methods and chronology. He notes that Turner remained 

prolific but increasingly private in the 1840s, producing numerous unfinished 

oils and watercolors. Wilton contends that while Turner did not draw up a 

“grand plan” for new engravings late in life, he did make repeated attempts to 

organize (and perhaps catalog) his existing work in a way that could serve 

future publication or gallery display—efforts that ceased upon his final illness. 

4. Martin Butlin and Evelyn Joll 

o Works: The Paintings of J. M. W. Turner (1977). 

o Key Points: Their massive catalogue raisonné discusses a number of partially 

finished oils in Turner’s studio at his death, indicating that some might have 

been intended for future exhibition or sale, while others appear to have been 

reworked from older compositions. Butlin and Joll stop short of stating that 

Turner had a clearly articulated final project but do emphasize the sheer 

volume of “in-progress” or “revisited” canvases that remained when he died. 

5. David Blayney Brown 

o Works: Publications and catalogues on Turner’s watercolors, especially 

relating to the Tate’s vast Turner Bequest. 

o Key Points: Brown focuses on Turner’s prolific sketching and watercolor 

practice. He notes evidence in sketchbooks from the 1840s suggesting that 

Turner might have planned at least one more published series akin to 

Picturesque Views or Rivers of France, but he neither advanced nor completed 

negotiations with publishers. Brown sees these incomplete ideas as indicators 

that Turner’s creative drive was undiminished, even if his capacity to execute 

large, collaborative publications had ebbed. 

6. John Gage 

o Works: Color in Turner: Poetry and Truth (1969) and other studies. 

o Key Points: Gage often situates Turner’s late style in the broader context of 

color theory. He posits that Turner had not fully systematized his radical color 

explorations—something Gage believes might have emerged had Turner 

prepared a final treatise or extended lecture series. He notes especially that 

Turner’s lectures as Professor of Perspective included plans for a more 

structured approach to color and light, left mostly unpublished. 

3. Summary of Scholarly Consensus 

• No Single Definitive “Last Project” 

While various historians identify traces of unrealized endeavors, there is no 

incontrovertible evidence of a single, cohesive plan that was cut short. Instead, Turner 

left behind a tangle of sketchbooks, half-finished paintings, and speculative printing 

plates, all hinting at multiple, possibly overlapping or abandoned intentions. 

• A Desire to Shape His Posthumous Legacy 

Most scholars agree Turner had become deeply concerned with how his art would be 

preserved and experienced after his death. His oft-revised will and notes about a 

dedicated gallery suggest a major late focus on curation of his existing oeuvre rather 

than the creation of entirely new cycles of work. 

• Health, Reclusiveness, and Age 

Late in life, Turner’s physical and mental decline reduced both his productivity and 

his willingness to engage with publishers, engravers, or the Royal Academy. Many 
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projected tasks—like fresh print series or further rewriting of lecture material—may 

have foundered simply because of this combination of ill health and an increasingly 

private disposition. 

Concluding Note 

Turner’s reputation as one of Britain’s—and Europe’s—most revolutionary landscape 

painters rests on a prodigious output that spanned over half a century. Yet his final years 

inevitably left stray threads: sketchbooks of scenes never turned into finished watercolors, 

paintings left in various states of completeness, and outlines for publications that never went 

to press. While scholars differ on precisely how concrete these “plans” were, all concur that 

Turner died with more still in mind—and on the easel—than he could realize, thus 

underscoring both his restless creativity and the inevitable limits imposed by time. 

************************************************************************** 

Describe and analyze please the work of Walter Thornbury „The Life of J. M. W. Turner, 

R.A.” in terms of artisitc plans that J.M.W. Turner had in mind before his death in detail. 
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Overview of Thornbury’s Biography and Its Significance 

Walter Thornbury’s The Life of J. M. W. Turner, R.A. (first published in 1862) was among the 

earliest full-length biographies of Turner and drew on interviews, anecdotes, archival 

material, and personal reminiscences from those who had known or encountered the artist. At 

a time when Turner’s personal life was cloaked in mystery—and sensational rumors 

circulated about his eccentricities—Thornbury’s account helped shape the Victorian public’s 

perception of Turner as both a visionary genius and a reclusive enigma. 

While modern Turner scholars have identified various inaccuracies or unsubstantiated 

anecdotes in Thornbury’s work (since Thornbury’s research often relied on oral testimony 

that was at times unreliable), the biography remains an important historical document. It 

reflects Victorian attitudes toward Turner and provides valuable clues to what Turner himself 

may have envisioned for his artistic legacy. 

 

1. Turner’s Desire for a Dedicated Public Gallery 

One of the recurring themes Thornbury highlights is Turner’s concern for the final disposition 

of his paintings. This hinged on a central idea: 

1. A “Turner Gallery” for the Nation 

Turner repeatedly expressed a wish—sometimes in conversation, other times in 

writing—that a large body of his works remain together, accessible to the British 

public for study and appreciation. Thornbury draws attention to Turner’s admiration 

for the National Gallery and his fascination with how his own works might sit 
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alongside Old Masters (notably Claude Lorrain, whose landscapes Turner revered). 

The biography underscores how Turner hoped to ensure that future generations of 

artists and art lovers could view and compare his paintings in a single, coherent 

collection. 

2. Close Juxtaposition with Claude Lorrain 

Thornbury recounts stories of Turner’s particular desire for certain paintings (for 

instance, Dido Building Carthage) to hang next to works by Claude Lorrain—an artist 

Turner considered a guidepost. Turner evidently believed that his paintings would 

both reflect and challenge the grand tradition of landscape painting laid down by 

Claude, thereby showcasing the evolution of European landscape art. 

Though Turner’s official will was subject to legal disputes after his death, Thornbury’s 

narrative preserves that sense of a distinct, ideal “Turner Gallery” in which the artist’s oeuvre 

was to be studied in depth—an ambition only partially fulfilled when large portions of the 

bequest ultimately went to the National Gallery and later to the Tate. 

 

2. Plans for Unfinished and Late Works 

Thornbury devotes several passages to Turner’s late style and the canvases that remained in 

the artist’s studio at his death in 1851. These were pieces that Turner had kept hidden or 

continued to rework, often in secret. According to Thornbury: 

• Continual Revision and “Finishing Touches.” Turner was notorious for re-entering 

paintings, even decades after their initial completion, to heighten certain effects of 

light and color. Thornbury describes how, in the final years, the painter seemed almost 

obsessed with perfecting the atmospheric or luminous qualities of his pictures. This 

suggests Turner still had conceptual ambitions right up to the end—he did not see the 

paintings as static but as ongoing experiments in paint. 

• Planned Series or Themes. Thornbury notes that Turner had loosely proposed new 

series of watercolors and engravings. One such concept was to continue his Liber 

Studiorum tradition—an engravings project begun in 1807 that combined the 

instructive approach of a “study book” with grand, poetical landscapes. Although 

Turner never realized a second wave of the Liber Studiorum toward the end of his life, 

Thornbury’s biography gives hints that the artist had not abandoned the idea of 

educating younger generations through prints. 

• Secretive Methods and Private Sketches. Thornbury points to a trove of small 

sketches, color studies, and partially finished oils that Turner guarded closely. Even 

close associates found it difficult to extract from him any definitive statement about 

how he intended these sketches to be used posthumously. Thornbury’s depiction 

implies that Turner may have considered expanding them into more ambitious 

compositions—an idea undone by his declining health. 

 

3. Philanthropic and Educational Aspirations 
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Beyond the purely artistic aims, The Life of J. M. W. Turner highlights Turner’s philanthropic 

impulses, which dovetailed with his intention of leaving a legacy for both artists and the 

public: 

1. Fund for “Decayed Artists.” Thornbury cites Turner’s oft-discussed wish to set aside 

money for impoverished artists—a plan that appeared in certain versions of Turner’s 

will. Though complicated by legal wrangling, this bequest signaled his broader dream 

of nurturing the next generation, in part by ensuring that struggling artists had the 

financial means to survive. 

2. Paintings as an Educational Resource. Thornbury reads in Turner’s final words and 

actions an educational motive: Turner genuinely believed his works, if preserved and 

shown together, would serve as a living “textbook” of light, color, and atmosphere. 

Thornbury’s biography underscores that this was not mere vanity but a sincere desire 

to elevate British landscape painting and train future talents. 

 

4. Turner’s Final Years: Thornbury’s Portrayal 

Thornbury’s narrative also offers a dramatic, sometimes romanticized portrait of the seclusion 

and failing health that defined Turner’s last years in his riverside house at Chelsea. According 

to Thornbury: 

• Turner continued to paint or “tinker” with paintings nearly up to the very end of his 

life. 

• He had fewer public exhibitions, yet he retained an undiminished desire to push the 

boundaries of luminosity and color. 

• Those around him witnessed flashes of the old ambition: from the vantage of his small 

windows, Turner was said to be conceptualizing how ephemeral light on the Thames 

might translate onto canvas. 

In Thornbury’s telling, these final months were marked by a tension between the artist’s 

grand public hopes (a lasting gallery, philanthropic funds) and private eccentricities (veiling 

his identity, working in near secrecy). 

 

5. Critical Assessment of Thornbury’s Reliability 

Modern scholarship sometimes questions Thornbury’s exacting accuracy, because he relied 

on anecdotal sources—some of which could exaggerate or mingle fact with myth. Points to 

keep in mind: 

1. Anecdotal and Unverified Details. Thornbury’s biography includes colorful stories 

that may be more reflective of the Victorian fascination with Turner’s quirks than an 

objective record of events. 

2. Shaping Turner’s Romantic Image. The Victorian era was enthralled by “genius and 

eccentricity,” and Thornbury’s version of Turner often veers toward the dramatic or 

sentimental, shaping a legend that still influences how the artist is perceived. 
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Nonetheless, Thornbury’s account remains crucial. It provides one of the earliest coherent 

glimpses into Turner’s final intentions, especially regarding his art’s placement and future 

role. Even if some anecdotes must be treated with caution, they underscore a consistent 

theme: Turner’s forward-looking aspiration that his works serve as a permanent, 

instructive fixture in Britain’s cultural life. 

 

Conclusion 

In The Life of J. M. W. Turner, R.A., Walter Thornbury paints a portrait of an artist deeply 

committed, even in his declining years, to securing his creative legacy. Turner’s artistic 

plans—according to Thornbury—involved: 

1. Establishing or gifting a large ensemble of his works to the British nation, ideally in a 

dedicated gallery where they could be compared to Claude and other Old Masters. 

2. Completing or refining unfinished works, including possible expansions of engraving 

projects like the Liber Studiorum, to educate emerging artists on composition, light, 

and color. 

3. Providing for “decayed artists,” reflecting Turner’s philanthropic streak and belief that 

his success could fund future generations’ growth. 

While Thornbury’s biography must be read with an awareness of its anecdotal style and 

occasional factual ambiguities, it remains a pivotal source on how Turner, in his last years, 

envisioned his life’s work transcending his own lifetime—becoming a permanent educational 

and artistic force in Britain. 

************************************************************************** 

Describe and analyze please the work of Martin Butlin and Evelyn Joll „The Paintings of 

J. M. W. Turner” in terms of artisitc plans that J.M.W. Turner had in mind before his death in 

detail. 
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Overview of Martin Butlin and Evelyn Joll’s The Paintings of J. M. W. Turner 

Martin Butlin and Evelyn Joll’s two-volume catalogue raisonné, The Paintings of J. M. W. 

Turner (originally published in 1977, with subsequent revisions), remains one of the most 

authoritative references on Turner’s oil paintings. While its primary purpose is to present, 

document, and critically analyze each of Turner’s known oil works—including discussions of 

chronology, provenance, technique, and subject matter—the authors also offer insights into 

Turner’s broader artistic ambitions. This includes, to some extent, Turner's evolving plans for 

his legacy and how those plans shaped (or remained unfulfilled in) his later output. 

Below is a summary and analysis of how Butlin and Joll address Turner’s late artistic plans—

especially what he wished for his paintings and how he envisioned their ultimate use or 

display—within the broader framework of their catalogue. 
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1. The Context of Turner’s Late Years 

• Personal Circumstances 

Turner’s life in his final decade (the 1840s) was marked by physical decline, but also 

extraordinary creative energy manifested in a series of daringly experimental oils. 

Butlin and Joll note that these late oils (often loosely handled, luminous, and 

sometimes left in a seemingly “unfinished” state) were generally less well-received by 

certain Victorian critics. Nonetheless, Turner continued to push boundaries in color, 

atmospheric effects, and subject matter. 

• Studio Hoard and the Turner Bequest 

A significant number of paintings—finished, unfinished, and in various stages—

remained in Turner’s personal possession at his death in 1851. Known collectively 

(with works on paper) as the Turner Bequest, these formed the raw material for many 

of the entries in Butlin and Joll’s catalogue. The authors stress that Turner’s 

“accumulation” of work was not merely the result of disorganization; rather, he often 

held back certain paintings with a future intention—either for large-scale display, for 

personal study, or as part of a broader legacy to the nation. 

 

2. Turner’s Notion of a “Turner Gallery” 

• Desire for a Dedicated Space 

According to Butlin and Joll, a recurring theme in Turner’s final years was the 

painter’s wish that his collection be displayed publicly in a manner that highlighted his 

accomplishments (ranging from early topographical scenes to the later, near-abstract 

atmospheric works). Although the specifics evolved over time—and the texts of 

Turner’s will were famously ambiguous—there is evidence that Turner wanted to see 

his major oil paintings shown together in a “Turner Gallery.” 

• Modeling after Claude Lorrain 

Turner greatly admired the 17th-century landscape painter Claude Lorrain. 

Throughout his career, he compared his own achievements to Claude’s, hoping one 

day to see his pictures hanging alongside the Claudes in the National Gallery. Butlin 

and Joll emphasize that some of his most significant paintings, like Dido Building 

Carthage (1815) or Sun Rising through Vapour (1807), were intended (or at least 

strongly wished by Turner) to flank Claude’s masterpieces in a dedicated space. 

Turner’s instructions reflected a deeply held desire for comparison with the Old 

Master he revered. 

 

3. The Will and Its Complications 

• Ambiguities in the Bequest 

Turner’s will underwent several changes, leaving directions that were ultimately 

deemed legally vague. Butlin and Joll, when cataloguing the works in the Turner 

Bequest, devote commentary to the question of which pieces Turner explicitly 
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intended to keep for the nation, versus those that were simply unsold or incomplete at 

his death. They note how the numerous codicils (additions) to Turner’s will made it 

difficult for the National Gallery or his estate executors to discern precisely how he 

wanted his pictures curated posthumously. 

• Outcome for the Artwork Distribution 

Instead of establishing the single-purpose “Turner Gallery” he had envisioned, 

Turner’s works were eventually dispersed: 

o The National Gallery received many of the major oils. 

o Others traveled (or were sold off) into private hands because of legal and 

financial wrangling. 

o Still others, including many unfinished sketches, were distributed through 

different channels or eventually ended up in the Tate collection (now Tate 

Britain), reflecting the evolution of England’s national collections over the 

later 19th and early 20th centuries. 

Butlin and Joll pay special attention in their catalogue notes to which works were legally 

challenged and which were uncontested. They track provenance step by step, often starting 

from the moment of Turner’s death, to illustrate how these paintings passed into various 

collections, a process shaped by the confused state of the bequest. 

 

4. Late Artistic Projects and Unfinished Works 

• Experimentation and “Color Beginnings” 

Many of Turner’s final paintings remain in experimental or partially finished states 

(Butlin and Joll frequently label them with terms like “unfinished,” “color beginning,” 

or “possibly incomplete”). These give insight into Turner’s late working processes and 

his ongoing desire to push color and light to extremes. 

• Ambitious Future Themes 

Certain sketches suggest that Turner intended to continue exploring maritime subjects, 

mythological scenes, or historical narratives—genres he had tackled throughout his 

career. Butlin and Joll examine how some canvases, left only in initial layers of paint, 

reveal outlines of classical subject matter or ephemeral seascapes. The textual 

commentary alongside these catalogue entries frequently raises the question: “Was 

this piece truly abandoned, or was it a fresh start for a larger project Turner never lived 

to see completed?” 

• Large-Scale Cohesion 

Turner’s shifting plans for a cohesive body of work—possibly to illustrate major 

European historical moments, or to build on the topographical series begun earlier in 

his life—are often derived from the evidence of multiple partially finished pictures 

depicting closely related themes or sites. Butlin and Joll point out that these “clusters” 

of late oils (for instance, the so-called “Whaling series” begun in the 1840s, or groups 

of Venetian views) suggest an intention to produce them for a coherent group display 

or publication. His death cut these projects short, leaving many of the oil sketches as 

tantalizing fragments. 
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5. Scholarly Approach and Critical Reception 

• Focus on Catalogue Raisonné Method 

By their nature, Butlin and Joll spend more time on each painting’s provenance, date, 

and visual analysis than on Turner’s biography or intentions. However, in the 

introductory chapters and in notes appended to the most significant late works, they do 

reveal glimpses of how Turner’s personal ambition intersected with the paintings’ 

final forms. 

• Contribution to Turner Studies 

For researchers wanting to understand Turner’s final intentions, Butlin and Joll’s 

meticulous records of unfinished works are crucial: 

1. They reveal the scope of Turner’s late studio holdings and the major sequences 

he was experimenting with. 

2. They confirm which paintings Turner consistently withheld from sale, hinting 

at his plans to retain them for a future public display or for a culminating 

statement of his career. 

• Reconciliation of Conflicting Sources 

The catalogue clarifies sometimes contradictory nineteenth-century accounts of 

Turner’s will. By correlating the textual evidence of the will (and codicils) with which 

works ended up in the Turner Bequest, Butlin and Joll show how many of Turner’s 

grand plans were unrealized but still actively entertained in his mind right up to his 

final years. 

6. Conclusion: Butlin & Joll’s Perspective on Turner’s 

Final Vision 

In summary, Martin Butlin and Evelyn Joll provide a critical framework for understanding 

the evolution and fate of Turner’s artistic intentions through their exhaustive documentation 

of his oil paintings. While they do not devote an entire standalone section to “Turner’s final 

plans” as a narrative, their scholarship allows readers to piece together the key points: 

1. A Dedicated National Legacy 

Turner wanted a permanent and well-curated home for his art, ideally in or alongside 

the National Gallery, where future generations could study and compare his paintings 

with the Old Masters he admired. 

2. Experimental Continuations 

Despite failing health, Turner continued creating new works—both small sketches and 

more ambitious canvases—well into the 1840s, indicating that he harbored ongoing 

thematic and formal explorations. 

3. Unresolved Dimensions of the Will 

The disputes and ambiguities within Turner’s will meant that the grand cohesive 

display he imagined for his paintings never materialized as such in the immediate 

aftermath of his death. Nonetheless, the Turner Bequest—constituting a major portion 

of British national heritage—owes its existence, in part, to these very plans and the 

drive to leave an indelible artistic mark on the nation. 

4. Late-Period Creativity and Legacy 

The catalogue’s detailed discussion of unfinished oils underscores that Turner saw 

himself pushing boundaries right up to the end. His “plans,” insofar as we can 

reconstruct them from partial sketches and the testamentary evidence, demonstrate that 
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he was not merely winding down a career but envisioning a triumphant final statement 

on color, atmosphere, and landscape. 

Butlin and Joll thus become indispensable guides, showing precisely how and where Turner’s 

aspirations can be traced in the surviving body of oils, even if many of those aspirations had 

to remain incomplete at the time of his death. 

Further Reading & Notes 

• Andrew Wilton, Turner in His Time: Complements Butlin and Joll’s pictorial focus 

with more narrative on Turner’s biography and final years. 

• John Gage, Color in Turner: Delves more deeply into Turner’s color experiments, 

especially relevant for those late “unfinished” or “color beginning” paintings. 

• Turner’s Will and Codicils: Official documents at The National Archives (UK) and 

the detailed record of the Turner Bequest in Tate’s archives can also be used to cross-

reference Butlin and Joll’s catalogue entries. 

By examining The Paintings of J. M. W. Turner with an eye to Turner’s late ambitions, one 

gains a clearer picture of how thoroughly (even if indirectly) Butlin and Joll illuminate the 

painter’s lasting desire to shape his posthumous legacy—both in the scope of what he created 

and in how he hoped it would continue to inspire future viewers and artists. 

************************************************************************** 

Describe and analyze please the work of Andrew Wilton „Turner in His Time” in terms of 

artisitc plans that J.M.W. Turner had in mind before his death in detail. 
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Andrew Wilton’s Turner in His Time is widely regarded as one of the most comprehensive 

and insightful biographies of J.M.W. Turner. First published in the late 1980s (and later 

revised and reissued), Wilton’s study weaves together Turner’s artistic evolution, personal 

life, and broader historical context. While the book provides a cradle-to-grave overview, it is 

especially illuminating on Turner’s later years—when the painter was contemplating his own 

legacy and formulating grand plans that he hoped to see realized before (or shortly after) his 

death in 1851. Below is an outline of how Wilton treats Turner’s final ambitions and how 

these plans fit into the artist’s larger trajectory. 

1. Overview of Turner in His Time 

1. Chronological Approach 

Wilton structures much of the book chronologically, following Turner’s development 

from a precocious architectural draftsman and watercolorist to the celebrated Royal 

Academician who tested the boundaries of color, light, and abstraction in paint. 

Because of this chronological approach, readers can see how Turner’s plans in his 

final years arose organically from key events and attitudes that shaped him earlier in 

life—his fascination with bequests by earlier masters, his relationships with patrons, 

and his desire to secure artistic immortality. 
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2. Contextual Emphasis 

Wilton situates Turner within the broader cultural and social currents of late 18th- and 

early 19th-century Britain. This helps explain how Turner’s final wishes—particularly 

his desire to found a gallery or secure a large-scale public display for his works—

paralleled an era in which national collections (such as the National Gallery) were 

being debated and expanded. 

3. Primary Research and Visual Analysis 

Wilton draws on close visual analysis of Turner’s paintings and sketches as well as 

correspondence, anecdotal accounts, and Turner’s own notes. Through these sources, 

the book offers not only an art-historical interpretation but also glimpses into Turner’s 

more private aspirations and instructions regarding his estate. 

2. Turner’s Late-Career Ambitions 

2.1 The Vision of a “Turner Gallery” 

• Early Expressions of a Personal Gallery 

Wilton points out that as early as the 1820s, Turner began speculating about how his 

artworks might be preserved together. He had seen how major artists—Reynolds, for 

instance—were commemorated through both private collections and national 

institutions. According to Wilton, Turner’s single-minded desire for a self-contained 

“Turner Gallery” grew stronger in his later years, as he increasingly recognized that 

many of his more radical, light-driven paintings did not sell easily in the commercial 

market. 

• Bequest to the Nation 

By the 1840s, Turner had put forward the idea of bequeathing a large portion of his 

oeuvre to the British nation, with the specific caveat that these works be housed 

together in a dedicated space. Wilton highlights that Turner’s will contained complex 

and sometimes contradictory stipulations. On one hand, Turner wanted a permanent, 

unified display that would not break up the body of his late works; on the other, he 

made philanthropic provisions (e.g., for impoverished artists) that depended on the 

sale of certain works or on residual finances. These contradictions eventually led to 

protracted legal battles after his death. 

• Motivations 

Wilton interprets Turner’s motivation partly as an ego-driven desire to be remembered 

on his own terms—but also as an enlightened conviction that a new generation of 

artists and the general public could learn from seeing a broad sweep of his lifetime 

output. Turner believed that many of his late experiments with color and atmosphere 

would only be appreciated if they could be placed in direct dialogue with his more 

conventional earlier works. 

2.2 Plans for a Charitable Foundation 

• Turner’s Philanthropic Bent 

While Turner was famously reticent in social situations and jealously guarded his 

privacy, he demonstrated philanthropic impulses in his will—ones that Wilton 

carefully teases out. Part of Turner’s plan involved establishing a charity (sometimes 

referred to in the scholarship as a charitable institution for “decayed artists,” though 

the exact stipulations shifted over time). Wilton underscores how Turner’s father, 
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William (“Old Dad” Turner), and his mother’s difficult mental health journey may 

have shaped Turner’s later wish to provide for vulnerable artists or laborers. 

• Financial Conflicts 

The major impediment to this philanthropic dream was purely financial: Turner’s 

estate, while substantial, was also heavily tied up in unsold works. Wilton details how 

Turner’s contradictory instructions for the disposition of these paintings—some 

designated for a national gallery, some to be sold for charity—sparked legal disputes. 

Ultimately, the swirl of these entanglements undermined many of Turner’s altruistic 

hopes in the immediate decades after his death. 

2.3 The Fate of the Turner Bequest 

• Posthumous Confusion and Litigation 

In Turner in His Time, Wilton devotes space to the aftermath of Turner’s death, 

showing that it took years of legal wrangling before a large portion of Turner’s unsold 

oeuvre was declared the “Turner Bequest” and came into national care. The historian 

highlights key legal challenges by would-be heirs (including distant relatives). Many 

of Turner’s paintings and sketches, left in disorganized piles in his studio, were not 

fully inventoried, further complicating the matter. 

• Partial Realization of Turner’s Plans 

Although Turner’s explicit wish for a single-purpose “Turner Gallery” was never fully 

realized in his lifetime, Wilton notes that the substantial body of Turner’s works 

eventually found a home, first in the National Gallery and later largely in the Tate. 

Wilton suggests that while the spirit of Turner’s bequest—displaying a broad 

chronicle of his production—was honored, it took decades for a suitably 

comprehensive exhibition environment to emerge. The Clore Gallery at Tate Britain, 

opened in 1987, is often interpreted as the closest modern realization of Turner’s 

original intention. 

2.4 Artistic Trajectory in the Final Decade 

• Stylistic “Abstraction” 

Wilton places Turner’s ambitions for a gallery in conjunction with his late style. In his 

final decade (the 1840s especially), Turner produced paintings—Rain, Steam, and 

Speed, the Whaling series, Norham Castle, Sunrise, and various Venetian scenes—that 

pushed the depiction of light, weather, and atmosphere close to what later critics 

identified as almost abstract. Wilton posits that Turner’s confidence in these freer, 

more luminous canvases fueled his insistence that they remain together for posterity. 

He believed that, taken collectively, they would prove his place as a visionary 

innovator. 

• Reflections on Mortality 

Alongside these stylistic experiments, Wilton interprets a certain sense of existential 

urgency in Turner’s late period. Turner had become aware of his declining health and 

recognized his mortality. Aware that many of his late works were misunderstood by a 

public that considered them too “unfinished” or “indistinct,” Turner tried to secure 

their reputation by specifying how they should be preserved and displayed. 

3. Wilton’s Analysis of Turner’s Legacy Plans 
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3.1 Sympathy with the Artist’s Intentions 

Wilton’s scholarship is largely sympathetic to Turner’s desire for a cohesive memorial. He 

cites Turner’s own remarks—both written and recalled by contemporaries—about the need 

for future generations to see the “arc” of his entire career. Wilton frames Turner’s quest as a 

logical extension of the artist’s life-long experimentation and ambition, noting that Turner, 

who guarded his independence so rigorously, sought to maintain that independence for his art 

even after death. 

3.2 Critique of Legal Complexities 

At the same time, Wilton does not shy away from criticizing the tangled instructions of 

Turner’s will. While Turner dreamed of a single gallery for his works, he gave conflicting 

directives about some pictures being sold to fund the charity. Wilton sees this as emblematic 

of Turner’s complex character: he was far-sighted about his artistic legacy yet often 

inscrutable or contradictory in the practical details. 

3.3 Assessment of the Final Outcome 

Wilton concludes that, in a broad sense, Turner’s dream of a permanent, instructive display 

has been partially vindicated by modern museums. The legal complexities took decades to 

resolve, but today, the “Turner Bequest” forms the core of the Turner collections in London, 

which are visited and studied by thousands of art-lovers, scholars, and students. Wilton 

suggests that, despite the frustration Turner might have felt had he seen how long it took, the 

end result does reflect his overarching wish: that future generations encounter the full sweep 

of his artistic evolution. 

4. Concluding Thoughts 

In Turner in His Time, Andrew Wilton offers a nuanced account of Turner’s final artistic and 

philanthropic plans, emphasizing how they were deeply interwoven with his personal outlook, 

his stylistic trajectory, and the cultural climate of Victorian Britain. Wilton’s study clarifies 

that Turner’s ambition to curate his own posthumous legacy was neither a last-minute fancy 

nor a purely self-serving project. Rather, it was the culmination of decades spent 

contemplating how to present a radical body of work to the world—a body of work Turner 

believed needed a dedicated showcase in order to be properly understood. Ultimately, 

Wilton’s detailed coverage of Turner’s “unfinished business” underscores the tension between 

the ideal (a grand personal gallery, a robust charitable fund) and the practical realities that 

followed the artist’s death. While these plans were never implemented in the exact form 

Turner desired, their traces linger in the modern displays of his art and the public reverence 

that accompanies it—confirming that, in an important sense, Turner’s vision for his legacy did 

come to pass, albeit in a shape different from the one he meticulously attempted to map out in 

his final years. 
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Delacroix's artistic plans before his death 

 
 

 

Please describe what other artistic tasks Delacroix was planning to carry out before his 

death, but which were not carried out because of his death? Also, list the authors who have 

analysed this issue in the context of Delacroix's career and outline their main conclusions. 
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Overview 

By the time of his death on August 13, 1863, Eugène Delacroix had largely completed many 

of the major public commissions that occupied him in his later career—most famously, the 

murals in the Church of Saint-Sulpice (the Chapel of the Holy Angels), which he worked on 

until 1861. Nonetheless, correspondence and entries in his journal (as well as statements by 

contemporaries and later biographers) indicate that he had hoped to undertake or complete 

several additional projects. Because of his declining health, these projects remained 

unfulfilled or only partially realized. Below is an outline of the most commonly cited 

undertakings Delacroix was not able to carry out, as well as the main authors who discuss 

these plans and their conclusions. 

1. Unfinished or Planned Artistic Tasks 

1. Further Decorative Projects for Churches and Public Buildings 

o Delacroix’s success in large-scale decorative schemes—such as those at the 

Louvre, the Palais Bourbon (Chamber of Deputies), the Luxembourg Palace, 

and Saint-Sulpice—sparked interest in his undertaking additional murals in 

other public venues. 

o There is some evidence (in letters and notes) that he had discussed or 

considered further commissions in Paris, but due to his deteriorating health and 

the scale of these projects, they never materialized. 

2. A Possible Treatise or Extended Written Work on Art 

o Delacroix’s extensive Journal demonstrates his deep theoretical engagement 

with color, composition, literature, and music. Several passages hint at a desire 

to shape these thoughts into something more systematic—sometimes described 

as a “treatise” on color or painting principles. 

o While he published articles and notes during his lifetime (and left a substantial 

written record in his Journal), no comprehensive theoretical text appeared. 

Scholars have speculated that Delacroix’s plan was to revise or compile his 

notes into a more formal publication, but his failing health prevented him from 

doing so. 

3. Further Explorations in Printmaking and Illustration 

o Delacroix had produced important sets of lithographs, notably illustrations for 

Goethe’s Faust (1828) and Shakespeare’s Hamlet (1834–43). Some letters 
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suggest he was considering additional literary subjects—possibly a new or 

enlarged edition of Faust lithographs or another suite inspired by Dante—but 

these plans never came to fruition. 

o Towards the end of his life, his energy went chiefly into finishing major mural 

commissions and smaller easel paintings; advanced printmaking projects 

would have been physically taxing and required collaboration with master 

lithographers, something he did not pursue in his final years. 

4. Return Visits or New Travels for Inspiration 

o Although more speculative, various acquaintances mention that Delacroix still 

dreamed of returning to North Africa (he had famously traveled to Morocco in 

1832) or visiting other parts of the Mediterranean to gather fresh material. In 

reality, his ill health made any extended travel nearly impossible after about 

1860. 

2. Authors Who Have Analyzed These Unfulfilled Plans 

Below are some leading Delacroix scholars and biographers who address his late projects (or 

lack thereof), along with a summary of their main conclusions: 

1. Barthélemy Jobert 

o Key Work: Delacroix (English edition: Yale University Press, 1999). 

o Main Conclusions: 

▪ Jobert discusses Delacroix’s final years in detail, highlighting how 

chronic throat problems and exhaustion limited his ability to plan or 

accept new major decorative commissions. 

▪ He notes that Delacroix’s prolific Journal contains embryonic ideas for 

a more thorough theoretical text but finds little direct evidence that a 

fully structured treatise was underway. 

▪ Jobert also points out that many of Delacroix’s sketches and smaller 

compositions from the early 1860s seem to have been exploratory—

indicating a persistent creative impulse—though few evolved into 

large-scale works. 

2. Lee Johnson 

o Key Work: The Paintings of Eugène Delacroix: A Critical Catalogue (6 vols., 

1981–1989). 

o Main Conclusions: 

▪ Johnson’s catalogue raisonné documents Delacroix’s late sketches and 

unfinished works; he notes that several ideas for large decorative cycles 

appear in Delacroix’s notebooks but never proceed beyond tentative 

drawings. 

▪ He emphasizes how Delacroix’s engagements with Saint-Sulpice and 

the aging artist’s devotion to completing that prestigious commission 

overshadowed any new large public projects. 

3. René Huyghe 

o Key Work: Various essays on Delacroix (mid-20th century) and contributions 

to La Revue de l’Art. 

o Main Conclusions: 

▪ Huyghe underscores Delacroix’s lifelong fascination with color theory 

and psychological expression in painting. He presents Delacroix’s final 

years as a time of “reflective consolidation,” implying that any grand, 
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unrealized undertakings were overshadowed by the urgency of 

finishing the Saint-Sulpice murals. 

▪ He also posits that the idea of a written treatise never went beyond 

preliminary notes and reflections in the Journal. 

4. Michel Laclotte and the Musée du Louvre Exhibition Catalogs 

o Key Works: Exhibitions and catalogs on Delacroix’s decorative cycles in the 

Louvre (various publications from the 1980s onward). 

o Main Conclusions: 

▪ These studies situate Delacroix’s last major public works (such as the 

murals in the Apollo Gallery at the Louvre) within the broader tradition 

of French history painting. They note that any further decorative 

initiatives for official spaces would have required robust state 

support—something less forthcoming in the early 1860s. 

▪ The catalogs mention proposals or sketches that might have formed the 

basis of a new mural cycle, but none were contractually secured by the 

time Delacroix’s health declined. 

5. Delacroix’s Own Journal (edited by Various Scholars) 

o Key Work: The Journal of Eugène Delacroix (multiple editions and 

translations—e.g., by Lucy Norton, and later critical editions). 

o Main Conclusions: 

▪ The Journal is the principal primary source on Delacroix’s thoughts. 

Although there are scattered remarks about future projects and color 

theory, nothing indicates a specific, large-scale plan that he was certain 

to pursue. 

▪ The final entries reflect his preoccupation with ongoing health issues, 

the practicalities of wrapping up Saint-Sulpice, and continuing smaller 

easel paintings—rather than launching large new ventures. 

Conclusion 

In sum, Delacroix’s declining health in the early 1860s curtailed any ambitious new 

commissions or travels. Scholars agree that while he remained creatively active—evidenced 

in small-scale works, sketches, and reflective journal entries—he did not embark upon major 

new undertakings comparable to his earlier murals and public commissions. Many 

biographers surmise that he intended (or at least wished) to compile his theoretical musings 

on color and composition into a more formal treatise, but the end of his life was consumed by 

finishing existing projects and coping with debilitating illness. Consequently, the most 

detailed “plans” we have are fragmentary notes in his Journal or passing mentions in letters, 

never realized or carried forward after his death. 

************************************************************************** 

Describe and analyze please the work of Barthélemy Jobert „Delacroix” in terms of artisitc 

plans that Delacrix had in mind before his death  in detail. 
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Overview of Barthélemy Jobert’s Delacroix and Its Focus on the Artist’s Final Plans 
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Barthélemy Jobert’s monograph on Eugène Delacroix (often published simply as Delacroix, 

sometimes subtitled or presented as part of a Phaidon series) is considered one of the key 

modern studies of the great French Romantic painter. Jobert draws extensively on Delacroix’s 

own letters, his Journal, and period documents to build a richly contextualized picture of the 

artist’s life and work. One of the most illuminating aspects of Jobert’s study is the final phase 

of Delacroix’s career, where the artist—already hailed as a pioneer of Romanticism—

continued to innovate and outline personal aspirations even as his health deteriorated. 

Below is a closer look at how Jobert examines Delacroix’s late artistic plans and intentions 

leading up to his death in 1863. 

 

1. Large-Scale Decorative Commissions 

1.1. The Chapel of the Holy Angels at Saint-Sulpice (1850–1861) 

One of Delacroix’s major and final public commissions was the decoration of the Chapel of 

the Holy Angels in the Church of Saint-Sulpice in Paris. Jobert underscores the significance 

of this project as the culmination of Delacroix’s desire to reconcile lofty religious subject 

matter with the emotive colorist approach for which he was known. The chapel’s frescoes 

include: 

• “Jacob Wrestling with the Angel” (on the chapel’s main wall) 

• “Heliodorus Driven from the Temple” (on a lateral wall) 

• “St. Michael Vanquishing the Demon” (on the ceiling) 

Delacroix worked on these murals from roughly 1850 until 1861, pouring much of his 

creative and physical energy into them. Jobert stresses that, toward the end of Delacroix’s life, 

the Saint-Sulpice frescoes represented a supreme effort—a kind of final statement on the 

sublime possibilities of history painting and religious imagery. In his Journal, Delacroix 

mentions both the pain of climbing scaffolding in ill health and the immense satisfaction of 

achieving a unity of composition, gesture, and color effects in a sacred space. 

Delacroix’s Plans and Aspirations: 

• Delacroix viewed large-scale murals as the ultimate painterly challenge, testing both 

technical skill (handling of color at a distance) and expressive power. 

• He hoped that the Saint-Sulpice cycle would stand as a model of “Romantic 

classicism,” a way of merging bold color harmonies (characteristic of Romantic art) 

with clarity of composition (a legacy of the Old Masters). 

1.2. Other Decorative Cycles 

Before Saint-Sulpice, Delacroix had completed major decorative programs at the Palais 

Bourbon (the seat of the French National Assembly) and the Palais du Luxembourg (the 

Senate), and also for the Salon de la Paix in the Hôtel de Ville (destroyed in 1871). Jobert 

indicates that even in his last years Delacroix had not fully abandoned the idea of undertaking 

additional large decorative works if health and circumstances permitted. Letters show him 
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entertaining the possibility of further state commissions. However, his declining condition 

ultimately limited these ambitions. 

 

2. Smaller-Scale Paintings and Personal Projects 

Despite his fame for epic murals, Delacroix never ceased producing smaller canvases—often 

explorations in color, Orientalist themes, or still lifes. Jobert shows that in the final decade of 

his life, Delacroix’s love of experimentation with brushwork and color relationships grew, 

anticipating certain aspects of Impressionism: 

• Orientalist Scenes: Having traveled to North Africa in 1832, Delacroix maintained a 

lasting fascination with “Oriental” subjects. Late sketches indicate he still considered 

further paintings of Moroccan or Algerian life, though these remained at a conceptual 

stage. 

• Floral and Animal Studies: Delacroix found in flowers and animals a laboratory for 

color effects. Jobert notes that Delacroix’s Studies of Flowers—often smaller works 

done in his studio—helped refine the luminous, vibrant palette that would also appear 

in his murals. 

• Religious and Mythological Sketches: A few late drawings and oil sketches suggest 

Delacroix contemplated new religious or classical myth narratives, possibly intended 

for either private collectors or smaller chapel commissions. 

Delacroix’s Plans and Aspirations: 

• While large commissions were physically strenuous, Delacroix believed he could 

continue to refine his color theories in more intimate works. 

• He hoped to exhibit some of these smaller paintings in the annual Salons, ensuring his 

reputation and forging a direct link to younger painters. 

 

3. The Desire for a Theoretical Synthesis 

3.1. Interest in Writing and Teaching 

Jobert remarks that Delacroix was not only a prolific painter but also an intellectual. He kept 

an extensive Journal, contributed to art reviews, and harbored thoughts of creating a more 

systematic treatise on painting. Although he never completed a formal treatise, the Journal 

reveals consistent engagement with theories of color, composition, and the psychology of 

visual perception—topics that later influenced Impressionists and color theorists like Georges 

Seurat. 

Delacroix’s Plans and Aspirations: 

• Delacroix’s Journal hints at a desire to leave a written legacy that would clarify and 

codify his approach—particularly his fascination with contrasts of warm and cool 

hues, the role of complementary colors, and the expressive potential of brushstrokes. 
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• He was aware of the changes happening in mid-19th-century French art (e.g., the 

Realist movement with Courbet, and the early seeds of what would become 

Impressionism), and he wanted to articulate how his Romantic color aligned with 

evolving modern tastes. 

3.2. Bridging Tradition and Innovation 

One key theme Jobert identifies is Delacroix’s commitment to bridging the Old Masters—

especially Rubens, Veronese, and Titian—with emergent modern impulses. In Delacroix’s 

view, the color traditions of the Venetian school needed a fresh, emotive dimension that 

would resonate with contemporary audiences. Even in declining health, Delacroix was 

determined to champion a style that was simultaneously rooted in historical precedent and 

open to bold experiments in color. 

 

4. Health Challenges and Their Impact 

Throughout the final chapters of his monograph, Jobert offers insight into how Delacroix’s 

chronic ill health (likely a respiratory condition, possibly tuberculosis or laryngitis) affected 

his output. The physical demands of large-scale mural painting—requiring scaffolds and 

overhead work—became increasingly difficult. Despite these challenges, Delacroix persisted, 

completing Saint-Sulpice shortly before his death in August 1863. 

Delacroix’s Plans and Aspirations (Tempered by Health): 

• While Delacroix had long-term ideas for additional grand murals, his weakened state 

forced him to focus on completing Saint-Sulpice. 

• He turned more frequently to small easel paintings and drawing, which required less 

stamina but still allowed him to refine his coloristic ideas. 

• Correspondence from the last two years of his life shows that Delacroix was mindful 

of his mortality yet hopeful he could continue painting if he paced himself. 

 

5. Legacy Concerns and Posthumous Impact 

Barthélemy Jobert concludes that Delacroix was deeply concerned with how posterity would 

judge him. In the final phase of his life, the artist paid close attention to the fate of his studio 

and the distribution of his works: 

• Delacroix arranged for many of his paintings and sketches to remain together for sale 

or bequest. 

• He kept meticulous records—cataloguing or annotating certain works—suggesting he 

wanted future scholars (and the public) to understand his evolution. 

Delacroix’s Plans and Aspirations: 
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• To preserve the integrity of his oeuvre, ensuring that later generations would see how 

his monumental decorative cycles (especially Saint-Sulpice) aligned with his smaller 

canvases, color experiments, and theoretical writings. 

• To be recognized not only as a Romantic revolutionary but as a painter who offered 

enduring lessons on color, drama, and compositional unity—a bridge between the 

great tradition of the Old Masters and modern painting. 

Conclusion 

In Delacroix, Barthélemy Jobert meticulously reconstructs the last decade of the artist’s life, 

highlighting how Delacroix’s final plans encompassed both the completion of ambitious 

mural cycles—most notably at Saint-Sulpice—and ongoing experiments in smaller-scale 

works that explored the expressive power of color. Despite declining health, Delacroix never 

ceased looking forward. He hoped to codify his artistic theories into some form of written or 

visual treatise, championing a synthesis of Romantic drama and classical balance. Jobert’s 

analysis underscores Delacroix’s unwavering belief in painting’s capacity for emotional 

resonance and intellectual rigor. Even on the brink of death, Delacroix outlined projects that 

sought to expand color theory and reaffirm the grand tradition of decorative painting. 

Ultimately, Delacroix’s final artistic plans—as presented by Jobert—reveal a painter who, 

though aware of his mortality, remained profoundly committed to influencing the future 

course of art through color, form, and the grandeur of his monumental commissions. 

************************************************************************* 

Describe and analyze please the work of Lee Johnson „The Paintings of Eugène Delacroix: A 

Critical Catalogue” in terms of artisitc plans that Delacrix had in mind before his death  in 

detail. 
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Lee Johnson’s multi‐volume opus, The Paintings of Eugène Delacroix: A Critical Catalogue, 

is widely regarded as the definitive catalog raisonné of Delacroix’s painted oeuvre and an 

essential scholarly reference on the artist’s life, techniques, and thematic evolution. Published 

between 1981 and 1989 (in cooperation with the Paul Mellon Centre for Studies in British Art 

and Clarendon Press), Johnson’s catalogue presents a meticulously detailed chronological and 

critical survey of Delacroix’s paintings—from early student works through to the artist’s final 

projects before his death in 1863. 

Below is an overview and analysis of how Johnson’s volumes address Delacroix’s late work 

and, in particular, what they reveal about the artist’s unrealized or partially realized plans in 

the years leading up to his death. 

 

1. Scope and Structure of Johnson’s Catalogue 
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1. Chronological Organization 

Johnson structures the core volumes chronologically, allowing readers to trace the 

evolution of Delacroix’s style, subject matter, and technique. This arrangement is 

particularly useful for pinpointing Delacroix’s final artistic directions and 

understanding how his late paintings relate to earlier periods of his career. 

2. Critical and Documentary Approach 

Each painting in the catalogue is accompanied by: 

o Provenance and exhibition history 

o Critical commentary and comparative analysis 

o Technical notes (materials, condition, known or hypothesized changes in 

composition) 

o References to Delacroix’s letters and diary entries that shed light on the 

conceptual and personal context of each work 

By integrating entries from Delacroix’s vast correspondence and journals, Johnson 

provides scholars with direct insights into the painter’s intentions or aspirations at 

given moments—including those late in his career. 

3. Supplementary Volumes and Plates 

Johnson also provides supplementary material (such as addenda, corrections, 

interpretative essays, and extensive plates). These supplementary volumes are 

especially revealing when it comes to lesser-known or fragmentary works from 

Delacroix’s last years. 

 

2. Delacroix’s Late Period: Key Themes and Projects 

Delacroix died in August 1863, suffering from declining health in the final decade of his life. 

Nonetheless, he continued to work on—and sometimes initiate—significant projects. 

Johnson’s catalogue discusses several major late efforts, which together suggest Delacroix’s 

final “artistic plans.” 

1. Chapel of the Holy Angels at Saint‐Sulpice (1854–1861) 

o Subject and Scope: Delacroix took on the vast decorative cycle for the Chapel 

of the Holy Angels in the Church of Saint-Sulpice, Paris, illustrating biblical 

and religious scenes (e.g., Jacob Wrestling with the Angel). 

o Johnson’s Perspective: Johnson devotes extensive catalogue entries and 

commentary to these monumental murals, analyzing compositional sketches, 

on‐site oil studies, and related drawings. He clarifies how Delacroix envisioned 

these decorations as his crowning public work, melding fervent religious 

imagery with his trademark dynamic colorism. 

o Relation to Future Plans: Although Delacroix completed most of the cycle, 

Johnson notes that the effort drained the artist’s energies and consumed his 

final decade. The Saint‐Sulpice murals stand as Delacroix’s last grand 

decorative project, illustrating how the artist’s ambitions remained firmly tied 

to public, large‐scale commissions—even as his health flagged. 

2. Late Exotic and Literary Subjects 

o Return to Morocco and the “Orient”: Delacroix’s fascination with North 

African and Middle Eastern themes—ignited by his 1832 trip to Morocco—
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persisted into his final years. Johnson identifies late sketches and small oils 

depicting odalisques, riders, and exotic animals, suggesting Delacroix still 

intended to explore Orientalist themes in new permutations had he remained 

healthy. 

o Shakespearean and Dantean Imagery: Delacroix’s literary inspirations (e.g., 

Dante, Shakespeare, and Goethe’s Faust) stayed with him, though later in life 

he executed fewer large-scale narrative works in these veins. Johnson’s notes 

on Delacroix’s late sketches point to fleeting attempts to revisit certain 

dramatic Shakespearean episodes, but these remained relatively undeveloped, 

perhaps reflecting Delacroix’s waning energy. 

3. Flower Paintings and Nature Studies 

o Shift to Intimate Formats: Delacroix’s late output also includes vibrant 

flower paintings and small-scale landscapes. These works—catalogued 

meticulously by Johnson—emphasize color, spontaneity, and an almost 

Impressionistic handling of paint. 

o Johnson’s Analysis: Johnson frames Delacroix’s flower paintings as a 

concentrated laboratory of color theory. Delacroix recognized nature as a 

preeminent teacher and used direct observation (especially of flowers) to refine 

his nuanced color harmonies. Johnson cites diary entries wherein Delacroix 

wrote about the “lessons” offered by petals and leaves—hints that he might 

have wanted to expand further into still-life painting or more experimental 

color explorations. 

 

3. Evidence of Unfulfilled Projects and Future Directions 

While Delacroix never laid out a formal “manifesto” for forthcoming works, Johnson’s 

catalogue and commentaries draw on diaries, letters, and witness accounts to piece together 

what Delacroix still wanted to achieve: 

1. Continuing Large-Scale Decorative Cycles 

o Legacy of Saint-Sulpice: Johnson underscores how Delacroix viewed mural 

decoration as the apex of an artist’s calling; he hoped to secure further 

monumental commissions for public spaces. His correspondences reveal that, 

had his health not deteriorated, he likely would have pursued additional church 

or civic murals. 

o Mythological and Historical Themes: Johnson includes references to 

Delacroix’s partial drawings or preliminary ideas that reuse classical or 

medieval subjects, hinting at a desire to extend the decorative principle beyond 

purely religious content. 

2. Refinement of Color and Form 

o Reflections in the Journal: Delacroix’s diaries stress his continual push to 

refine color contrasts and tonal graduations. He saw color as the expressive 

crux of painting. Johnson quotes these entries to illustrate how Delacroix, even 

in his final year (1863), looked forward to further experimentation. 

o Possible Late Exhibitions: Although Delacroix withdrew from the official 

Salon in his later years (partly due to politics, partly health), Johnson notes that 

Delacroix still contemplated showcasing new works privately or on a smaller 

scale, revealing the painter’s abiding ambition to be seen as a modern colorist. 
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3. Revisiting Themes of Violence and Pathos 

o Late Sketches of Dramatic Scenes: Johnson’s catalogue reproduces some 

unfinished sketches that revisit Delacroix’s fascination with tragic or violent 

subjects (e.g., Medea, Othello). These scattered fragments suggest Delacroix 

was still drawn to the emotionally charged imagery that had characterized his 

earlier successes (The Death of Sardanapalus and others). 

o Incomplete Executions: Johnson’s meticulous approach to listing even 

fragmentary or lost works points to small canvases left abandoned in the studio 

at Delacroix’s death. Scholars see these pieces as evidence that the artist might 

have planned a final dramatic canvas akin to his 1820s–1830s masterpieces but 

never mustered the strength to complete it. 

 

4. Johnson’s Methodological Contributions 

1. Integrated Use of Correspondence and Journals 

Much of what we know about Delacroix’s intentions near the end of his life comes 

from his personal writings. Johnson’s critical apparatus weaves Delacroix’s own 

words directly into the catalogue entries, offering a cohesive view of what Delacroix 

said he hoped to achieve and what he actually managed to complete. 

2. Technical and Stylistic Analyses of Late Works 

Johnson’s attention to painting technique—particularly brushwork, color layering, and 

compositional structure—helps clarify how Delacroix continued to evolve as a painter. 

While illness caused Delacroix to work on smaller pieces more frequently, the 

boldness of his color relationships did not diminish. In some ways, Johnson argues, 

Delacroix’s technique in these last works might have presaged later modernist 

approaches to color. 

3. Identification of Uncertain Attributions 

Late in Delacroix’s life, the workshop system and occasional assistance by pupils or 

associates could blur authorship. Johnson’s extensive cross-referencing of diaries, 

letters, signatures, and provenances helps isolate which late works are truly 

Delacroix’s and which may have been partially completed or retouched by someone 

else. This clarifies precisely where Delacroix’s artistic intentions end and “finished” 

pieces begin. 

 

5. Conclusions and Significance 

From Johnson’s exhaustive catalogue, we glean that Delacroix’s overarching ambition—to 

explore the expressive possibilities of color in large‐scale decorative contexts—remained vital 

until his last breath. While Delacroix’s failing health thwarted some late plans for major 

public commissions or renewed forays into large historical compositions, the smaller‐format 

paintings on floral subjects and the intense devotion to finishing Saint-Sulpice demonstrate 

that he never ceased refining his art. 

Key takeaways from Johnson’s work include: 



41 

 

• Continuity of Vision: Delacroix’s late works are not an afterthought but rather the 

culmination of lifelong preoccupations: color theory, drama, and the interplay of the 

exotic and the classical. 

• Documented Plans, Partially Realized: Through diaries and sketches, Delacroix left 

vestiges of further murals and literary-themed paintings that never fully materialized, 

underscoring the artist’s persistent creative drive. 

• Refined Technique: The flower paintings and nature studies, thoroughly documented 

by Johnson, exemplify Delacroix’s ongoing formal experiments—indicating he 

intended to keep advancing his colorist ideals, potentially in a more intimate or 

personal domain. 

• Legacy of Public Commissions: Having invested so much in monumental church and 

civic decorations, Delacroix may have intended to push further in that direction, 

aiming to be regarded as the preeminent French mural painter of the 19th century. 

In sum, Lee Johnson’s The Paintings of Eugène Delacroix: A Critical Catalogue not only 

provides a methodical enumeration of Delacroix’s oeuvre but also weaves together a nuanced 

picture of the artist’s aspirations as his career drew to a close. Through cross‐referencing 

documents, analyzing unfinished sketches, and clarifying the chronological development of 

Delacroix’s style, Johnson reveals both what Delacroix achieved in his twilight years and 

what grand ideas he might have pursued, had time and health permitted. 

************************************************************************* 

Describe and analyze please the statements of René Huyghe in terms of artisitc plans that 

Delacrix had in mind before his death  in detail. 
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Clarifying the Figures: René Huyghe and Eugène Delacroix 

First, it is useful to establish clearly who and what we are talking about. René Huyghe (1906–

1997) was a renowned French art historian, curator at the Louvre, and philosopher of 

aesthetics. He wrote on a wide range of topics in art history, including analyses of major 

painters and broader theories about perception and creativity. 

Meanwhile, “Delacrix” in your question most likely refers to Eugène Delacroix (1798–1863), 

one of the leading figures of French Romantic painting. Delacroix is best known for works 

such as Liberty Leading the People, The Death of Sardanapalus, and Women of Algiers in 

their Apartment. Given Delacroix’s prominence, and the fact that Huyghe devoted attention to 

major French artists (including Delacroix), it seems you are asking specifically about René 

Huyghe’s statements on Delacroix’s late artistic plans or final artistic intentions before his 

death in 1863. 

 

1. Context: Delacroix’s Late Years 

In his final decade, Eugène Delacroix was deeply engaged with several large-scale decorative 

commissions and religious murals, most famously in the Church of Saint-Sulpice in Paris (the 

Chapel of the Holy Angels, completed from around 1849 to 1861). In these final years, 
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Delacroix’s health was fragile—he battled a chronic throat ailment and general physical 

decline, which limited his ability to paint large works. Nonetheless, he continued to explore: 

• Refined color harmonies and the expressive potential of color (a hallmark of his 

oeuvre from the beginning, but increasingly developed in later works). 

• Religious and mythological subjects in monumental settings (seen in Saint-Sulpice 

and earlier in the Palais Bourbon). 

• Experiments in balancing freedom of brushwork with compositional clarity—in 

other words, the tension between Romanticism’s emotive intensity and a desire for 

structural or classical order. 

Because Delacroix died somewhat abruptly (though he had been ill, he remained active 

almost to the end), he left behind sketches, notes, and fragments in his journals. These give 

some insight into further projects or refinements he might have considered. 

 

2. René Huyghe’s Perspective on Delacroix 

René Huyghe, in writing about Delacroix (and about 19th-century painting in general), often 

stressed a few key themes relevant to the artist’s final intentions or “artistic plans”: 

1. Delacroix’s Transition Between Traditions 

Huyghe saw Delacroix as a bridge figure: on one hand, the inheritor of the grand 

Romantic tradition (with its emphasis on passion, drama, and expressive color), and on 

the other, a precursor to the modernists (notably the Impressionists), who admired his 

color experiments and handling of paint. Huyghe wrote that Delacroix’s emphasis on 

color and emotional expression opened the door to new art forms that would flourish 

after mid-century, particularly through the Impressionists and Post-Impressionists who 

studied his work. 

2. The Role of Color Theory and Optical Effects 

According to Huyghe, Delacroix’s journals and late paintings show an artist who was 

systematically investigating the vibrations of color—how adjacent hues interact, how 

complementary colors intensify each other, and how nuanced contrasts can evoke 

emotional responses. Huyghe argued that Delacroix’s final works reveal a painter who 

was increasingly concerned with the “music” of color. Delacroix’s prospective 

projects—especially large-scale, decorative paintings—would thus likely have 

elaborated on these theories. Huyghe believed Delacroix’s approach to color was more 

than ornamental; it was almost symbolic and spiritual, linking the viewer’s emotional 

state with the painting’s chromatic orchestration. 

3. Synthesis of the Monumental and the Intimate 

Huyghe notes Delacroix’s ambition to continue large decorative cycles (like those in 

Saint-Sulpice) that could embody a total artistic vision—combining figures, allegory, 

ornament, and color into one immersive environment. While Delacroix did fulfill 

much of the Saint-Sulpice decoration (notably Jacob Wrestling with the Angel on the 

chapel’s ceiling and Heliodorus Driven from the Temple), his deteriorating health 

constrained him. Huyghe’s interpretation suggests Delacroix intended to push further 

with this type of large-scale ensemble painting, believing it was the ultimate theater 

for his exploration of grand narrative and the unifying power of color. 
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4. Philosophical and Spiritual Undercurrents 

In analyzing Delacroix’s diaries, Huyghe pointed out a growing spiritual dimension in 

the artist’s late reflections. Delacroix often wrote on the moral power of art, the role of 

the artist as a creator, and the spiritual resonance he found in biblical or mythological 

subjects. Huyghe believed that Delacroix’s final plans—had he lived longer—would 

have continued to integrate spiritual allegory with the Romantic fervor for passion and 

drama, culminating in cycles or murals that blended the epic and the personal. 

 

3. Delacroix’s Unfulfilled Plans, as Interpreted by Huyghe 

While no single “grand unexecuted project” of Delacroix stands out in the same way as, for 

example, Michelangelo’s uncompleted tomb projects, there are outlines or sketches that 

indicate Delacroix was contemplating: 

• Further Church or Public Building Decorations 

Delacroix’s success with large public commissions made him a natural candidate for 

future projects, which Huyghe believed could have advanced his experiments in color 

and narrative on a monumental scale. 

• A Refined Theory of Color and Emotion 

From Delacroix’s journal entries, one can see his ongoing experiments with 

complementary contrasts, optical mixing, and the emotional temperature of color. 

Huyghe stressed that Delacroix might have published or illustrated these color theories 

more explicitly if he had not died. His diaries and notes often read like a personal 

color manifesto. 

• Possible Illustrations or Lithographic Cycles 

Delacroix was involved with lithography (for instance, his 1828 lithographs for 

Goethe’s Faust), and he continued to harbor ambitions to illustrate literary classics. 

Although these plans remained scattered and not systematized, Huyghe’s scholarship 

highlights that Delacroix always saw a vital link between literature, mythology, and 

painting. His notes mention Shakespearean or classical subjects he never fully 

realized. 

In sum, Huyghe believed that Delacroix—had he enjoyed better health—would have 

deepened these interconnected aims: monumental decorative painting, further 

experimentation with color theory, and possibly expanded illustrative work in a refined 

style. 

 

4. Analysis of Huyghe’s Perspective: Why It Matters 

• Bridging Romanticism and Modernity 

Huyghe’s statements about Delacroix’s last intentions underscore how Delacroix was, 

in essence, “modernizing” Romantic traditions. This is significant because 

Impressionists like Monet and Renoir openly cited Delacroix’s color usage as an 

influence, and Post-Impressionists (e.g., Van Gogh) admired his expressive 

brushwork. If Delacroix had carried out his late decorative ambitions (pushing 
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coloristic research in large mural cycles), one can argue that the transition to modern 

painting might have been even more seamless. 

• Color as a Vehicle of the Spirit 

In his writings on Delacroix, Huyghe often emphasizes the quasi-mystical or spiritual 

dimension in color. This means that Delacroix’s “plans” were not just decorative 

fantasies but part of a larger quest to use color to evoke transcendence. Huyghe 

positions Delacroix alongside great Venetian masters (Tintoretto, Veronese) and 

Rubens, all of whom sought grandeur of scale and vibrant chromatic orchestration. 

• A Final Phase Cut Short 

Delacroix’s death in 1863 left several sketches and smaller oil studies that indicate he 

was still evolving. Huyghe’s commentary (like that of other Delacroix scholars) thus 

sees his last decade as something akin to a new phase—less theatrical but more 

meditative, more daring in color arrangements yet still anchored by classical drawing. 

It suggests that Delacroix’s artistic development was ongoing and that we never 

witnessed the full culmination he might have achieved. 

 

5. Conclusion 

René Huyghe’s statements on Eugène Delacroix’s late artistic plans, taken broadly, revolve 

around Delacroix’s intensified focus on color theory, his desire to produce more monumental 

decorative ensembles, and the spiritual or symbolic undertones of his painting. Although 

Delacroix did complete major works right up until his death (the murals in Saint-Sulpice 

being the crowning example), Huyghe and other art historians argue that Delacroix’s 

notebooks and evolving style point toward further, unfulfilled ambitions: 

1. Grand-scale murals or cycles integrating Biblical, mythological, and historical subjects 

with new levels of chromatic sophistication. 

2. More explicit theoretical writing or demonstration about the interplay of color and 

emotion. 

3. Continued exploration of spiritual and moral themes in a way that would marry 

Romantic intensity with an emerging modern outlook. 

Thus, in Huyghe’s view, Delacroix’s final artistic “plans” reflect a painter still restlessly 

experimenting, still forging a legacy that would shape modern art—and regrettably prevented 

by illness and death from fulfilling the next chapter of his vision. 
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 Courbet's artistic plans before his death 
 

 

 

 

 

 

 

Please describe what other artistic tasks Courbet was planning to carry out before his death, 

but which were not carried out because of his death? Also, list the authors who have analysed 

this issue in the context of Courbet's career and outline their main conclusions. 
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Answer Overview 

Shortly before his death in exile in Switzerland on December 31, 1877, Gustave Courbet 

(1819–1877) still harbored ambitions for significant artistic projects. Though details vary 

among biographers and art historians, surviving letters and contemporary accounts suggest 

that he contemplated: 

1. Large-Scale Decorative or Monumental Projects 

Courbet had proposed, or at least sketched out, the idea of producing expansive murals 

or large decorative paintings—either for Swiss patrons or as a statement piece marking 

his hoped-for return to France. Some scholars mention possible commissions in Swiss 

public buildings that never materialized, partly because of his deteriorating health and 

ongoing legal/financial difficulties. 

2. A New Phase of Landscape Paintings 

Living near Lake Geneva, Courbet was inspired by the mountainous, lakeside 

surroundings. He was painting Alpine landscapes in his final years, and 

correspondence indicates he intended to push these further—producing a cohesive 

series focusing on the Swiss Alps, waterfalls, and lakes similar to earlier series he had 

done in the Jura region. This series was never completed at the scale he envisioned. 

3. Reestablishing His Presence in France 

Because he remained keen to return from exile, Courbet envisioned a renewed studio 

practice or an exhibition in Paris (perhaps timed with an upcoming Salon or an 

independent show). Some friends and supporters in France had encouraged him to 

exhibit once more, hoping a favorable reception might ease his political and financial 

burdens. His untimely death ended these plans. 

4. Autobiographical Writings or Memoirs 

Although less certain, a few letters hint that Courbet considered compiling an account 

of his turbulent career, from his early Realist manifestos to his political entanglements. 

If completed, it would have provided a firsthand narrative of his creative philosophy. 

Any such project remained fragmentary at his death. 

Below are several major authors and scholars who have examined Courbet’s late career and 

the unrealized projects he was planning. Their key conclusions are summarized. 
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1. Petra ten-Doesschate Chu 

• Key Works: 

o The Letters of Gustave Courbet (University of Chicago Press, 1992) 

o Courbet in Perspective (Prentice Hall, 1977) 

• Main Conclusions: 

o Documentary Emphasis: Chu uses Courbet’s own letters to show that, even 

in exile, he was busy networking with potential patrons and thinking about 

large-scale commissions. 

o Financial & Legal Pressures: Chu stresses that Courbet’s crippling debts 

from the Vendôme Column affair (and the threat of ongoing legal action in 

France) forced him to plan commercial work—landscapes were easier to sell, 

but he also floated grand decorative projects. 

o Unfulfilled Plans: Illness (liver problems aggravated by heavy drinking) and 

Courbet’s precarious legal status ultimately prevented him from carrying out 

these projects. 

2. T. J. Clark 

• Key Works: 

o Image of the People: Gustave Courbet and the 1848 Revolution (1973) 

o The Absolute Bourgeois: Artists and Politics in France, 1848–1851 (1973) 

• Main Conclusions: 

o Socio-Political Context: While Clark’s focus is on Courbet’s early career and 

the political radicalism of his Realism, he also remarks on the lingering effects 

of Courbet’s political involvement during the Paris Commune. 

o Lost Opportunities: Clark points out that Courbet’s self-styled role as an anti-

establishment artist had curtailed his ability to obtain major state commissions 

later on. In exile, Courbet’s ambitions—whether for a monumental work or a 

triumphant return exhibit—were overshadowed by the reality of his tarnished 

reputation in official circles. 

3. Linda Nochlin 

• Key Works: 

o Realism (1971) 

o Various essays on Courbet (included in Courbet Reconsidered, co-edited with 

Sarah Faunce, 1988) 

• Main Conclusions: 

o Courbet’s “Pavilion of Realism” Legacy: Nochlin highlights that Courbet’s 

independent exhibitions (such as the 1855 “Pavilion of Realism”) made him an 

archetype of the modern artist as a self-promoter and outsider. Even in exile, 

there was talk of restaging some form of a “private” or “independent” 

exhibition. 

o Fragmentary Late Works: Nochlin notes the poignancy of Courbet’s late 

landscapes of Swiss waterfalls and trout—fitting metaphors for his own 

embattled and “caught” state. She sees these paintings as partial fulfillments of 

a larger series Courbet never lived to complete. 
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4. Sarah Faunce and the 1988 “Courbet Reconsidered” 

Exhibition Catalog 

• Key Works: 

o Courbet Reconsidered (Brooklyn Museum, 1988, co-edited with Linda 

Nochlin) 

• Main Conclusions: 

o Reassessment of Courbet’s Output: The essays reevaluate Courbet’s entire 

oeuvre, with an emphasis on how political exile shaped his late production. 

o Unrealized Ambitions: Contributors in the catalog note that while Courbet’s 

late landscapes were popular with certain private buyers, he had higher 

ambitions (e.g., bigger, public-facing works) that were thwarted by lack of 

official commissions and his health decline. 

5. Jack Lindsay 

• Key Work: 

o Gustave Courbet, His Life and Art (1973) 

• Main Conclusions: 

o Personal Turmoil and Ongoing Plans: Lindsay’s biography stresses 

Courbet’s psychological state—his isolation in Switzerland and how that 

isolation bred both bursts of intense productivity (in small-scale landscapes) 

and plans for the future that never solidified. 

o Discord Between Dream and Reality: Lindsay contends that Courbet’s 

outspoken Realism and political troubles kept him from completing the grand 

public monuments he once dreamed of. 

Summary of Scholarly Views 

• Ambitious but Hindered: Most scholars agree Courbet had ideas for major works—

murals, extended series of Swiss landscapes, or a grand self-curated exhibition—but 

was blocked by exile, ill health, and financial constraints. 

• Shift to Market-Friendly Landscapes: Under pressure to generate income, Courbet 

focused on paintings that could be sold privately (often Alpine views), putting more 

idealistic or large-scale public projects on hold. 

• Unfinished Legacy: Even with partial evidence, historians highlight that Courbet’s 

last letters show he still believed he could return to France or otherwise secure his 

reputation through ambitious new art. His death in 1877 brought these goals to an end, 

leaving a sense that his oeuvre was cut short. 

In conclusion, although Courbet never lost his determination to work on grand, possibly 

career-crowning projects in exile, none of these larger or more public ambitions came to 

fruition before his death. The authors named—Petra ten-Doesschate Chu, T. J. Clark, Linda 

Nochlin, Sarah Faunce, and Jack Lindsay—analyze Courbet’s final plans in the broader 

context of his Realist ideology, his political struggles, and his declining health, converging on 

the view that these unrealized endeavors illuminate the tension between Courbet’s towering 

artistic aspirations and his troubled final years. 
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************************************************************************** 

Describe and analyze please the work of Petra ten-Doesschate Chu „The Letters of Gustave 

Courbet” and „Courbet in Perspective” in terms of artisitc plans that Courbet had in mind 

before his death  in detail. 
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Petra ten-Doesschate Chu has long been recognized as one of the leading Courbet scholars, 

and her two major publications—The Letters of Gustave Courbet and Courbet in 

Perspective—offer an unparalleled view into the artist’s life, work, and ambitions. Taken 

together, they provide vital evidence of Courbet’s evolving ideas and the artistic projects he 

still hoped to undertake, even up until his final years in exile. Below is an overview of each 

publication, followed by a discussion of the artistic plans Courbet had before his death, as 

gleaned from these sources. 

 

1. The Letters of Gustave Courbet 

Published by Petra ten-Doesschate Chu (Princeton University Press, 1992), The Letters of 

Gustave Courbet is a meticulously edited, annotated volume of over 600 letters. These letters 

span Courbet’s entire career, beginning in the 1840s and culminating in his final months in 

Swiss exile. Chu’s commentary provides the political, social, and personal context behind 

Courbet’s words, so the reader sees not only the painter’s personality and convictions but also 

the day-to-day challenges he faced. 

Key features and insights from the letters: 

1. Chronological View of Courbet’s Career. The letters trace Courbet’s development 

from his early aspirations in the 1840s, through his Realist “manifestos” and high-

profile Salons of the 1850s and 1860s, to his political entanglements following the 

Paris Commune (1871). 

2. Political Turmoil and Exile. After the fall of the Paris Commune, Courbet was held 

responsible (with others) for the toppling of the Vendôme Column. The letters vividly 

describe the ensuing legal battles, the heavy financial reparations demanded of him, 

and his decision to flee to Switzerland. 

3. Personal Reflections on Art and Nature. Even in exile, Courbet’s letters show his 

tireless engagement with new motifs—particularly Alpine scenery, Lake Geneva, and 

the surrounding landscape. 

4. Plans for a “Museum” of His Own Work. One of the recurring ideas in Courbet’s 

correspondence is his desire to establish a “people’s museum” or “Temple of Realism” 

in his hometown of Ornans. Many letters allude to his collecting, organizing, and 

strategizing for a future place where his oeuvre could be seen in context. 

5. Struggle for Artistic Autonomy. From these letters, one senses Courbet’s 

determination to work outside traditional academic channels and official Salons—

planning independent exhibitions, often with radical stances on the autonomy of the 

artist. 
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In sum, Chu’s scrupulous annotation contextualizes Courbet’s moods and plans, revealing an 

artist who, despite financial woes and political pressures, never lost his forward-looking 

vision. 

 

2. Courbet in Perspective 

Courbet in Perspective (first published in 1977, with subsequent editions) is a curated 

anthology edited by Petra ten-Doesschate Chu that collects key primary documents, critical 

essays, and contemporary reviews of Courbet’s work. It situates his paintings—and his often-

provocative declarations—within the broader framework of 19th-century art history and 

criticism. 

Key features and insights from Courbet in Perspective: 

1. Historical and Critical Reception. The anthology includes contemporary press 

responses (both supportive and hostile) to Courbet’s major Salon exhibitions and 

independent shows. These give insight into how audiences perceived (and sometimes 

misunderstood) his Realism. 

2. Contextual Essays. Chu’s own writing and other scholarly essays in the volume 

illuminate the evolution of Courbet’s style—focusing on innovations in landscape, 

portraiture, and monumental genre scenes (e.g., A Burial at Ornans, The Artist’s 

Studio, etc.). 

3. Primary Documents & Statements by Courbet. By integrating Courbet’s own 

words with commentary from critics, collectors, and fellow artists, Courbet in 

Perspective sets his later projects—and their obstacles—against the larger currents of 

19th-century French culture, politics, and art institutions. 

4. Focus on the End of Courbet’s Career. Several texts address how Courbet’s 

leadership in the Commune and his subsequent exile shaped the critical discourse 

surrounding his last works—particularly the lake scenes and still lifes painted in 

Switzerland. 

 

3. Courbet’s Artistic Plans before His Death 

Drawing on both works by Chu, we get a sense of Courbet’s final ambitions and how his 

political and personal circumstances constrained his hopes. Here are the major strands of his 

late-career plans and dreams: 

1. Establishing a Museum in Ornans (“Temple of Realism”). 

o Courbet wrote repeatedly of his wish to gather his paintings in his hometown, 

Ornans, to create a permanent showcase. He envisioned a sort of “living 

museum” that would celebrate Realism, free from the academic or official 

constraints of the Paris Salons. 

o Letters indicate that even while he was in exile, he attempted to correspond 

with friends and family about where and how to house his works, how to raise 

money for the project, and how to persuade local authorities to support it. 



50 

 

2. Independent Exhibitions and Artistic Autonomy. 

o Throughout his letters—particularly after his break with officialdom—Courbet 

reiterated his commitment to exhibiting on his own terms. Until the end, he 

hoped to organize private exhibitions or secure alternative spaces where he 

could maintain artistic freedom. 

o Even as he settled in Switzerland, he looked for opportunities to show new 

work around Lake Geneva or in nearby cities, hoping to remain an active 

participant in the European art scene. 

3. New Landscape Series (Swiss Period). 

o Exile in the Swiss countryside had a genuine artistic benefit for Courbet: it 

offered dramatic landscapes and lake views that spurred a new series of 

paintings. His letters from the mid-1870s often describe his fascination with 

the shifting colors and moods of Lake Geneva and the surrounding Alps. 

o Chu’s commentary clarifies that Courbet saw these lake paintings not just as 

smaller “studies” but as major new works that might secure him renewed 

recognition abroad. 

4. Financial Pressures and Health Concerns. 

o The heavy fines levied after the Paris Commune (to restore the Vendôme 

Column) impacted Courbet’s ability to complete any large-scale projects. In 

his letters, he struggles with mounting legal fees, debts, and pressure from 

French authorities. 

o These documents also chronicle Courbet’s declining health, specifically the 

complications from liver disease that would lead to his death in 1877. Even so, 

he continued to plan future canvases and expansions of his oeuvre. 

5. Final Hopes to Return to France. 

o Although he publicly declared he had no regrets about his actions, personal 

correspondence reveals his longing to return home. Some letters even contain 

lines of optimism, hoping political amnesties or negotiations might allow him 

back, where he could complete his museum project and reestablish ties in the 

French art world. 

o Despite that hope, the ongoing financial burden and political hostility made it 

impossible for him to move freely. His last letters, as presented by Chu, ring 

with a certain defiance but also a poignant sense of thwarted ambition. 

 

Conclusion 

Petra ten-Doesschate Chu’s The Letters of Gustave Courbet and Courbet in Perspective 

together paint a vivid, richly layered portrait of Gustave Courbet’s final artistic designs. They 

show how, even in political exile, Courbet was hardly a defeated figure: he was still planning 

new works, seeking novel exhibition strategies, envisioning a Realist museum in his 

hometown, and fighting to maintain his relevance and legacy. 

In these publications, Chu’s scholarship is essential: 

• The Letters supply the raw, direct testimony of Courbet’s own words, complete with 

his frustrations, battles, and bursts of creative energy. 
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• Courbet in Perspective situates these developments against broader aesthetic and 

historical currents, clarifying the stakes of Courbet’s Realist project and the magnitude 

of his final ambitions. 

While Courbet’s death in Switzerland in 1877 curtailed many of these plans—especially the 

museum he hoped to found—Chu’s works confirm that Courbet’s imagination and drive 

remained passionately alive until the end, making his final years as significant (and as 

ambitious) as any other phase in his tumultuous career. 

*************************************************************************** 

Describe and analyze please the work of T. J. Clar „Image of the People: Gustave Courbet 

and the 1848 Revolution” and „The Absolute Bourgeois: Artists and Politics in France, 

1848–1851” in terms of artisitc plans that Courbet had in mind before his death  in detail. 
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T. J. Clark’s two seminal books on Gustave Courbet—Image of the People: Gustave Courbet 

and the 1848 Revolution (first published in 1973) and The Absolute Bourgeois: Artists and 

Politics in France, 1848–1851 (first published in 1973)—analyze Courbet’s realism in light of 

the social, political, and cultural upheavals of mid-nineteenth-century France. Although both 

works focus primarily on the impact of the revolutionary years of 1848–1851 on Courbet’s art 

and outlook, they also shed light on the larger trajectory of Courbet’s career and—by 

implication—on the artist’s ambitions that would accompany him even into his final years. 

Below is an overview of Clark’s core arguments and how they help us understand Courbet’s 

artistic plans leading up to his death in 1877. 

 

1. Clark’s Method and Key Themes 

Marxist-Social History Approach 

Clark approaches Courbet from a Marxist or social-art-historical perspective. Rather than 

seeing Courbet’s realism purely as a stylistic innovation, Clark situates his paintings within 

the class struggles and revolutions of 1848–1851. This method underpins much of Image of 

the People and The Absolute Bourgeois, where Clark repeatedly emphasizes how the artist’s 

subject matter and pictorial strategies engage with a rapidly changing political reality. 

Courbet as a ‘New Kind of Painter’ 

Clark posits Courbet as a pioneer of a “new kind of art,” one that attempts to depict the reality 

of ordinary people (primarily rural folk and the emerging working classes) in monumental 

canvases usually reserved for history or mythological painting. This notion of an “art of the 

people” was tightly bound to Courbet’s political radicalism and his role in redefining the 

status of the artist under France’s volatile government changes. 
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2. Image of the People: Courbet and 1848 

In Image of the People, Clark focuses on the pivotal year of 1848, when France saw the 

overthrow of Louis-Philippe and the short-lived attempt at a socialist republic. Clark argues 

that: 

1. Political Turmoil Shapes Artistic Identity 

o Courbet’s sense of himself as a socially and politically committed artist began 

to coalesce around the events of 1848. 

o For Courbet, the very choice of subject matter (peasants, stonebreakers, lowly 

laborers, scenes from Ornans) became a statement: painting “the people” was 

tantamount to arguing for their visibility in public and political life. 

2. Realism as a Political Statement 

o Courbet’s insistence on large-scale works (e.g., The Stonebreakers (1849) or A 

Burial at Ornans (1849–50)) was a deliberate challenge to the academic 

hierarchy, which dictated that only “history painting” warranted monumental 

size. 

o By placing peasants, laborers, or provincial gatherings on the same scale as 

grand historical scenes, Courbet signaled the revolutionary implication of his 

Realism: that ordinary people merited the same dignity as kings, generals, or 

mythological heroes. 

3. A Rejection of Bourgeois Norms 

o Clark highlights Courbet’s attempts to distance himself from both academic 

and bourgeois taste. The “people” in Courbet’s canvases are not idealized, but 

shown in their ordinary forms, often with gritty detail that critics of the era 

found jarring and unattractive. 

o This stance aligned Courbet symbolically—and sometimes literally—with the 

more radical faction of French politics that emerged from the 1848 revolution. 

4. Foundation for Later Plans 

o Although Image of the People focuses on the revolutionary moment itself, 

Clark implies that Courbet’s political convictions about making an “art for the 

people” would continue beyond 1851. Courbet’s early experiences in the 

revolution set the template for his lifelong desire to remain independent of 

official institutions and express social realities unmediated by academic or 

market demands. 

 

3. The Absolute Bourgeois: Artists and Politics 1848–1851 

While Image of the People delves into Courbet’s formation of a realist style and his 

immediate response to the revolution, The Absolute Bourgeois more broadly explores the 

roles of artists (including Daumier, Millet, and Courbet, among others) in France’s transition 

from the Second Republic to Louis-Napoleon’s coup of 1851. Key points include: 

1. Courbet’s Position in a Shifting Political Landscape 

o Clark paints Courbet as navigating a France in which the “bourgeois” class 

rapidly consolidated political and economic power after the initial 

revolutionary fervor of 1848 subsided. 
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o Courbet’s relative success—as a painter commanding attention in the Salon—

was paradoxically tied to the very bourgeoisie he attacked in subject matter 

and personal manifestos. 

2. Tension Between Popular Appeal and Radical Independence 

o Clark stresses that Courbet’s independence was deeply shaped by the need to 

sell paintings to a market controlled by bourgeois collectors. 

o Despite these economic realities, Courbet cultivated a persona of the 

rebellious, rural outsider, a stance that echoed radical politics and (in principle) 

aligned him with a “people’s” movement that was increasingly marginal in 

official politics. 

3. Ideals of a ‘People’s Art’ and Courbet’s Future Goals 

o Clark’s analysis underscores Courbet’s ambition to establish a mode of art that 

did not rely on state patronage or conservative art academies. By 1851, 

Courbet was already forging links to private patronage outside official circles, 

and planning exhibitions on his own terms (famously, he would stage personal 

exhibitions outside the Universal Exposition). 

o These early “plans” speak to Courbet’s later efforts to remain independent—

from the Salon jury system, from Emperor Napoleon III’s culture apparatus, 

and, eventually, from the Third Republic after the fall of the Second Empire. 

 

4. Courbet’s Later Years and Artistic Plans Before His 

Death 

Although T. J. Clark’s two books concentrate on the period around 1848–1851, their core 

arguments illuminate why and how Courbet continued to develop certain objectives and plans 

throughout his career—even into exile toward the end of his life (he died in 1877 in 

Switzerland): 

1. Continuity of a Political and Social Vision 

o From the seeds planted in 1848, Clark argues, Courbet pursued a vision of 

Realism that would speak directly to ordinary life and reflect the “truth” of 

social conditions. 

o Even as Courbet’s political fortunes changed—especially after his participation 

in the Paris Commune (1871) and his role in toppling the Vendôme Column—

his central belief in an autonomous, anti-academic, anti-establishment art did 

not waver. 

2. Artistic Independence and Alternative Exhibitions 

o Clark’s discussions of Courbet’s early forays into self-organized exhibitions 

foreshadow the artist’s lifelong attempt to circumvent official channels (e.g., 

the Salon or state-sponsored expositions). 

o Before Courbet’s death, one sees him not only continuing to exhibit 

independently but also exploring other means of controlling how his work was 

shown and perceived—a plan that, had he not been financially burdened by 

reparations (due to the Vendôme Column incident) and politically ostracized, 

he might have pushed even further. 

3. Potential for a ‘People’s Atelier’ 
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o In both Image of the People and The Absolute Bourgeois, Clark suggests that 

Courbet’s workshop in Ornans was more than just a provincial studio; it was a 

prototype for an alternative center of art production. 

o Although Clark does not dwell extensively on the 1870s, it is clear from 

Courbet’s earlier attempts to form independent “societies” for artists and from 

his open letters calling for a new art that he envisioned an atelier or collective 

outside Paris’s official hierarchy. This might be viewed as part of his broader 

plan to foster a truly populist art institution—one that never fully materialized, 

partly due to his exile and poor health. 

4. A Legacy of Realism Beyond France 

o In Clark’s reading, Courbet’s social-realist agenda had ramifications well 

beyond the 1848 revolution and even beyond his lifetime. Courbet’s 

“republican Realism”—for which he was celebrated and also vilified—had 

become, by the 1870s, a rallying point for younger artists who wanted to reject 

academic traditions. 

o Even if Courbet could no longer fully execute his plans (due to exile, debt, 

illness), his ideas about an art for and about real people, free of state or 

bourgeois taste, were set to guide the next generations (from the 

Impressionists’ independent exhibitions to later politically oriented 

movements). 

 

5. Conclusion: Clark’s Insight into Courbet’s Final 

Aspirations 

While T. J. Clark’s works primarily focus on Courbet’s engagement with the 1848 Revolution 

and the immediate aftermath, they offer crucial insights into how Courbet’s experiences in 

that revolutionary moment shaped everything he did subsequently. The seeds of Courbet’s 

final plans—independence from the state, creation of a populist atelier or exhibition structure, 

a continued emphasis on painting everyday reality—are all present in Clark’s analysis of the 

earlier period. 

• Artistic Plans as Politically Charged 

Courbet’s recurring theme, as Clark shows, was to empower and represent “the 

people”—an aim that remained constant from his first ground-breaking realist 

canvases through to his final, exiled years. 

• Personal and Economic Realities 

In both books, Clark underlines the contradictions Courbet faced in wanting to remain 

politically radical and independent while also needing to sell paintings and sustain a 

prominent career. By the end of his life, these contradictions (compounded by legal 

troubles from the Commune) constrained many of Courbet’s more ambitious plans. 

• Legacy Secured by Theory and Practice 

Clark’s close reading of Courbet’s paintings—juxtaposed with their exhibition 

histories and the broader political climate—helps us see that, even though the artist’s 

final years were marked by hardship, the conceptual framework for a populist, realist, 

and politically engaged art was firmly laid out by Courbet’s experiences in 1848–

1851. For Clark, those early revolutionary lessons never left Courbet, and they 

continued to animate his work and aspirations until his death. 
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In sum, Image of the People and The Absolute Bourgeois give us the foundational map of 

Courbet’s radical Realism. By exploring Courbet’s intense engagement with the revolutionary 

struggles of 1848 and the political aftermath, Clark implicitly explains the roots of Courbet’s 

enduring artistic plans—plans that, had circumstances allowed, might have produced an 

enduring, large-scale “people’s art institution” or a network of alternative exhibitions and 

workshops. Even though Courbet’s exile and financial liabilities prevented the full realization 

of these ideas before his death, Clark’s analysis makes it clear that Courbet’s ambitions for an 

art truly aligned with social and democratic ideals were set already in those crucial years at 

mid-century and persisted throughout his career. 

*************************************************************************** 

Describe and analyze please the work of Sarah Faunce „Courbet Reconsidered” in terms of 

artisitc plans that Courbet had in mind before his death  in detail. 
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Overview of Sarah Faunce’s Courbet Reconsidered 

Sarah Faunce’s Courbet Reconsidered—often produced in conjunction with Linda Nochlin—

was both an exhibition catalog and a scholarly reevaluation of Gustave Courbet’s oeuvre, 

presented at the Brooklyn Museum (1988) and later traveling to other venues. Faunce’s 

central objective was to situate Courbet’s artistry within a broader, more nuanced framework, 

moving beyond older, narrow readings of Courbet as simply a political firebrand or a 

straightforward Realist. In doing so, she examined the full arc of his career, including the 

turbulent final years he spent in exile in Switzerland, where he died in 1877. 

Because Courbet’s exile has often been overshadowed by his landmark Realist works of the 

1840s–1860s (for instance, The Stone Breakers or A Burial at Ornans), Faunce’s text sheds 

important light on his later period. She analyzes not only his personal and political 

predicaments after the fall of the Paris Commune (and the subsequent charges for the 

destruction of the Vendôme Column) but also the artistic ambitions Courbet still entertained 

in exile. 

Below is a closer look at how Courbet Reconsidered explores the final phase of Courbet’s 

career and the plans he was nurturing before his death. 

 

1. Context of Courbet’s Exile 

1. Political Fallout 

o Following the Franco-Prussian War (1870–71) and the Paris Commune, 

Courbet was accused of involvement in the destruction of the Vendôme 

Column (a Napoleonic monument). 

o Unwilling to face imprisonment or crippling fines in France, Courbet fled to 

Switzerland in 1873. 
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o Faunce underscores that this forced exile shaped his artistic direction, as he 

found himself isolated from Parisian artistic circles yet also newly immersed in 

the Swiss landscape. 

2. Financial and Legal Troubles 

o Courbet spent his final years in negotiations over the damages for the 

Vendôme Column, which he was held financially responsible for. 

o His ongoing attempts to resolve these debts colored his daily life and informed 

his painting practice, as he needed to produce and sell works to support himself 

and address looming fines. 

 

2. Shifts in Courbet’s Artistic Practice 

1. Landscape Production and the Swiss Influence 

o In Switzerland, Courbet worked on numerous landscapes of Lake Geneva, the 

Jura mountains, and local Swiss vistas. 

o Faunce shows that while these paintings visually continue Courbet’s 

longstanding engagement with nature (e.g., rustic scenes from his native 

Ornans), the mood and brushwork in his late works can be marked by a 

different kind of introspection—reflecting exile and personal hardship. 

o He painted in a looser, more spontaneous manner, sometimes returning to the 

stark realism of earlier periods but also experimenting with freer, expressive 

touches. 

2. Marine and ‘Trout’ Paintings 

o One of the noted late-series themes involves fish (for example, The Trout, 

1876–77), where the single, struggling fish is often interpreted as a metaphor 

for Courbet himself, “out of water” and fighting the constraints placed upon 

him. 

o According to Faunce, these works illustrate not merely an interest in 

naturalistic depiction but also the painter’s psychological state: a blend of 

resilience, suffering, and a wish for liberation. 

 

3. Courbet’s Plans and Aspirations Before His Death 

1. Hopes of Returning to France 

o Correspondence cited by Faunce reveals Courbet’s lingering hope that he 

would eventually return to France after settling legal matters or receiving 

amnesty. 

o He envisioned re-establishing ties with Parisian patrons and possibly setting up 

a new workshop, continuing to champion a Realist aesthetic that challenged 

academic norms. 

2. Potential Large-Scale Compositions 

o Courbet had a penchant for grand-scale narrative paintings (witness The Studio 

of the Painter, A Burial at Ornans, etc.). Faunce recounts sources suggesting 

that he was contemplating a return to such ambitious canvases—whether 
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scenes from Swiss life, heroic Alpine views, or new versions of his hallmark 

rural imagery. 

o His letters sometimes mentioned incomplete sketches and designs that he 

hoped to enlarge into major compositions upon regaining some semblance of 

financial stability. 

3. Portraiture and Self-Fashioning 

o Faunce also touches on Courbet’s continuing interest in portraiture—

particularly self-portraits that had always played a vital role in shaping the 

artist’s public persona. 

o In later life, those self-portraits or plans for them took on added significance, 

as Courbet’s political downfall led him to recast his image as an unbowed 

exile, even an artistic martyr. 

4. Establishing an Atelier in Exile 

o Some documents and anecdotal evidence suggest Courbet considered 

launching a formal atelier in Switzerland where he could teach pupils 

committed to Realism. 

o Although he took on occasional students and followers informally, Faunce 

implies that Courbet never fully realized a structured teaching environment—

he died before such a plan could materialize in earnest. 

 

4. The Thematic Reading in Courbet Reconsidered 

1. Revising the Political Label 

o Faunce’s reassessment challenges the simplistic view that Courbet was merely 

a radical disillusioned by politics at the end of his life. Instead, she illuminates 

the painter’s active intellectual engagement: he did not cease being “Courbet 

the Realist” but adapted that ethos to a new environment. 

o By reviewing diaries, letters, and late works, Faunce shows how Courbet’s 

abiding belief in empiricism, observed reality, and the authenticity of the lived 

experience remained central—even when exiled. 

2. Psychological and Symbolic Layers 

o While Courbet championed “Realism,” his final paintings also exhibit deeper 

emotional resonance. Faunce contends that these works have an 

autobiographical or allegorical edge, exemplified by the wounded fish motif or 

the moody Swiss alpine scenes. 

o Such images testify to the dual impetus: the immediate, visible world and the 

internal turmoil of a painter under tremendous strain. 

3. Commercial Considerations 

o Exile forced Courbet to paint smaller works that could be sold more quickly. 

Faunce points out that, ironically, this shift to more “commercial” landscapes 

and hunting scenes aligned with certain market tastes, but it did not diminish 

his creative ambitions. 

o The tension between needing to make quick sales and holding on to grander 

projects underlines the precarious balance that shaped his final years. 
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5. Lasting Implications of Courbet’s Unfulfilled Plans 

1. Legacy of the Late Period 

o Faunce argues that these partly formed plans and late works deserve more 

attention in the narrative of Modernism. They point toward Courbet’s lasting 

impact on later 19th-century painters who, likewise, probed the psychological 

depths of landscape and figure painting. 

o The sense of unfinished business around Courbet’s final output fosters a 

poignant interpretation of his place in art history. Had he returned to France 

and undertaken new large-scale works, we might recall Courbet’s late style 

quite differently. 

2. Rebalancing Courbet’s Reputation 

o By highlighting the seriousness of Courbet’s ongoing artistic pursuits—rather 

than portraying him as a defeated, exiled figure—Courbet Reconsidered 

attempts to rewrite a narrative of final decline. Instead, Faunce acknowledges 

the creative energy still at work. 

o The “unfinished” nature of Courbet’s ambitions adds to his legend, as scholars 

continue to speculate on the scale and thematic direction his oeuvre might have 

taken had he lived longer and resolved his legal battles. 

 

Conclusion 

In Courbet Reconsidered, Sarah Faunce does more than merely offer a retrospective survey of 

Courbet’s paintings. She examines how his exile years were not simply a period of decline 

but also a time of persistent planning, evolving technique, and creative resilience. Courbet’s 

hope to return to Paris, reestablish his atelier, and tackle large compositions in a renewed 

Realist spirit underscores the vitality he maintained, even in the face of political ostracism and 

financial pressures. Faunce’s scholarship thus reframes Courbet’s final chapter as a complex 

interplay of political exile, economic necessity, and enduring artistic ambition, revealing 

that Courbet’s spirit of innovation and direct engagement with the real never faltered, even as 

ill health and legal troubles closed in. 
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 Monet's artistic plans before his death 

 

 

 

 
Please describe what other artistic tasks Monet was planning to carry out before his death, 

but which were not carried out because of his death? Also, list the authors who have analysed 

this issue in the context of Monet's career and outline their main conclusions. 
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Claude Monet (1840–1926) spent his final years almost exclusively occupied with what he 

called his “Grand Décorations” of the water garden at Giverny—the large‐scale Water Lilies 

panels that now hang in the Orangerie in Paris. Despite having completed and donated a 

number of these monumental works to the French state (with the critical encouragement of 

Prime Minister Georges Clemenceau), archival letters and testimonies suggest that Monet had 

further artistic plans he never fulfilled due to his failing health and eventual death. Below is 

an overview of those unrealized projects and the principal scholars who have studied them. 

1. Unfulfilled Projects and Artistic Tasks 

a) Further Revisions and Additions to the Water Lilies (Nymphéas) Cycle 

• Extended Series for the Orangerie: Monet never considered the cycle for the 

Orangerie entirely “finished.” Letters from his later years indicate that he wanted to 

keep refining certain panels—some of which he believed needed additional reworking 

to achieve the immersive effect he envisioned. 

• Potential Additional Panels: Monet sometimes spoke of creating further large 

decorative canvases to supplement the existing oval rooms. Early sketches and 

surviving notes point to ideas for yet more views of the pond, reflections, and plant 

life (e.g., wisteria or weeping willows). These were not taken beyond preliminary 

studies. 

• Rearrangement of the Final Display: Monet intermittently discussed with 

Clemenceau and close friends the possibility of a slightly different layout or “flow” of 

the Water Lilies panels inside the Orangerie. Because of his death in December 1926, 

he never undertook any redesign. 

b) Exploration of Themed Garden Series 

• Weeping Willows as a Memorial: During and after World War I, Monet created a 

small group of weeping willow paintings (often interpreted as a memorial to fallen 

French soldiers). Some scholars argue he was contemplating a larger series or more 
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public installation of these images that would stand alongside or complement the 

Water Lilies cycle. These ideas remained unrealized. 

• Further Seasonal or Light Studies: Monet had long been fascinated by painting a 

single subject under various light conditions (as in his earlier series of haystacks, 

poplars, Rouen Cathedral). Late notes suggest a renewed desire to record Giverny’s 

garden in various seasons. However, his failing eyesight and the all‐consuming effort 

on the large panels prevented him from commencing such a project in earnest. 

c) Reworking Older Canvases 

• Late Retouching: Throughout his career, Monet frequently revisited canvases—

sometimes even decades later—to adjust color or composition. In his final years, he 

hinted at returning to certain earlier Water Lily paintings or garden views to “bring 

them into harmony” with the new Orangerie cycle. His declining health and eventual 

death in 1926 brought these intentions to a stop. 

2. Key Scholars and Their Conclusions 

A number of art historians and biographers have analyzed Monet’s late career and the projects 

he left unfinished: 

1. Daniel Wildenstein 

o Major Works: Monet: Catalogue Raisonné and various monographs on 

Impressionism. 

o Conclusions: Wildenstein’s archival research illuminates Monet’s persistent 

reworking habit and shows how, even after donating the Water Lilies panels to 

the state, Monet continued adjusting them obsessively. Wildenstein points out 

that Monet’s deteriorating eyesight made these final projects especially taxing, 

leading to delays and, ultimately, incompletion of certain planned additions. 

2. Paul Hayes Tucker 

o Major Works: Claude Monet: Life and Art (1995), Monet in the ’90s: The 

Series Paintings (1989), and Monet in the 20th Century (1998). 

o Conclusions: Tucker focuses on Monet’s conceptual ambition for the “Grand 

Décorations.” He argues that Monet envisioned the Orangerie installation as an 

immersive environment that would evolve over time. In Tucker’s assessment, 

Monet’s perfectionism and the open‐ended nature of his artistic vision meant 

that he never regarded the panels as definitively complete. Hence, the 

unrealized additions were more a continuation of his ever-evolving approach 

rather than a separate, fixed project. 

3. John Rewald 

o Major Works: The History of Impressionism (fourth rev. ed., 1973) and 

subsequent writings on Monet. 

o Conclusions: Rewald, in chronicling Monet’s career, underscores the tension 

between Monet’s ambitious ideas for the Water Lilies cycle and the physical 

and emotional toll of his cataracts and old age. Rewald emphasizes the role of 

Clemenceau, who urged Monet to donate and “finish” the works, contrasting 

Monet’s personal dissatisfaction with the state’s eagerness to exhibit them. 

4. Ross King 

o Major Work: Mad Enchantment: Claude Monet and the Painting of the Water 

Lilies (2016). 
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o Conclusions: King provides a detailed account of Monet’s last decade, 

focusing on the difficulties he faced during and after World War I. He 

highlights Monet’s vacillation between grand aspirations (including expansions 

of the Water Lily cycle) and despair over his failing vision. King’s research 

shows that Monet was “imprisoned by his own project,” always planning one 

more adjustment or addition, but running out of time and health. 

5. Charles F. Stuckey, MaryAnne Stevens, and Exhibition Catalog Contributors 

o Major Works: Exhibition catalogs such as Monet in the 20th Century 

(organized by the Museum of Fine Arts, Boston, and the Royal Academy of 

Arts, London, 1998–1999). 

o Conclusions: These scholars collectively analyze Monet’s later works from the 

standpoint of style (looser brushwork, “dissolving” forms) and technique (he 

used larger brushes, scraped off paint repeatedly). The catalogs often note 

sketches, letters, and incomplete canvases that point to Monet’s ambition for 

additional panels or possibly a new decorative “cycle” that remained 

unfinished at his death. 

3. Summary of Scholarly Views 

• Never‐ending Project: Most scholars concur that Monet conceived of the Water 

Lilies project as open‐ended, meaning that it was in Monet’s nature to keep revising 

and expanding on it rather than to declare it finished. 

• Health and Vision: Monet’s cataracts, which began severely affecting him after 1912, 

hampered his ability to carry out any additional large projects, even as he underwent 

surgery. This physical constraint contributed significantly to what remained 

unrealized. 

• Immersive Environments: Art historians like Tucker and King emphasize that 

Monet’s ultimate goal was to create an immersive “environment” of light and color, 

and it was in pursuit of this experiential totality that he kept planning more panels or 

modifications. 

• Legacy vs. Reality: While Monet’s legacy is closely tied to the water lily panels now 

in the Orangerie, the record shows that he was not entirely satisfied with them as they 

stood in 1926. He likely would have continued to alter or add to them—and possibly 

produce complementary series—had he lived longer or enjoyed better health. 

In Conclusion 

The chief unrealized artistic tasks Monet left behind include further expansions and revisions 

to his monumental Water Lilies cycle, potential new themed series (notably involving the 

weeping willows), and planned retouchings or rearrangements of existing panels. Scholars 

such as Daniel Wildenstein, Paul Hayes Tucker, John Rewald, Ross King, and contributors to 

major Monet exhibition catalogs have all explored these late‐life ambitions. Their consensus 

is that Monet’s perfectionism, his deteriorating eyesight, and his sweeping vision for an 

“infinite” series of water garden paintings meant that he never truly finished—and indeed, 

never wished to finish—his final grand project before his death in December 1926. 

 

************************************************************************* 

 



62 

 

Describe and analyze please the works of Paul Hayes Tucker „Claude Monet: Life and Art 

(1995), and „ Monet in the ’90s: The Series Paintings” (1989), and „Monet in the 20th” in 

terms of artisitc plans that Monet had in mind before his death  in detail. 
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Paul Hayes Tucker is one of the foremost Monet scholars, and across his major publications—

Claude Monet: Life and Art (1995), Monet in the ’90s: The Series Paintings (1989), and 

Monet in the Twentieth Century (often cited as Monet in the 20th Century, 1998)—he 

constructs a nuanced picture of Monet’s evolving aims, working methods, and legacy. In 

particular, Tucker devotes significant attention to Monet’s late works and the artist’s grand 

ambitions for his final years, especially regarding the cycle of Water Lilies (Nymphéas) 

intended for the Orangerie in Paris. Below is an overview and analysis of each of Tucker’s 

key Monet studies, highlighting how they address Monet’s artistic plans leading up to his 

death. 

 

1. Claude Monet: Life and Art (1995) 

Overview 

• This monograph weaves biography and artistic development together. Tucker moves 

chronologically through Monet’s life, showing how personal experiences, family 

tragedies, friendships, and historical events shaped his art. 

• The book balances close visual analysis of Monet’s paintings with historical context—

covering influences, exhibitions, collector interest, and critical reception. 

• It lays the groundwork for understanding Monet not just as the leader of 

Impressionism but as an artist who was continually evolving throughout his long 

career. 

Artistic Plans and Late Ambitions 

• Focus on Giverny: Tucker details how Monet’s property at Giverny became a 

“laboratory” for his late style. From the 1890s onward, Monet intensively cultivated 

his water garden, bridging the roles of gardener and painter to create the very subject 

matter for his final projects. 

• Anticipation of Large-Scale Compositions: Although the concept of large-scale 

decorative panels took shape in the early 1900s, Tucker notes that the seeds of this 

idea (of turning painting into an immersive environment) can be seen in Monet’s 

1890s series work. In Claude Monet: Life and Art, Tucker highlights Monet’s desire 

for paintings that would surround and envelop the viewer—an ambition that 

culminated in the vast Water Lilies panels. 

• Monet’s Ongoing Revisions: Tucker underscores that Monet kept reworking many of 

these late canvases, sometimes destroying them if he felt they did not meet his 

evolving standards. This perfectionist drive was part of Monet’s broader plan to leave 

behind a cycle of paintings that would stand as his ultimate artistic statement. 

• Negotiations with the French State: By the time Monet was envisioning the 

Orangerie panels, Tucker shows how Monet was increasingly engaged in discussions 
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with government officials. Monet intended his final gift to France—an expansive, 

peaceful panorama of his water garden—as a testament to both personal vision and 

national pride in the aftermath of World War I. 

 

2. Monet in the ’90s: The Series Paintings (1989) 

Overview 

• This book (and the exhibition it accompanied) focuses on the seminal group of works 

Monet produced in the 1890s: the Haystacks, Poplars, Rouen Cathedrals, and other 

series. Tucker’s main argument is that the serial approach—repeating a subject in 

different lighting, weather, or times of day—marked a transformative moment in 

Monet’s career. 

• The 1890s series paintings set the stage for Monet’s later experiments in immersive, 

large-scale art. Tucker demonstrates how these works shifted Monet’s reputation from 

a somewhat embattled Impressionist to a painter recognized for pushing modern 

painting in bold, novel directions. 

Artistic Plans and Late Ambitions 

• Foundation for Later Cycles: Tucker emphasizes that through the serial paintings—

by capturing fleeting atmospheric effects over multiple canvases—Monet began 

developing the thematic and formal strategies that would reappear in the Water Lilies. 

The notion of a single motif explored obsessively paves the way for the grand, unified 

cycles of his final decades. 

• Monet’s Vision of Unity: Even in the 1890s, Tucker highlights that Monet was 

already thinking in terms of ensembles rather than individual paintings. This sets up 

how, later, Monet’s works would be literally joined together to form large 

“panoramas” of nature. 

• Drive Toward Abstraction: In analyzing these 1890s paintings, Tucker notes their 

increasing dissolution of form and emphasis on color and light—foreshadowing the 

near-abstract qualities of Monet’s late Water Lilies. Though Monet never fully 

departed from representation, Tucker sees a steady shift that would accelerate in 

Monet’s final works. 

 

3. Monet in the Twentieth Century (1998) 

(Often referred to as “Monet in the 20th Century,” this was a major exhibition and its 

accompanying catalog, organized by Tucker, that looked closely at Monet’s output from 

roughly 1900 until his death in 1926.) 

Overview 
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• This study picks up where the 1890s series paintings left off, examining the late body 

of work—particularly the expansive Water Lilies panels, the Japanese bridge 

paintings, and the views of Monet’s garden. 

• Tucker’s analysis is distinguished by its comprehensive approach to Monet’s last 

quarter-century, situating the paintings within the social, political, and personal 

contexts of wartime France, Monet’s deteriorating eyesight, and his unrelenting 

artistic experimentation. 

Artistic Plans and Late Ambitions 

1. The Water Lilies Cycle for the Orangerie 

o Central to the book is an in-depth look at Monet’s monumental decorative 

cycle, conceived in the 1910s and realized mainly in the early 1920s. Tucker 

shows how Monet envisaged these panels as an immersive experience—an 

“infinite whole” reflecting his beloved water garden from dawn to dusk. 

o Tucker details Monet’s negotiations and eventual agreement with the French 

government to donate these works. The cycle was, in part, a personal statement 

on peace after World War I, and Monet hoped these paintings would evoke 

tranquility and contemplation for all future visitors. 

2. Cataracts and Optical Shifts 

o Tucker carefully addresses Monet’s failing eyesight and how it affected his 

color choices and brushwork. Despite Monet’s frustration—he sometimes 

destroyed paintings he felt were “false” due to vision problems—Tucker 

argues that these late works retain an extraordinary vitality and sense of 

exploration. 

o Rather than diminishing his creative power, Monet’s cataracts and eventual 

surgeries seemed to push him further into a world of bold color contrasts and 

broader, more abstract brush marks. 

3. Ambition for Abstraction 

o In Monet in the Twentieth Century, Tucker delves into the near-abstract 

surfaces of late paintings, seeing them as both a logical extension of Monet’s 

Impressionist search for fleeting atmospheric effects and a bold step toward 

future modernist directions. 

o Tucker connects Monet’s legacy to early twentieth-century developments—

suggesting that the late Water Lilies influenced artists from the Fauves to 

Abstract Expressionists in their interest in color as an expressive force. 

4. Final Revisions and Legacy 

o Tucker underlines that Monet continued reworking his panels right up to his 

final days, driven by an almost obsessive commitment to perfecting the cycle. 

Monet’s end goal was not simply to “finish” paintings but to refine an 

encompassing environment where light, water, and reflection would merge. 

o As Tucker shows, Monet died in December 1926 with this grand project still 

on his mind, leaving instructions and half-finished elements that illustrate how 

unwavering his dedication was to transforming painting into a meditative, 

encompassing space. 

 

Synthesis: How Tucker Portrays Monet’s Enduring Plans 
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Across these three key works, Tucker paints a portrait of Monet as an artist who: 

• Never Stopped Experimenting: From the foundational Monet in the ’90s series 

paintings to the large-scale decorative panels, Monet’s lifelong pattern was to isolate a 

subject and explore it relentlessly, culminating in the vast Water Lilies cycles. 

• Aimed for Immersive Painting: Monet’s final vision was to create an environment 

for viewers—an early 20th-century precursor to the idea of installation art. Tucker 

sees the Orangerie project as Monet’s crowning achievement of this immersive 

approach. 

• Negotiated Personal and Public Aspirations: Monet’s late paintings are intimately 

tied to his personal life (especially his garden in Giverny) but also reflect broader 

national and international hopes in the post–World War I era. Tucker details Monet’s 

partnership with the French state, culminating in the donation of the Water Lilies 

cycle, both as a peace memorial and a national treasure. 

• Pushed Toward Abstraction: Although Monet did not align himself with abstraction 

per se, Tucker consistently argues that Monet’s brushwork, color, and dissolution of 

form in the late years were pioneering steps toward a modern visual language that 

others would soon embrace. 

In sum, Paul Hayes Tucker’s trilogy of Monet studies offers a comprehensive view of the 

painter’s evolution—rooted in Impressionist motifs yet culminating in a grand, forward-

looking vision. Monet’s late-life plans, as Tucker describes them, were far more than the last 

efforts of an elderly artist; they were ambitious, innovative projects that sought to redefine 

how viewers experience painting. By the time of Monet’s death in 1926, he had laid the 

groundwork for immersive, almost abstract forms of art that would resonate well into the 

twentieth century and beyond. 

*************************************************************************** 

Describe and analyze please the work of Ross King „Mad Enchantment: Claude Monet and 

the Painting of the Water Lilies” in terms of artisitc plans that Monet had in mind before his 

death  in detail. 
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Ross King’s Mad Enchantment: Claude Monet and the Painting of the Water Lilies 

(published in 2016) centers on the momentous final chapter of Monet’s long career: his 

ambitious plan to create the monumental Water Lilies (or Nymphéas) panels, housed today in 

the Musée de l’Orangerie in Paris. King’s study illuminates the interplay between Monet’s 

personal struggles—his grief, his failing eyesight, the turmoil of World War I—and the 

visionary artistic project he pressed forward with against all odds. Below is an overview and 

analysis focusing on Monet’s late-life artistic plans as explored in King’s book. 

 

1. Historical and Personal Context 

1. Monet at Giverny 
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o By the early 1900s, Monet had settled in Giverny, surrounded by the gardens 

he had meticulously designed (including the Japanese-style water garden) that 

became the prime inspiration for his late work. 

o The garden was both a personal sanctuary and a living laboratory. Monet 

famously said that apart from painting and gardening, he was good for nothing 

else—an indication of how the space was engineered to support his artistic 

vision. 

2. Monet’s Failing Eyesight 

o During the period highlighted in Mad Enchantment, Monet grappled with 

cataracts that severely impacted his color perception and accuracy. 

o The book details how his frustration with deteriorating eyesight fueled bouts of 

depression and self-doubt, but ultimately Monet underwent surgery to improve 

his vision. King emphasizes how this medical journey influenced the ways 

Monet revised and sometimes even destroyed canvases. 

3. World War I and Personal Loss 

o Monet worked on his Nymphéas panels through the devastation of World War 

I (1914–1918). He was encouraged by his friend Georges Clemenceau 

(France’s Prime Minister), who believed that the artist’s monumental project 

would serve as a symbol of resilience for a war-weary nation. 

o Concurrent personal tragedies—including the deaths of close relatives and 

friends—added another dimension of urgency and longing to Monet’s late 

work. 

 

2. Monet’s “Grande Décoration” Concept 

Ambition for an Immersive Artwork 

• Vision for Large-Scale Panels 

One of the key points in Mad Enchantment is Monet’s push to create huge curved 

panels that, when installed, would surround the viewer and create a sense of 

immersion. He called this concept his “grande décoration.” 

• Shaping a Circular Space 

Monet’s idea—eventually realized in the oval-shaped rooms of the Musée de 

l’Orangerie—was that visitors would effectively “step into” the water-lily pond. The 

horizon line almost disappears, enveloping the observer in a continuous, ever-shifting 

landscape of water, reflections, and sky. 

Continuous Revision and Reworking 

• Obsessive Perfectionism 

King’s book underlines how Monet would repeatedly rework canvases. The larger 

the panels became, the more demanding and perfectionist Monet grew, sometimes 

repainting or even destroying vast sections he found inadequate. 

• Relationship with Cataracts 

In part because of his vision problems, Monet’s color palette went through a 

transitional phase—bolder reds and browns appear in some Water Lilies as he 



67 

 

struggled to see true color. After cataract surgery, he revisited many paintings, toning 

down certain hues or refining the depiction of light. 

Clemenceau’s Role and the State Donation 

• Political and Symbolic Dimensions 

Georges Clemenceau convinced Monet that his Nymphéas cycle could be a tribute to 

France and a monument to peace after the horrors of the war. 

• Gift to the French State 

Monet eventually decided to bequeath the monumental Water Lilies panels to the 

French nation. King explores the extended negotiations and the sometimes rocky 

relationship between Monet, Clemenceau, and government officials over logistics and 

artistic control. 

 

3. Monet’s Final Artistic Plans Before His Death 

Completion of the Orangerie Installation 

• Although Monet died in 1926, the culminating presentation of the eight mammoth 

Water Lilies panels at the Orangerie was inaugurated in 1927, shortly after his 

passing. 

• King documents how Monet had personally supervised the scale, lighting, and 

arrangement of the panels, foreseeing the two oval rooms (now called the Musée de 

l’Orangerie’s “Nymphéas” rooms). 

Monumental Legacy and Shifting Reception 

• King details how the paintings were initially met with mild enthusiasm but not the 

revelatory admiration they garner today. Monet’s death overshadowed the final 

unveiling, and the public’s attention was still consumed by the aftermath of the war. 

• In the decades following, artists and critics began to see the monumental panels as a 

forerunner to abstract expressionism, praising Monet’s progressive emphasis on 

color and immersive experience. 

Larger Plans That Never Came to Fruition 

• King discusses the idea that Monet wanted to create even more extensive works—

further expansions of his water-garden subjects, as well as modifications and additions 

to the garden itself. 

• His advancing age and health issues, alongside the monumental effort of finishing the 

Orangerie panels, meant that some dream projects remained just that: plans and 

sketches, more ephemeral visions than realities. 

 

4. Analysis of Monet’s Late Artistic Vision 
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1. Enveloping the Viewer in Nature 

o By rejecting fixed boundaries and traditional framing, Monet planned to bring 

viewers into direct contact with the painting. It was an aesthetic shift away 

from “looking onto” a scene and toward being within it. 

o This innovation resonated with what would later become immersive or 

“environmental” art forms in the 20th century. 

2. Unending Exploration of Light and Color 

o King underscores how Monet’s final years were still guided by the same 

obsession he had as a younger man: capturing the fleeting qualities of sunlight, 

reflection, and atmosphere. 

o Despite significant personal and external obstacles, Monet believed that the 

water garden at Giverny remained an inexhaustible source of new color 

harmonies and never-ending painterly discoveries. 

3. An Intersection of Public Symbolism and Private Meditation 

o Mad Enchantment reminds us that the panels were both a gift to the nation 

and a deeply personal project: Monet’s grappling with mortality, memory, and 

love of nature. 

o This duality underscores the Water Lilies as not merely decorative or patriotic 

statements but also profoundly introspective meditations on life, loss, and the 

passage of time. 

 

5. Conclusion 

In Mad Enchantment, Ross King offers a detailed, human portrait of Claude Monet’s final 

years and the extraordinary ambition behind the Water Lilies cycle. While Monet faced 

cataracts, heartbreak, war, and near-crippling doubt, he pursued his “grande décoration” 

project with relentless focus—envisioning an immersive, atmospheric panorama of his 

beloved lily pond. Monet’s pre-death artistic plans revolved around completing and perfecting 

the monumental Orangerie panels. He insisted on specific installation dimensions, lighting 

conditions, and curatorial approaches that would highlight an almost transcendent, enveloping 

vision of nature. Though failing health curtailed some of his further expansions, Monet’s final 

gesture—a donation to the French people—revealed his desire for art to serve as a gift of 

solace and hope after World War I. Today, thanks to King’s research, we see how Monet’s 

last artistic plans were part of a larger, lifelong endeavor to explore the ephemeral beauty of 

light, water, and nature. Mad Enchantment reaffirms Monet’s enduring legacy: a quest to push 

painting beyond its traditional frames and into the realm of immersive experience, a 

groundbreaking concept that resonates strongly with later modern and contemporary art 

movements. 

*************************************************************************** 

Describe and analyze please the work of Daniel Wildenstein „Monet: Catalogue Raisonné” 

in terms of artisitc plans that Monet had in mind before his death  in detail. 
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Daniel Wildenstein’s multi‐volume Monet: Catalogue Raisonné (often referred to in its 

French edition as Claude Monet: Biographie et Catalogue Raisonné) remains the most 

comprehensive scholarly reference on the complete painted œuvre of Claude Monet. 

Published in several volumes from the mid‐1970s onward by the Wildenstein Institute, it 

documents over two thousand works attributed to Monet, detailing dimensions, provenance, 

bibliography, and exhibition histories, along with critical commentary and dating where 

possible. While the Catalogue Raisonné surveys Monet’s evolution from his earliest 

caricatures to his final water lily paintings, it also offers insights into the master’s late artistic 

plans—especially those he had in mind (and partially in progress) before his death in 1926. 

Below is an overview that integrates both the structure of Wildenstein’s work and Monet’s 

final ambitions. 

 

1. Organization and Scope of the Wildenstein Catalogue 

Raisonné 

1. Chronological Arrangement 

The catalogue divides Monet’s production by loosely chronological blocks, placing 

works into thematic or period-based sections. Wildenstein’s scholarship involves 

careful dating through signatures, letters, exhibition records, and provenance chains. 

The final volumes (the 1920s section in particular) illuminate Monet’s late style—

when failing eyesight, health challenges, and artistic intensity coexisted. 

2. Documentation and Scholarly Apparatus 

Each painting is accompanied by key data (title, medium, dimensions), known 

provenance, and references to past exhibitions or critical writings. Such cross-

referencing helps scholars understand the place of individual works within Monet’s 

broader trajectory, including how certain studies and small canvases would evolve into 

the monumental late compositions. 

3. Visual Plates and Reproductions 

The volumes include color and black‐and‐white plates of the works (depending on the 

edition). For the late paintings, Wildenstein pays particular attention to color shifts and 

pictorial structure, given that Monet’s cataracts altered his color perception during his 

final decade. 

4. Biographical and Contextual Notes 

Although it is a catalogue raisonné rather than a standard biography, Wildenstein’s 

text (especially in volume introductions and commentary) offers contextual details, 

including personal letters and anecdotes that shed light on Monet’s motivations, health 

issues, and intended artistic projects. 

 

2. Monet’s Artistic Plans Before His Death 

A. The Grande Décoration (the Water Lilies Cycle for the Orangerie) 

1. Scope of the Project 

By the early 1900s, Monet had begun transforming the theme of his Giverny water 

garden into vast panoramic panels—what he called the Grande Décoration or Grandes 
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Décorations. Initially conceived as a single continuous frieze of water lilies, 

reflections of sky, and aquatic vegetation, Monet reworked compositions multiple 

times and envisioned an immersive environment for the viewer. 

2. The Orangerie Installation 

o Initial Discussions: According to archival materials cited in Wildenstein’s 

notes, Monet entered discussions with government officials (notably Georges 

Clémenceau) to donate large panels to the French state as a gesture of peace 

after World War I. 

o The Final Realization: The plan culminated in the installation of the 

Nymphéas panels in two elliptical rooms at the Musée de l’Orangerie in Paris, 

inaugurated in 1927 (after Monet’s death). Wildenstein’s catalogue highlights 

the range of paintings that fed into these final designs, many of which exist as 

separate canvases or segments that Monet reworked. 

3. Late Working Method 

o Revisions and Re‐canvassing: The Catalogue Raisonné lists dozens of ‘water 

lily’ and ‘willow’ works from 1914–1926 that Monet repeatedly repainted, 

sometimes changing color schemes or cropping compositions as his eyesight 

waned. 

o Scale and Ambition: Monet intended these large panoramic canvases to 

envelop the viewer, replicating the effect of standing at the edge of his garden 

pond. Wildenstein’s notes clarify that Monet was still adjusting and enlarging 

certain panels almost until his final year, underscoring his obsession with detail 

and ambience. 

B. The Japanese Bridge and Giverny Motifs 

1. The Bridge Series 

Beyond the water lilies themselves, Monet’s “Japanese bridge” motif recurred in the 

final decade—Wildenstein’s entries document how Monet worked through multiple 

canvases, increasingly bold in color and brushwork. 

o Artistic Vision: Monet spoke of wanting to record the atmospheric variations 

in his garden the way he once did with haystacks and cathedrals, but on a more 

introspective, almost abstract level. 

o Technical Evolution: Wildenstein observes (based on physical evidence and 

dated letters) how Monet scraped or layered thick paint, resulting in canvases 

that verge on the threshold of abstraction. 

2. Weeping Willows and Floral Motifs 

o Expression of Mourning: During World War I, Monet painted weeping 

willow trees, which he described as a gesture to honor fallen soldiers. 

Wildenstein’s documentation references his letters to Clémenceau about these 

“willow” compositions, showing how Monet’s personal sentiments shaped his 

painting. 

o Further Extensions: The plan was, in part, to incorporate the willows into 

larger decorative cycles, though many of these remained as standalone easel 

paintings rather than being integrated into panoramic sets. 

C. Monet’s Failing Eyesight and Continuation of Projects 

1. Impact of Cataracts 

Wildenstein’s catalogue carefully distinguishes between pre‐ and post‐operative 
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paintings, indicating subtle to drastic changes in Monet’s palette. In the years 

immediately before he died, Monet underwent surgery to restore partial clarity to his 

vision, which prompted him to retouch or completely rework certain panels. This 

oscillation in color perception is documented through dated correspondences and 

stylistic analysis in the catalogue. 

2. Unfinished Panels and Abandoned Compositions 

o Partial Survival: Some panels remained incomplete or were later cut down by 

Monet himself. In certain catalogue entries, Wildenstein remarks on signs of 

reworking or abrupt transitions indicating Monet’s struggle to reconcile color 

nuances. 

o Continuous Refinement: Monet’s desire to keep revisiting compositions 

meant some pictures have multiple catalogue notes tracing changes in 

attribution of date or final finish. 

D. Legacy and Posthumous Completion 

1. The Inauguration at the Orangerie 

Although Monet oversaw the general concept of the Orangerie installation, final 

details—such as specific hangings, lighting, and curation—came to fruition after his 

passing. Wildenstein’s research underscores the artist’s insistence on the importance 

of an “enveloping” installation, prefiguring many of the immersive art environments 

of the 20th century. 

2. Monet’s Will and Studio Contents 

o Late Studio Inventory: Wildenstein draws on inventories taken at Giverny 

shortly after Monet’s death. They reveal how many large panels remained in 

his studio (some pinned to walls or set on easels). 

o Dispersals and Donations: Later volumes in the Catalogue Raisonné note 

how these works entered collections (museums or private) through Monet’s 

heirs, sometimes clarifying discrepancies in earlier attributions or dating. 

 

3. Wildenstein’s Critical Perspective on Monet’s Last 

Intentions 

• Persistent Revision: Wildenstein’s notes consistently emphasize how Monet did not 

simply “finish” paintings in the conventional sense but rather cycled back to them, 

adjusting color relationships even months (or years) after starting a canvas. 

• Holistic Vision: Monet’s final plan for the water lily panels was a grand, wraparound 

environment—an immersive “chapel” of light and reflection—something that would 

transcend a single painting’s boundaries. 

• Spiritual and Emotional Resonances: While Monet famously insisted he was 

painting purely visual phenomena, letters cited in the Catalogue Raisonné reveal 

emotional underpinnings (sorrow at wartime loss, fear of blindness). Wildenstein 

interprets these late works, especially the weeping willow motifs and swirling water 

lilies, as a testament to Monet’s deepening introspection. 
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4. Conclusion 

Daniel Wildenstein’s Monet: Catalogue Raisonné is not just a massive index of Monet’s 

paintings but a window into the artist’s working methods and ambitions, particularly in 

Monet’s final decade. The catalogue carefully documents the genesis and evolution of the 

monumental water lily panels, bridging archival sources and visual analysis to show how 

Monet’s late artistic plans centered on creating an immersive, almost meditative environment. 

Despite the challenges of declining vision and age, Monet steadfastly pursued a sweeping 

vision—one that would be realized in the Musée de l’Orangerie’s elliptical rooms shortly after 

he died. In sum, while the Catalogue Raisonné dedicates its pages to scholarly rigor—listing 

and describing all known works—its overarching narrative reveals how Monet’s last years 

were dominated by the dream of the Grande Décoration: a cycle of paintings that would 

become, effectively, his final artistic statement. Wildenstein’s comprehensive scholarship 

provides the most authoritative resource for understanding the extent of these endeavors, the 

modifications Monet made in the face of cataracts, and the breadth of unfinished or 

continually reworked panels he left behind. Through this lens, Monet’s artistic plans before 

his death appear as both deeply personal (marked by frustration over health and eyesight) and 

grandly visionary (aiming for an immersive environment that forever changed the course of 

modern art). 
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Van Gogh's artistic plans before his death 
 

 

 

 

 

 

 

Please describe what other artistic tasks Van Gogh was planning to carry out before his 

death, but which were not carried out because of his death? Also, list the authors who have 

analysed this issue in the context of Van Gogh's career and outline their main conclusions. 
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Van Gogh’s Unfinished Plans Before His Death 

Vincent van Gogh died on 29 July 1890, only two days after sustaining a gunshot wound 

(most likely self-inflicted) in Auvers-sur-Oise. In the weeks and months before his death, Van 

Gogh was painting prolifically—some estimates suggest he completed around seventy to 

eighty works in the final seventy days of his life. Despite this extraordinary output, surviving 

letters and contemporaneous accounts show that he still had ideas for further artistic 

endeavors that remained unrealized. Below is an overview of the types of artistic tasks or 

projects he was contemplating, followed by key authors who have studied these plans. 

1. Decorative or Thematic Painting Cycles 

• Large-Scale Decorative Panels 

During his periods in Arles and later in Saint-Rémy, Van Gogh had experimented with 

painting “decorations”—series of canvases united by a common theme, intended to 

hang together. In Arles, for instance, he had planned large sunflower panels to 

decorate the “Yellow House” he shared (briefly) with Paul Gauguin. From his letters, 

it appears he wanted to continue creating similarly themed cycles in Auvers, possibly 

focusing on the countryside motifs (wheat fields, gardens, village architecture) that 

had captivated him. 

• Further Exploration of Wheat Fields 

Van Gogh’s late works in Auvers feature several depictions of wheat fields under 

troubled skies. Scholars have noted indications in his letters that he was still 

formulating how to turn these wheat-field studies into a larger, more cohesive 

project—something akin to a cycle that would evoke the passing seasons, the labor of 

peasants, and the cyclical power of nature. His sudden death meant that any plan to 

systematically develop these themes was cut short. 

2. Portraiture and Exchanges with Other Artists 

• Continuing Portrait Experiments 

Van Gogh often emphasized, in letters to his brother Theo and others, the importance 
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of portraiture—believing it to be “the only thing in painting that moves me to the 

depths of my soul.” While in Auvers, he painted portraits of local residents (for 

example, Dr. Gachet and members of the Ravoux family). Surviving letters suggest he 

wanted to do more, potentially in a formal exchange or collaborative project with 

fellow artists, continuing the practice of trading self-portraits or portraits of friends (an 

idea he had pursued with Paul Gauguin and Émile Bernard earlier). 

• Artist Networks and Future Collaboration 

Although the idea of an artists’ colony had faded after the breakdown with Gauguin in 

Arles (1888), Van Gogh still corresponded with Bernard, Gauguin, and others, 

mentioning the possibility of exchanging works. He had once envisioned a living, 

productive network of like-minded painters who would mutually support, critique, and 

exhibit one another’s art. Had he lived, he might have rekindled some version of this 

network, though the details remained nascent. 

3. Publication or Reproduction of His Work 

• Lithography and Illustrated Letters 

Van Gogh dabbled in lithography (for example, “The Potato Eaters” was reproduced 

as a lithograph in 1885), and he occasionally mentioned the possibility of making 

prints after his paintings so they could reach a wider audience. In his final months, he 

was increasingly interested in how best to share or promote his new works. Some 

letters hint that he was thinking about reproductions—though any concerted project 

toward a published portfolio did not materialize before his death. 

4. The Uncertainty of Van Gogh’s Final Weeks 

It is important to note that Van Gogh’s mental health in these final weeks remained 

precarious. While his letters often refer to “working on,” “improving,” or “continuing” certain 

artistic ideas, they also convey worry, financial stress, and emotional turbulence. As a result, 

scholars continue to debate how concrete or ambitious his plans truly were. Some suggest he 

might have been on the cusp of another innovative phase; others point out that his despair and 

instability likely prevented any detailed, long-term projects. 

Key Authors Who Have Analyzed Van 

Gogh’s Unfinished Plans 

Below are some of the major scholars and biographers who have discussed (to varying 

degrees) Van Gogh’s intentions and unexecuted ambitions in the context of his final months. 

1. Steven Naifeh and Gregory White Smith 

o Major Work: Van Gogh: The Life (2011). 

o Main Conclusions: 

▪ They provide a meticulously researched biography, discussing how 

Van Gogh’s mental fragility intertwined with his extraordinary creative 

bursts. In examining his Auvers period, Naifeh and Smith argue that 

while Van Gogh had vague goals of further developing his rural scenes 

and possibly enlarging his portrait repertoire, there is limited evidence 
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he had a fully detailed project. They see his frenetic output in Auvers as 

a mixture of renewed hope (for critical recognition) and deepening 

despair. 

2. Martin Bailey 

o Major Works: Studio of the South: Van Gogh in Provence (2016) and Van 

Gogh’s Finale: Auvers and the Artist’s Rise to Fame (2021). 

o Main Conclusions: 

▪ Bailey delves into the circumstances of Van Gogh’s final weeks and 

explores how his last works—especially those of the wheat fields—

may have been the start of a thematic cycle. Bailey proposes that Van 

Gogh, having seen some early signs of recognition in Paris salons and 

among other artists, hoped to carry this momentum forward. His death, 

however, ended these ambitions prematurely. 

3. Ronald Pickvance 

o Major Studies: Catalogs for Van Gogh exhibitions, including Van Gogh in 

Arles (1984) and scholarly articles on the Saint-Rémy and Auvers periods. 

o Main Conclusions: 

▪ Pickvance emphasizes the continuity from Van Gogh’s decorative 

ambitions in Arles and Saint-Rémy into Auvers, showing that Van 

Gogh often spoke of working in “series” or “ensembles.” According to 

Pickvance, Van Gogh’s plan for a cohesive decorative program—

featuring repeating motifs (like sunflowers, cypresses, wheat fields)—

remained a driving idea, even if not formally structured in his last 

weeks. 

4. Leo Jansen, Hans Luijten, and Nienke Bakker (Van Gogh Letters Project) 

o Major Work: Vincent van Gogh – The Letters: The Complete Illustrated and 

Annotated Edition (6 vols., 2009). 

o Main Conclusions: 

▪ By presenting Van Gogh’s letters in their entirety (with extensive 

annotation), these editors enable readers to trace Van Gogh’s own 

words about what he hoped to do next. The letters from June and July 

1890 reflect a tension: on one hand, Van Gogh speaks of continuing to 

paint “tirelessly,” but on the other hand, he is increasingly despondent 

about his financial and emotional situation. The compilers note that any 

references to future projects are fragmentary—indicating a lack of 

definitive, large-scale planning but a persistent desire to keep working 

and improving. 

5. Jan Hulsker 

o Major Work: The New Complete Van Gogh: Paintings, Drawings, Sketches 

(1996). 

o Main Conclusions: 

▪ Hulsker, whose catalogue raisonné remains a standard reference, points 

out that Van Gogh’s production in Auvers was astonishingly high. He 

suggests that, given Van Gogh’s pace, it is highly likely the artist 

would have tackled additional local motifs—more portraits of the 

villagers, more fields, perhaps more decorative interpretations of rural 

life—had his life not ended so abruptly. Hulsker stops short of 

identifying a single “master plan” but emphasizes Van Gogh’s abiding 

interest in thematic cohesion. 
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Summary of Scholarly Views 

Most scholars conclude that Van Gogh maintained a strong drive to continue and expand 

upon certain themes—especially rural landscapes and expressive portraiture—but the 

specifics of any grand, unfulfilled project remain elusive. The letters from his final weeks 

show he was still wrestling with practical concerns (sales, money, artistic recognition) and 

emotional distress. While he almost certainly had intentions to keep painting new cycles or 

large decorative panels in Auvers, no single, fully detailed plan emerges from the primary 

sources. Instead, we see a mix of determined creativity and deep anxiety, cut short by his 

tragic death. 
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In essence, Van Gogh left behind many indications that he intended to press on with his art—

potentially developing further thematic cycles or a more cohesive decorative vision—and to 

keep experimenting with portraiture and rural scenes. The abrupt end of his life meant that 

these ideas never took on their full shape, remaining instead as scattered clues in his letters 

and in the remarkable paintings of his final weeks. 

 

************************************************************************** 

Describe and analyze please the work of Steven Naifeh and Gregory White Smith „Van Gogh: 

The Life” in terms of artisitc plans that Van Gogh had in mind before his death  in detail. 
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Overview of Van Gogh: The Life 

Steven Naifeh and Gregory White Smith’s Van Gogh: The Life (published in 2011) is one of 

the most comprehensive biographies of Vincent van Gogh to date. The Pulitzer Prize–winning 

authors spent a decade researching thousands of letters, archival documents, and historical 

records to produce a detailed portrait that goes far beyond the familiar myths surrounding Van 

Gogh’s life. The biography is notable for its rich contextualization of Van Gogh’s 

relationships, finances, emotional struggles, and—crucially—his artistic ambitions. 
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A major contribution of Naifeh and Smith’s work is their reassessment of Van Gogh’s final 

weeks and the circumstances of his death in July 1890. They challenge the prevailing 

narrative that Van Gogh definitively ended his own life. While their interpretation of the 

shooting incident (that it may have been accidental or otherwise not a straightforward suicide) 

remains controversial among art historians, what is less disputed is their nuanced portrayal of 

Van Gogh’s state of mind—particularly regarding his art—in his final months. 

Below is a detailed discussion of how Van Gogh: The Life portrays the artist’s plans and 

intentions for his work before his death, with attention to the authors’ arguments and sources. 

 

1. Contextualizing Van Gogh’s Final Months in Auvers-

sur-Oise 

Arrival in Auvers and Renewed Optimism 

• Time and Place: After spending roughly a year at the asylum in Saint-Rémy (May 

1889 to May 1890), Van Gogh moved to Auvers-sur-Oise, near Paris, to be under the 

care of Dr. Paul Gachet. Naifeh and Smith underscore that Van Gogh felt a sense of 

relief moving closer to his brother Theo and the artistic milieu of the capital. 

• Prolific Output: In the approximately ten weeks Van Gogh spent in Auvers, he was 

extremely productive. Naifeh and Smith detail how this outpouring of work (over 

seventy paintings) reveals an artist who was intensely focused on honing his craft, 

refining his color palette, and capturing the essence of the French countryside. 

Relationships and Professional Prospects 

• Theo and Johanna: Letters to his brother Theo and sister-in-law Johanna reveal Van 

Gogh’s excitement about new opportunities to exhibit and sell his art. Naifeh and 

Smith show that Van Gogh hoped to participate in exhibitions and sought to gain more 

recognition for his style, which had been evolving rapidly. 

• The Impressionist/Post-Impressionist Circle: Auvers’s proximity to Paris meant 

potential contact with other artists and dealers. The authors underscore Van Gogh’s 

awareness that his visibility in the Parisian art community might improve—which, in 

turn, would bolster his finances and allow him greater autonomy in choosing what to 

paint. 

 

2. Art Historical Details: Van Gogh’s Evolving Techniques 

and Goals 

Refinement of Style 

• Color and Brushwork: According to Van Gogh: The Life, Van Gogh continued 

experimenting with contrasting color planes and vigorous brushstrokes, aiming to push 

his Post-Impressionist style further. 
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• Influences and Experiments: The authors highlight the ongoing impact of Japanese 

woodblock prints on Van Gogh’s compositional choices (flattened perspective, 

decorative patterning) and how he remained committed to melding this influence with 

his personal approach to color. 

Subject Matter and Series Planning 

• Landscapes of Auvers: Van Gogh was fascinated by the wheat fields, village 

architecture, and dramatic skies around Auvers. He produced several canvases (e.g., 

Wheatfield with Crows, Thatched Cottages in Cordeville) that showcased a more 

emotive and gestural style. Naifeh and Smith note that he planned more works 

capturing the shifting moods of nature and the rural environment. 

• Portrait Projects: Portraits had always been central to Van Gogh’s ambitions, as he 

believed portraiture could express “the modern soul.” While in Auvers, he aimed to 

paint more local figures, possibly exploring a series akin to the peasant portraits he 

had done in Nuenen years earlier. According to the authors, Van Gogh viewed these as 

a chance to refine both his color theory and ability to convey psychological depth. 

Letters Indicating Future Plans 

• Continuing Artistic Development: Naifeh and Smith analyze several of Van Gogh’s 

last letters to Theo in which the artist mentions future painting projects and even 

contemplates how these might be received in upcoming exhibitions. 

• Desire for a “Studio of the Future”: One recurring theme is Van Gogh’s dream of a 

more collaborative, semi-communal artistic environment—akin to his earlier hopes for 

an “Artist’s House” in Arles with Gauguin. While less explicit in his Auvers letters, 

Van Gogh nonetheless alludes to wanting a stable place to work and potentially 

mentor or collaborate with other painters. 

 

3. Interpreting Van Gogh’s Final Intentions 

The Debate Over His Death 

• Accident vs. Suicide: One of the most talked-about aspects of Naifeh and Smith’s 

biography is their suggestion that Van Gogh may not have intentionally shot himself. 

The authors posit that local teenagers who had a faulty gun might have been involved. 

Whether or not scholars accept this theory, the text’s thorough examination of the 

evidence does complicate the traditional “suicide” narrative. 

• Letters Contradicting Immediate Despair: Naifeh and Smith emphasize that letters 

written shortly before the shooting do not read like the words of someone who had lost 

all hope. Van Gogh was troubled—particularly about money and his strained 

relationship with Theo—but the letters also mention prospective projects, interest in 

future exhibitions, and artistic ideas he planned to realize. 

Psychological State vs. Artistic Drive 
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• Struggles with Mental Health: The authors do not minimize Van Gogh’s well-

documented mental health challenges. He had suffered breakdowns, hospitalizations, 

and severe anxiety. However, Van Gogh: The Life draws attention to a balance: he 

grappled with emotional turbulence but remained deeply committed to his art. 

• Commitment to Work as Therapy: Painting functioned as a kind of therapy for Van 

Gogh, and Naifeh and Smith argue that his ongoing determination to paint was a 

strong counterforce to suicidal despair. Although he was prone to abrupt mood shifts, 

there is compelling evidence in the final letters that he still viewed painting as his 

life’s purpose. 

 

4. Last Works and Unfinished Visions 

Wheatfield with Crows and Other Late Paintings 

• Common Misinterpretations: Wheatfield with Crows has often been called Van 

Gogh’s “suicide note in paint” because of its agitated brushwork and ominous sky. 

Naifeh and Smith caution against reading too much into that symbolism. It is certainly 

dramatic, but they argue Van Gogh was exploring expressive techniques and was not 

necessarily encoding a final despairing statement. 

• The Impulse Toward Larger Projects: In discussing late paintings like Daubigny’s 

Garden, Naifeh and Smith suggest Van Gogh was testing out larger-scale formats and 

more ambitious compositions that could evolve into a cohesive series. The rapid pace 

of painting indicates a momentum he wanted to build upon. 

Imagined Collaborations and Exhibitions 

• Hopes for Recognition: Van Gogh’s letters mention how he looked forward to 

stronger commercial recognition and wanted his paintings to hang alongside other 

modern artists in Paris. Naifeh and Smith reinforce that these hopes were not pure 

fantasy; Van Gogh’s reputation among avant-garde circles was indeed growing. 

• Future Portrait Sessions: The authors remark on Van Gogh’s wish to paint Dr. 

Gachet more frequently or possibly revisit portraiture with some of the villagers and 

fellow artists. He seemed intent on capturing the character of the people around him, 

pushing away from standard forms of portraiture into more psychologically charged 

depictions. 

 

5. Conclusions from Naifeh and Smith’s Research 

1. Complex, Not Hopeless: The central takeaway about Van Gogh’s final artistic plans 

is that he was far from ready to abandon his calling. Even amid personal strife, he was 

outlining new ideas and stoking ambitions for an expanded body of work. 

2. Challenge to the “Inevitable” Suicide Narrative: By highlighting Van Gogh’s 

letters and the intensity of his output in Auvers, Naifeh and Smith present a portrait of 

an artist who—despite periodic despair—was still forging ahead. This opens the door 

to alternative interpretations of his death. 



80 

 

3. Constant Evolution: Until the very end, Van Gogh’s style was evolving. Naifeh and 

Smith paint a picture of an artist who, in the last months, was integrating bold color 

harmonies, swirling brushwork, and deeper symbolic content. He believed his best 

work could still lie ahead. 

In sum, Van Gogh: The Life situates Vincent’s final period as one of both great fragility and 

significant creative drive. The biography underscores that Van Gogh had tangible and rather 

large-scale plans for future paintings, exhibitions, and possible collaborative ventures—even 

if the weight of financial pressure and psychological strain also loomed large. 

 

Further Reading and References 

• Original Letters: Many of Van Gogh’s letters are available in the Van Gogh 

Museum’s digital archives, which Naifeh and Smith cite extensively. Reading them 

directly provides deeper insight into Van Gogh’s mindset about his upcoming works. 

• Complementary Biographies: For comparison, one can consult older studies (e.g., 

Julius Meier-Graefe’s biography or the letters compiled by Van Gogh’s sister-in-law, 

Johanna van Gogh-Bonger) to see how the portrayal of Van Gogh’s final plans has 

shifted over time. 

 

Final Note 

Steven Naifeh and Gregory White Smith’s Van Gogh: The Life remains a landmark study 

precisely because it offers a richly detailed look at Van Gogh’s practical ambitions, day-to-

day struggles, and emotional landscape. The book brings forth compelling evidence that Van 

Gogh did not view his artistic journey as concluded in July 1890. Rather, he seems to have 

been looking ahead—exploring, innovating, and hoping to secure a place in the evolving 

world of modern art. 

************************************************************************** 

Describe and analyze please the work of Leo Jansen, Hans Luijten, and Nienke Bakker 

„Vincent van Gogh – The Letters: The Complete Illustrated and Annotated Edition” in terms 

of artisitc plans that Van Gogh had in mind before his death  in detail. 
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Overview of the Publication 

In 2009, the Van Gogh Museum in collaboration with the Huygens Institute (now Huygens 

ING) released Vincent van Gogh – The Letters: The Complete Illustrated and Annotated 

Edition by Leo Jansen, Hans Luijten, and Nienke Bakker. This monumental six-volume work 

(accompanied by a fully searchable online resource) offers: 



81 

 

1. New Transcriptions: Fresh, painstakingly checked Dutch and French transcriptions 

of Van Gogh’s original letters (and letters sent to him), which in some cases corrected 

earlier published versions. 

2. Parallel Translations: A complete English translation of the letters, presented side by 

side with the original text. 

3. Comprehensive Annotation: Extensive footnotes, historical context, and 

commentary clarify references to people, places, and artistic concepts. 

4. Illustrations: Thousands of images—paintings, drawings, sketches, historical 

photographs, documents, and artworks by contemporaries—illuminate Van Gogh’s 

world and connect the letters to the visual output they inspired. 

5. Chronological and Thematic Structure: The letters are placed in a carefully 

researched chronological order, with each missive accompanied by explanatory 

sections that discuss the letter’s content, its dating, and Van Gogh’s references to 

ongoing projects. 

The scholars Jansen, Luijten, and Bakker sought to present Van Gogh’s words in as thorough 

and unbiased a manner as possible. The commentary does not merely annotate the letters—

rather, it reconstructs Van Gogh’s daily life and artistic evolution. Particularly illuminating is 

how this edition clarifies Van Gogh’s final months in Auvers-sur-Oise, allowing readers to 

grasp both his creative plans and his emotional state in the weeks leading up to his untimely 

death on July 29, 1890. 

 

Van Gogh’s Artistic Plans Before His Death 

Although Vincent van Gogh’s final months were overshadowed by his mental struggles, his 

letters (especially those from May to July 1890) reveal both a remarkable productivity and a 

number of concrete artistic intentions. In Vincent van Gogh – The Letters, Jansen, Luijten, and 

Bakker highlight and annotate the key passages that speak to Van Gogh’s hopes for the future. 

Below are some principal themes and insights into Van Gogh’s late artistic plans as drawn out 

and contextualized by this scholarly edition: 

1. Intense Focus on the Auvers Countryside 

• Subject Matter: Van Gogh repeatedly wrote to his brother Theo and sister-in-law Jo 

about the wheat fields, the village architecture, and the local gardens (e.g., Dr. 

Gachet’s garden, Daubigny’s garden). He hoped these motifs would serve as the basis 

for a cohesive new series of landscapes. 

• Stylistic Approach: The letters indicate that Van Gogh was seeking to consolidate the 

vibrant color approach he had developed in Arles with some of the more sober, 

structured brushstrokes he had experimented with later in Saint-Rémy. From the 

annotated notes, we learn how meticulously he planned compositions—often 

referencing how he wanted to push color harmonies even further. 

2. A Wish for Artistic Recognition and Exhibitions 

• Exhibiting with Other Artists: Van Gogh’s correspondence reveals that he still 

looked to exhibit in Paris and beyond, referencing the Salon des Indépendants and 
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potential group shows with fellow avant-garde artists. The annotation by Jansen et al. 

traces Van Gogh’s communication with artistic peers and his interest in critical 

reception. 

• Financial & Critical Ambitions: Contrary to the cliché that Van Gogh had given up 

hope, the letters show bursts of optimism. He wrote about the possibility that his 

recent works could be well-received, giving him and Theo (then struggling with job 

transitions and family responsibilities) more financial stability. The footnotes provide 

context around the Parisian art market of the time and how Van Gogh tried to situate 

himself within it. 

3. Portraiture Plans 

• Portrait of Dr. Gachet: As the editors explain, Van Gogh’s letters describe his new 

acquaintance, Dr. Gachet, both as a physician and a fellow art lover. He hoped that 

painting Gachet’s portrait—and possibly those of other locals—would deepen his 

approach to capturing “the modern soul.” 

• Continuing His “Portraits for the Future”: Earlier in Arles, Van Gogh had 

elaborated on a grand plan for a “gallery of portraits” that would communicate the 

depth of human character (e.g., the “Portrait of the Postman Roulin”). Even in Auvers, 

the letters suggest he still viewed portraiture as a key path forward—though he was 

hampered by periods of mental anguish. 

4. Connection to Family and Future Artistic Direction 

• Dialogue with Theo and Jo: The letters to Theo and Jo (his brother and sister-in-law) 

are particularly revealing. Van Gogh looked to them for moral and practical support, 

sharing his hopes for new painting projects and discussing how to handle his ever-

growing body of work. 

• Desire for Autonomy: In some of his final letters, Van Gogh speaks of wanting to 

relieve Theo of financial burdens. The commentary in The Letters underscores how 

these concerns bled into his artistic planning: he hoped to produce and sell new 

canvases to reduce the family’s economic strain, indicating he was not ready to stop or 

withdraw from painting—despite his personal despair. 

5. Ambivalence and Ongoing Struggle 

• Hope Amid Turmoil: The editors illuminate the paradox in Van Gogh’s final 

letters—he speaks of expanding his oeuvre and forging a path forward, even while 

wrestling with persistent self-doubt and existential anxiety. 

• Importance of First-Hand Wording: Jansen, Luijten, and Bakker’s edition provides 

exact word choices (and their original language nuance) that clarify how Van Gogh 

alternated between optimism about his art and despair over his health. Detailed 

annotations draw on medical history, personal testimonies, and archival documents to 

contextualize references that once seemed obscure or contradictory. 

 

Editorial and Scholarly Contribution 
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1. Clarification of Chronology: One of the achievements of Vincent van Gogh – The 

Letters is the precise dating of Van Gogh’s final exchanges. By laying them out in the 

correct sequence and supporting these attributions with thorough textual, historical, 

and postmark evidence, the editors give us a clearer timeline of Van Gogh’s last 

creative burst. 

2. Illustrative Cross-Referencing: Each reference in a letter to a recently completed (or 

planned) painting is matched to full-color reproductions. This method draws a direct 

line between Van Gogh’s written intentions and the finished or in-progress artworks, 

allowing readers to see how his final landscapes, portraits, and still lifes relate to his 

stated goals. 

3. Contextual Footnotes: The footnotes and annotated essays by Jansen, Luijten, and 

Bakker provide context not just on Van Gogh’s mental state but also on the culture of 

late 19th-century French painting. This allows one to see how Van Gogh viewed his 

work in relation to contemporaries like Gauguin, Bernard, Pissarro, and others, as well 

as how his potential future projects would have positioned him in the vibrant avant-

garde scene of the early 1890s. 

4. Balanced Presentation: While earlier editions of Van Gogh’s letters often 

emphasized his personal struggles, this edition draws equal attention to the practical 

and professional side of his ambitions. The editorial team resists overly romantic or 

tragic readings and allows the letters, bolstered by meticulous fact-checking, to speak 

for themselves. 

Conclusion 

In Vincent van Gogh – The Letters: The Complete Illustrated and Annotated Edition, Leo 

Jansen, Hans Luijten, and Nienke Bakker present the most authoritative resource on the 

artist’s correspondence. Their meticulous scholarship reveals that—despite recurring bouts of 

illness—Van Gogh remained deeply engaged with his craft until the very end. The letters 

from his final weeks in Auvers-sur-Oise indicate a man who was simultaneously exhausted 

and yet still harboring concrete artistic plans: further explorations of the wheatfields, more 

portraiture, and hopes for exhibitions that might secure his standing in the Paris art world. 

This comprehensive annotated edition thus corrects any simplistic notion that Van Gogh had 

entirely surrendered to despair. Instead, it depicts a painter who, though embattled by personal 

demons, still believed in his evolving style, strove to create meaningful new works, and clung 

to the possibility that his “new canvases” might open fresh horizons—artistically and 

financially—for himself and those he loved. 

************************************************************************** 

Describe and analyze please the work of Martin Bailey „Studio of the South: Van Gogh in 

Provence” (2016) and „Van Gogh’s Finale: Auvers and the Artist’s Rise to Fame” in terms of 

artisitc plans that Van Gogh had in mind before his death  in detail. 
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Introduction 

Martin Bailey is a distinguished Van Gogh specialist and investigative journalist who has 

contributed extensively to Van Gogh scholarship. In two of his most noted works—Studio of 
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the South: Van Gogh in Provence (Frances Lincoln, 2016) and Van Gogh’s Finale: Auvers 

and the Artist’s Rise to Fame (Frances Lincoln, 2021)—Bailey provides fresh insights into 

crucial periods of Vincent van Gogh’s career: first, his ambitious sojourn in Provence (1888–

1889), and then his final weeks in Auvers-sur-Oise (May–July 1890). While the two books 

focus on different segments of Van Gogh’s life, taken together they shed light on his long-

harbored artistic plans and how those plans evolved—and in many ways remained tragically 

unfulfilled—by the time of his death on July 29, 1890. 

Below is an overview and analysis of these two works, highlighting especially the artistic 

plans Van Gogh formulated in Provence and how they carried through or changed in his 

final months at Auvers. 

 

1. Studio of the South: Van Gogh in Provence (2016) 

A. Van Gogh’s Vision for Arles 

1. Founding a Community of Artists 

o One of the most famous aspects of Van Gogh’s time in Arles (February 1888–

May 1889) was his dream to establish a shared studio or artists’ colony in the 

south of France. He envisioned the “Studio of the South” as a place where like-

minded painters could live and work together, energizing one another’s 

creativity. 

o Martin Bailey’s research dives into the practical and financial steps Vincent 

took to realize this dream, including renting the “Yellow House” and inviting 

Paul Gauguin to join him. Van Gogh saw Arles’s bright light, vibrant colors, 

and rural motifs as an ideal setting that would inspire an avant-garde circle of 

artists. 

2. The Collaborative Period with Gauguin 

o Gauguin’s arrival in Arles in October 1888 was an early fulfillment of Van 

Gogh’s plan—albeit short-lived. Bailey describes the tension and synergy 

between Van Gogh’s and Gauguin’s differing artistic temperaments and 

visions. 

o While Gauguin’s presence initially galvanized Van Gogh’s creativity, their 

personalities clashed, culminating in the notorious ear-cutting incident in 

December 1888 and Gauguin’s departure soon after. Bailey uses letters, 

contemporary news, and archival documents to reconstruct the idealistic (but 

doomed) atmosphere of the Yellow House. 

3. Arles Paintings and the Pursuit of a New Style 

o Van Gogh produced some of his most celebrated masterpieces in Arles—

Sunflowers, The Night Café, Starry Night Over the Rhône, the “Yellow House” 

paintings, and numerous studies of local landscapes and still lifes. 

o In Studio of the South, Bailey emphasizes how these paintings were part of 

Van Gogh’s push toward a bolder color palette and an expressive, emotionally 

charged brushwork. The artist wanted to consolidate an approach that would 

define a new direction for modern art, drawing on color theory and the intense 

natural light of Provence. 

4. Ambitions Interrupted 
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o Bailey examines Van Gogh’s letters from late 1888 and early 1889, revealing 

that despite setbacks—Gauguin’s departure, local hostility toward the 

“redheaded madman,” and the onset of his mental health crises—Van Gogh 

continued to plan for a communal studio. He reached out to artist-friends 

(Émile Bernard, among others) and tried to rally support. 

o Yet his hospitalization and deteriorating mental health in early 1889, as well as 

Gauguin’s firm refusal to return, effectively brought the dream to a halt. 

B. Significance for Van Gogh’s Later Plans 

• Although the Studio of the South collapsed, Bailey argues that the time in Arles 

refined Van Gogh’s artistic aims. His letters show he was still looking for new ways to 

disseminate his art, attract fellow painters, and secure future exhibitions. 

• Crucially, Van Gogh’s provençal phase taught him about serial paintings (e.g., his 

sunflower variations) and cohesive bodies of work—a concept he would revisit in 

Auvers by painting systematically around certain themes (wheat fields, cottages, 

portraits). 

 

2. Van Gogh’s Finale: Auvers and the Artist’s Rise to Fame 

(2021) 

A. Context: Auvers-sur-Oise 

1. Moving Closer to Theo 

o After spending a year (May 1889–May 1890) in the asylum at Saint-Rémy, 

Van Gogh moved to Auvers-sur-Oise to be near his brother Theo in Paris. 

Under the care of Dr. Paul Gachet, he hoped for psychological relief and 

renewed artistic vigor. 

o Martin Bailey’s new research, showcased in Van Gogh’s Finale, emphasizes 

that despite Van Gogh’s precarious mental state, he was extremely productive 

in Auvers, completing over 70 paintings in about 70 days. 

2. Plans for an Artistic Renaissance in the North 

o Building on threads from the Provence period, Bailey highlights that Van 

Gogh contemplated a sort of “studio of the north” or a new phase of 

collaborative work—perhaps with younger artists or friends near Paris. 

o Letters from this period show that Vincent was optimistic about forging 

professional ties and continuing to develop his personal style. He spoke of 

painting multiple “decorations” (series of works with coherent themes) and 

wrote about the subject matter in Auvers—wheat fields, portraits of villagers, 

and the architecture of northern France—being fertile ground for his art. 

3. Serial Painting: The Wheat Fields 

o One of the grand artistic projects Van Gogh envisioned was a series of wheat 

field paintings. He repeatedly returned to this motif in Auvers—Wheatfield 

with Crows being the most famous example—partly inspired by the farmland 

around the village. 

o Bailey’s book delves into how Van Gogh wanted these wheat field paintings to 

reflect the “vastness” of rural France and his own emotional trajectory, much 
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as the sunflowers had symbolized the bright optimism he had once felt in 

Arles. Van Gogh wrote of these works as a final expression of “the healthy and 

fortifying countryside.” 

4. Hope for an Exhibition and Wider Recognition 

o Van Gogh’s stay in Auvers, according to Bailey, was not the static, despairing 

chapter many assume it to be. Rather, he was painting prolifically with a future 

exhibition in mind—one that might take advantage of his increasingly 

favorable critical reception in Parisian circles. 

o Indeed, Bailey discusses Vincent’s enthusiasm at seeing reviews and the rising 

regard for his art among avant-garde critics. Letters to Theo also show flickers 

of optimism that he might finally sell more paintings and support himself 

independently. 

B. The Artist’s Rise to Fame After Death 

1. Immediate Aftermath of Van Gogh’s Death 

o Van Gogh died from a gunshot wound on July 29, 1890, leaving behind a 

massive body of work from Auvers and the unfulfilled dream of fully 

showcasing it. 

o Bailey’s narrative in Van Gogh’s Finale addresses how Theo, and later 

Johanna van Gogh-Bonger (Theo’s wife), worked diligently to organize and 

exhibit Vincent’s oeuvre, leading to the artist’s posthumous rise to fame. 

o This second part of the book details how the “unfinished” plans for Van 

Gogh’s art were taken up by supporters and dealers who recognized his 

brilliance. The very idea of “Van Gogh the visionary” was consolidated 

through exhibitions and the loyal championing by the Van Gogh family. 

2. Revisiting the Myth of the ‘Suicidal Artist’ 

o While not ignoring Van Gogh’s well-documented struggles, Bailey 

underscores that Van Gogh in Auvers was still brimming with artistic projects. 

He was not solely a tortured figure passively waiting for the end. 

o The final works radiate the tension between his emotional turbulence and his 

undeniable creativity. Bailey argues that these last pictures were not part of a 

final confession to despair but rather a continuation of the artistic 

breakthroughs he had first dreamed of in Provence. 

 

Conclusion: Van Gogh’s Artistic Plans in Light of Bailey’s 

Research 

From Provence to Auvers, Martin Bailey’s works present Van Gogh as an artist 

continually striving toward broad, collaborative, and forward-looking goals, even under 

extreme mental stress: 

1. Community Vision: 

o Studio of the South reveals Van Gogh’s grand scheme for a collective artistic 

life in Arles, hoping to unite friends in a vibrant creative environment. 

Although that plan ended abruptly, it informed his belief that art thrived under 

mutual support. 
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2. Thematic Series and Cohesive Bodies of Work: 

o Both books show Van Gogh’s continuing interest in painting “decorations” or 

coherent series: sunflowers in Arles, wheat fields in Auvers, and repeated 

portrait studies (from the postman Roulin in Arles to Dr. Gachet and other 

sitters in Auvers). These sets were intended not merely as random canvases but 

as unified statements of vision. 

3. Exhibition and Recognition: 

o Van Gogh sought an audience for his innovative style. By the Auvers period, 

he was looking toward public and private exhibitions to secure a stronger 

professional footing. Bailey’s scholarship clarifies that Van Gogh was well 

aware of his growing reputation among avant-garde critics in Paris and 

beyond. 

4. Unfinished Potential: 

o The critical difference between Van Gogh’s initial provençal dream and his 

final weeks in Auvers is that he never had the chance to realize his last 

ambitious goals. Van Gogh’s Finale recounts how those goals—though cut 

short—did indirectly come to fruition when his posthumous fame soared, 

spearheaded by Theo, Johanna, and supportive friends. 

Ultimately, Martin Bailey’s two books underscore Van Gogh’s persistent resolve: despite 

personal crises, he maintained an enduring vision of a supportive artistic community, a 

commitment to systematically exploring key motifs in series, and a genuine hope for 

recognition. The tragedy of his early death in Auvers meant these final projects remained 

incomplete, but his extraordinary output in those last months, as Bailey deftly shows, ensured 

that Van Gogh’s artistic legacy became one of the most influential in modern art history. 
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 Cézanne's artistic plans before his death 
 

 

 

 

 

 

 

Please describe what other artistic tasks Cézanne was planning to carry out before his death, 

but which were not carried out because of his death? Also, list the authors who have analysed 

this issue in the context of Cézanne's career and outline their main conclusions. 
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Paul Cézanne (1839–1906) famously left behind a number of unfinished or only partially 

realized projects at the time of his death. Unlike certain artists (Michelangelo, for instance) 

who left a clearly documented list of grand commissions or schemes that they did not 

complete, Cézanne did not maintain detailed plans for large‐scale future works in writing. 

Instead, what we know of his unfulfilled artistic intentions comes chiefly from: 

1. His final canvases, many left in an unfinished or tentative state. 

2. Remarks he made to close friends and correspondents (such as Émile Bernard). 

3. Observations and analyses by later biographers and art historians. 

Below is an overview of the principal “tasks” or directions Cézanne was pursuing in his final 

years that remained incomplete or unrealized, followed by a brief survey of major authors 

who have discussed this issue and their conclusions. 

1. Artistic Projects and Directions Cézanne Did Not 

Complete 

a) Further Development of the Large Bathers Theme 

Cézanne worked on at least three major “Bathers” compositions in his later years (often 

referred to as the Large Bathers). Although he brought some versions to a higher level of 

finish (for instance, the Philadelphia Museum of Art’s Large Bathers), Cézanne continued to 

rework and revise these group nudes in a landscape almost up to his death in October 1906. 

• Unfinished Quality: Scholars often remark on passages in the paintings that remain 

sketchy or only thinly painted. There is every indication he intended to refine the 

arrangement of figures, integrate them more fully with the landscape, and adjust the 

overall color harmonies further. 

• Letter Evidence: In letters to Émile Bernard from 1904–1905, Cézanne hinted at his 

continued struggle to reconcile classical compositional order with direct observation 

from nature. He never declared them definitively “complete” and plainly saw them as 

works in progress. 
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b) Ongoing Series of Mont Sainte-Victoire Views 

Throughout his career, Cézanne was fascinated by Mont Sainte-Victoire near his hometown 

of Aix-en-Provence. In his later years he produced numerous oil paintings and watercolors of 

the motif, each offering variations in color modulation, perspective, and compositional 

structure. 

• Late Variations: In 1906, he was still painting versions of Mont Sainte-Victoire as 

seen from the hillside terrain near his studio, known as the “Atelier des Lauves.” Some 

late canvases are considered incomplete or show signs of very rapid brushwork and 

underpainting in areas. 

• Further Plans: Biographers note that Cézanne frequently returned to the mountain 

searching for a definitive visual synthesis—what he called “realization”—but his 

sudden illness and death prevented him from further refining these final versions or 

launching additional ones. 

c) More Ambitious Figure Compositions and Portraits 

In addition to the Bathers, Cézanne spoke to a few confidants about his continuing desire to 

master the figure within a coherent pictorial space—effectively unifying still-life or landscape 

concerns with the human form. 

• Portrait of the Gardener Vallier: Sometimes cited as one of his late, unfinished 

portraits; it shows the sitter in broad, blocky patches of color, with areas of the canvas 

not fully resolved. 

• Further Figurative Plans: Although not as precisely documented, Cézanne’s late 

letters suggest he wished to push his figure painting even further, applying the same 

structural logic (the “petite sensation” or color‐modulation method) that he did to 

landscapes and still lifes. 

d) A Desire to “Finish” or “Perfect” His Method 

Cézanne’s letters repeatedly emphasize that he felt he was still learning and had yet to achieve 

the full clarity of form and color he aspired to: 

• A Lifelong Pursuit: He often lamented that he lacked time (he was in his mid‐sixties) 

to fully realize the method he believed would reconcile natural appearances with solid, 

geometrical underpinnings. 

• No Monumental Commissions: Unlike some contemporaries, he did not line up large 

public murals or official commissions. Instead, the “unfinished tasks” were largely his 

own self-directed goals: a perfected understanding of nature, color, and form. 

2. Major Authors Who Discuss These Unfinished Plans & 

Their Conclusions 

1) John Rewald 

• Key Works: Cézanne: A Biography (1936, revised later), The Paintings of Paul 

Cézanne (catalogues raisonnés), and various essays. 
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• Main Conclusions: 

o Rewald emphasized Cézanne’s continual experimentation right up to his last 

days. 

o He noted that works like the Large Bathers and final Mont Sainte-Victoire 

paintings were effectively open‐ended and bore visible signs of reworking. 

o Rewald concluded that Cézanne’s perfectionist temperament meant he rarely 

considered a painting truly finished. 

2) Roger Fry 

• Key Works: Cézanne: A Study of His Development (1927). 

• Main Conclusions: 

o Fry viewed Cézanne’s late style as an ever‐deepening quest for structural 

clarity. 

o He argued that Cézanne’s incomplete canvases reveal the painter’s 

commitment to expressing form through color alone and that this process was 

ongoing, with no final “solution” reached at the time of Cézanne’s death. 

3) Meyer Schapiro 

• Key Essays: “The Apples of Cézanne: An Essay on the Meaning of Still-Life” and 

other writings on late 19th‐century art. 

• Main Conclusions: 

o Schapiro focused on Cézanne’s approach to form, particularly in his still lifes, 

as indicative of an unfinished philosophical quest: to find the underlying 

geometry behind appearances. 

o He posited that the incomplete state of some works exemplifies Cézanne’s 

open-ended method rather than simply an abrupt termination. 

4) T. J. Clark 

• Key Works: Farewell to an Idea: Episodes from a History of Modernism (particularly 

chapters on Impressionism and post-Impressionism). 

• Main Conclusions: 

o Clark sees Cézanne’s late paintings as pivotal in the transition from 

Impressionism to the early modern movements (notably Cubism). 

o He highlights how Cézanne’s inability to fully resolve certain large 

compositions (like the Bathers) was in part symptomatic of the larger 

modernist break—indicating that the “incompleteness” was almost built into 

his new vision of structure and color. 

5) Richard Shiff 

• Key Works: Cézanne and the End of Impressionism (1984) and various essays on 

Cézanne’s technique. 

• Main Conclusions: 

o Shiff stresses that Cézanne’s last works show a deliberate tension between 

observed reality and the abstract, constructive brushstrokes. 
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o He argues that Cézanne likely would have continued refining these tensions if 

he had lived longer, so that the late paintings—though seemingly unfinished—

are part of a continuous exploration rather than a neatly concluded program. 

6) Mary Tompkins Lewis 

• Key Works: Cézanne (Critical Lives series), Cézanne in Focus, and edited volumes. 

• Main Conclusions: 

o Lewis carefully contextualizes Cézanne’s final efforts in Aix-en-Provence. She 

notes that many of his last paintings—especially certain watercolors—have an 

exploratory, partially resolved character. 

o She suggests that Cézanne’s often-stated dissatisfaction with his own work 

implies he intended to push these experiments further, but time and health 

intervened. 

Conclusion 

In sum, Cézanne did not leave behind a clear “to-do list” of monumental artistic projects. 

Instead, what remained unfinished were the open-ended series and compositional problems he 

had set for himself—especially: 

• Large Bathers (still showing unpainted or very thinly worked passages). 

• Late Mont Sainte-Victoire landscapes (some in a skeletal state of underdrawing). 

• Portraits/figure compositions (some only partially finished). 

• The overarching goal of formulating a fully realized pictorial language that united 

solidity of form with the transient effects of light and color. 

Most modern scholars—Rewald, Fry, Schapiro, Clark, Shiff, Lewis, and others—agree that 

Cézanne’s “unfinished” late work is intrinsic to the radical nature of his art. The very open-

endedness of these last canvases would go on to influence the next generations of artists, 

especially Picasso and Braque in their Cubist explorations, who drew inspiration from 

Cézanne’s unresolved but revolutionary methods. Hence, what Cézanne was “planning to 

carry out” was less a fixed set of projects than a perpetually evolving pursuit of structure, 

color, and form—one that remained, at the time of his death, very much in progress. 

************************************************************************** 

Describe and analyze please the work of John Rewald „Cézanne: A Biography (1936, revised 

later), „The Paintings of Paul Cézanne”in terms of artisitc plans that Cézanne had in mind 

before his death  in detail. 
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Introduction 

John Rewald (1912–1994) is widely regarded as one of the most important twentieth-century 

scholars on Impressionism and Post-Impressionism, with a particular focus on Paul Cézanne 

(1839–1906). Two of Rewald’s seminal works—Cézanne: A Biography (originally published 

in 1936 and revised in subsequent editions) and The Paintings of Paul Cézanne—remain 
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touchstones for understanding Cézanne’s life, artistic development, and the scope of his 

oeuvre. When examining them with a focus on the “artistic plans” Cézanne had in mind prior 

to his death, one sees how Rewald’s meticulous research and narrative talent illuminate the 

late ambitions of the painter, his evolving stylistic aims, and how his final artworks pointed to 

the future of modern art. 

Below is an integrated look at both of Rewald’s works, highlighting the core arguments, 

analyses, and documentary evidence he presents about Cézanne’s final artistic intentions. 

 

1. Context of Rewald’s Scholarship 

1.1 Origins and Methodology 

• Primary Sources: In Cézanne: A Biography, Rewald drew on Cézanne’s letters 

(particularly those to Émile Bernard and his childhood friend Émile Zola), interviews 

with surviving friends/family, and early twentieth-century critics who had witnessed 

Cézanne’s work and exhibitions. Rewald took a pioneering oral-historical approach by 

seeking out people in Aix-en-Provence and Paris who had encountered Cézanne 

firsthand. 

• Analytical Rigour: Rewald’s The Paintings of Paul Cézanne is a structured catalog 

and analysis of Cézanne’s corpus, focusing on stylistic development, dating of works, 

and thematic groupings (e.g., landscapes, still lifes, portraits, bathers). By cross-

referencing letters, dated sketches, and exhibition records, Rewald aimed to pinpoint 

Cézanne’s evolving goals and how these culminated in his later paintings. 

1.2 Rewald’s Overall Argument on Cézanne’s Late Period 

Rewald asserted that Cézanne’s innovations in form and color—especially his quest for 

“something solid and durable” beyond the fleeting effects of Impressionism—reached their 

apogee in his final decade (roughly 1895–1906). During this period, Cézanne was conscious 

of his own mortality and intensely focused on refining the structural underpinnings of his 

painting. According to Rewald, Cézanne intended his final works (particularly his Bathers 

series and his late landscapes of Mont Sainte-Victoire) to unify the discoveries of 

Impressionism with the classical stability he so admired in museums (e.g., Poussin). 

 

2. Cézanne’s Final Ambitions as Presented in Cézanne: A 

Biography 

2.1 A Tension Between Nature and Composition 

Rewald emphasized how, in his last years, Cézanne became increasingly preoccupied with 

balancing direct observation of nature with a more abstract conception of form. In many 

letters (cited extensively by Rewald), Cézanne wrote of treating nature by means of “the 
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cylinder, the sphere, and the cone,” aiming at a structural geometry that would give 

permanence to fleeting phenomena. 

• Example: Rewald shows how Cézanne’s repeated studies of Mont Sainte-Victoire 

were not merely obsessive repeats but rather attempts to capture essential form 

through color gradation, light, and carefully considered pictorial architecture. 

2.2 The Large Bathers Project 

One of Cézanne’s most significant “artistic plans” was his ongoing series of Bathers (or 

Baigneuses). Rewald details how Cézanne envisioned a large-scale, monumental composition 

akin to the great tradition of history painting, but filtered through his own modern syntax of 

patches of color and geometrized figures. 

• Composition and Scale: Cézanne undertook several versions, such as the Large 

Bathers now in Philadelphia (c. 1906) and another version in the National Gallery, 

London. Rewald underscores that the artist intended these to be the crowning 

statement of his career, uniting his fascination with the human figure, landscape, and 

the structural interplay of shapes. 

• Incomplete Yet Influential: Although Cézanne worked on these right up to his death, 

he never considered them “finished.” According to Rewald, Cézanne’s letters suggest 

he was constantly rethinking the positioning of figures and the rhythmic interplay of 

the limbs with the surrounding trees and sky. These late Bathers would, in Rewald’s 

account, become profoundly influential to younger artists (e.g., Matisse, Picasso) after 

Cézanne’s death. 

2.3 Illness and the Drive to Work 

Rewald also provides a poignant narrative of Cézanne’s final days: 

• Cézanne caught a chill after painting outdoors in inclement weather and subsequently 

developed pneumonia. 

• Despite ill health, he continued to paint, showing a near-obsessive commitment to 

completing the Bathers canvases and certain portraits. 

• This dedication, Rewald argues, was fueled by Cézanne’s conviction that he had more 

to discover—he had not yet fully solved the formal problems he had set for himself. 

Rewald’s biography underscores how Cézanne’s death in 1906 left many paintings and 

sketches in states of advanced study but not final resolution. 

 

3. Insights from The Paintings of Paul Cézanne 

In contrast to the more narrative-driven Cézanne: A Biography, The Paintings of Paul 

Cézanne is organized as a comprehensive catalogue and analysis of the artist’s pictures. Here, 

Rewald situates individual works within Cézanne’s chronology and offers deeper stylistic and 

iconographic evaluations. From this vantage point, we see Cézanne’s “artistic plans” 

concretized on the canvas. 
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3.1 Late Landscapes and Still Lifes 

• Mont Sainte-Victoire Series: Rewald shows that Cézanne’s repeated representation 

of this Provençal mountain underwent a steady progression from more literal 

Impressionist brushwork to increasingly abstracted color planes in his final years. The 

aim was to reveal the geometric essence of the landscape. 

• Still Lifes: With an emphasis on color modulation and shifting viewpoints, Cézanne’s 

last still lifes (e.g., apples, pears on tilted tables) reflect his ambition to unify multiple 

perspectives into one coherent but dynamic image. Rewald posits that these late 

experiments heralded the multi-faceted perspectives seen in early Cubism. 

3.2 The Human Figure: Portraits and Bathers 

• Portraiture: Rewald’s catalogue highlights unfinished portraits of Cézanne’s 

gardener Vallier and a few family members. Although incomplete, these works display 

Cézanne’s evolving method: planes of color, broad swathes of paint to indicate form, 

and a detachment from traditional modeling. 

• The Bathers: Rewald devotes a substantial section to analyzing compositional studies, 

oil sketches, and full-scale canvases for the Bathers. He includes references to 

Cézanne’s notebooks and pinned drawings, showing how Cézanne’s repeated 

reworkings of figure groupings were part of his plan to create a modern “classical” 

statement. 

3.3 The Late “Architectural” Approach to Painting 

One of Rewald’s recurring themes is that, in his final phase, Cézanne spoke of painting as an 

“architecture of color.” This notion ties directly to the idea of rendering nature in terms of 

basic geometries. Rewald carefully notes the flattening of depth, the interlocking color 

patches, and the rhythmic arrangements of motifs. In this sense, Cézanne’s artistic plan aimed 

to crystallize a new pictorial language that balanced: 

1. Direct Sensory Perception: Preserving the authenticity of seeing and feeling in 

nature. 

2. Structural Permanence: Conveying a sense of unshakable form, which Cézanne 

admired in Renaissance and Baroque masters. 

 

4. Rewald’s Assessment of Cézanne’s Posthumous 

Influence 

While the question focuses on Cézanne’s own artistic plans, it is worth noting that Rewald 

concludes both works by discussing Cézanne’s enormous influence on the following 

generations. He highlights that, although Cézanne did not fully “complete” his grand 

ambitions (particularly for The Large Bathers series), these late pictures contained the seeds 

of what would become Cubism and, more broadly, the fractured forms of early modernism. 

4.1 Exhibition Histories After Cézanne’s Death 
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Rewald details how, after Cézanne’s death, exhibitions in 1907 (notably at the Salon 

d’Automne in Paris) revealed these final paintings to a younger generation of artists. 

Although Cézanne had harbored hopes of more recognition in his lifetime, Rewald suggests 

that Cézanne’s true “final plan”—the structural revolution in painting—was carried forward 

by others, notably Picasso, Braque, and Matisse. 

4.2 The Unfinished Yet Complete Legacy 

Rewald’s interpretation underscores a certain paradox: despite his passing in the midst of 

ongoing experiments, Cézanne had effectively charted a new direction. Thus, even if Cézanne 

left many canvases unresolved, the conceptual breakthroughs were sufficiently articulated to 

catalyze a radical shift in twentieth-century art. 

 

5. Conclusion: Rewald’s Perspective on Cézanne’s Late 

Goals 

Across Cézanne: A Biography and The Paintings of Paul Cézanne, Rewald portrays a painter 

who, in his final phase, was driven by a clear but evolving “plan”: 

1. Synthesize Nature and Abstraction: Cézanne sought a method that honored 

immediate visual experience but transcended Impressionism’s transient effects by 

imposing an underlying geometric structure. 

2. Create Monumental Statements: His ongoing Bathers series was meant to be a 

grand, timeless composition—fusing the classical past with the modern present. 

3. Refine Color as Architecture: Cézanne reduced forms to color planes, edging toward 

a proto-Cubist redefinition of space. 

4. Persevere to the End: Even in failing health, Cézanne repeatedly returned to the 

easel, intent on perfecting his painterly “construction” of the world. 

Rewald’s scholarship remains central in understanding these final goals, primarily because he 

gathered extensive documentary evidence—letters, anecdotes, sketches—and integrated them 

into a coherent narrative of the artist’s last ambitions. While Cézanne’s death cut short the full 

realization of his monumental compositions, Rewald’s works highlight how, in their very 

incompleteness, these paintings sparked the next wave of modern art. 

************************************************************************** 

Describe and analyze please the work of Richard Shiff „Cézanne and the End of 

Impressionism” in terms of artisitc plans that Cézanne had in mind before his death  in detail. 
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Overview of Richard Shiff’s Argument in Cézanne and the End of Impressionism 

Richard Shiff’s Cézanne and the End of Impressionism (University of Chicago Press, 1984) is 

a seminal study that situates Paul Cézanne’s art at the critical juncture between the heyday of 
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Impressionism and the advent of twentieth-century modernism. Shiff investigates how 

Cézanne was perceived by his contemporaries and how later critics—especially in the early 

twentieth century—reframed Cézanne’s legacy as the “bridge” from Impressionism to modern 

art (including Cubism and beyond). 

Shiff’s major contribution is a nuanced analysis of the complexity in Cézanne’s technique and 

intentions, clarifying why contemporaries often viewed his paintings through the lens of 

Impressionism, and how, by the end of his life, Cézanne had largely transcended 

Impressionist precepts. While many critics reduced him to an “odd Impressionist,” Shiff re-

reads Cézanne’s practice on its own terms, emphasizing how the painter’s later projects 

signaled a new pictorial logic. 

Below is a breakdown of several key themes in Shiff’s text, followed by how they connect to 

the artistic plans (or aspirations) that Cézanne had in mind leading up to his death in 1906. 

 

1. From Impressionist Optics to Structural Form 

Shiff’s Argument 

• Shiff shows how the Impressionists primarily concerned themselves with capturing 

fleeting effects of light and color, emphasizing the immediate optical sensation of a 

scene. 

• Cézanne initially aligned with some aspects of Impressionism—color patches, open 

brushwork, painting en plein air—but was uneasy with its unrestrained emphasis on 

transient effects. 

• Shiff demonstrates that by the last phase of his career, Cézanne was focused on 

building a more enduring pictorial structure. His later works became deeply involved 

with underlying form, shifting from immediate visual impression toward a composed, 

methodical arrangement of color and shape. 

Cézanne’s Late Artistic Plans 

• In letters (especially those to his friend Émile Bernard) and conversations recounted 

by Joachim Gasquet, Cézanne discussed his ambition to “treat nature in terms of the 

cylinder, the sphere, and the cone.” This well-known statement signals his 

commitment to a structural reworking of reality. 

• As Shiff interprets, Cézanne’s desire was to move beyond the “accidents” of light so 

dear to Impressionism, seeking instead a “solid” art that bore comparison to the Old 

Masters (Poussin is often cited in Cézanne’s remarks). 

• Shortly before his death, Cézanne was refining this method in large figure 

compositions like The Large Bathers, as well as in repeated studies of Mont Sainte-

Victoire and still lifes. He wanted these paintings to embody a new sense of order—

both optical and conceptual—rather than simply record momentary impressions. 

 

2. Cézanne’s “End” of Impressionism 
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Shiff’s Argument 

• By titling his study Cézanne and the End of Impressionism, Shiff underscores 

Cézanne’s pivotal role in transforming Impressionist practice from within. 

• The “end” of Impressionism does not simply denote a chronological conclusion but 

rather indicates the point at which Impressionism’s methods could no longer 

accommodate Cézanne’s deepening exploration of form. 

• Shiff emphasizes that modern critics retroactively constructed Cézanne as the father of 

modern art—someone who overcame the perceived “limitations” of Impressionism to 

chart a new path. 

Cézanne’s Late Aspirations 

• In Shiff’s reading, Cézanne’s last works demonstrate how Impressionist color patches 

start to function more like structural units—“constructive brushstrokes”—that shape 

space rather than dissolve it. 

• This transformation required painstaking labor—Cézanne painted slowly, reworking 

sections repeatedly to maintain a delicate balance between color as descriptive (of 

light) and color as constructive (of form). 

• Although Cézanne never formalized a strict “program,” his remarks about creating 

paintings “as solid and durable as the art of the museums” signal a goal: a painterly 

language that retained the freshness of direct observation (an inheritance from 

Impressionism) but built it into a stable pictorial order. 

 

3. Perception and Expression: Cézanne’s “Logic of Sense” 

Shiff’s Argument 

• Shiff engages in close analyses of Cézanne’s handling of paint, spatial distortions, and 

color modulations, revealing how Cézanne was quietly developing a “logic of sense” 

quite distinct from Impressionist spontaneity. 

• While Impressionist paintings may emphasize the instantaneous play of light, 

Cézanne’s late works speak more of extended duration—of an artist observing, 

adjusting, and re-seeing a motif over time. 

• Shiff shows how early critics struggled to reconcile Cézanne’s push-and-pull between 

flatness and depth, and how later generations recognized in this tension the seeds of 

Cubist construction. 

Cézanne’s Foresight of a New Pictorial Syntax 

• As he approached the end of his life, Cézanne planned to continue exploring the 

possibilities of large-scale figure painting (The Bathers series) alongside serial views 

of Mont Sainte-Victoire. Both subjects served as laboratory exercises for building and 

simplifying form. 

• Cézanne’s “end-of-life program” was less about completing a singular statement and 

more about continuous experimentation—he spoke of “realizing” nature through 
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color, longing to capture the internal structure of reality rather than simply its 

appearances. 

• Shiff’s reading suggests that although Cézanne was not explicitly theorizing for future 

artists, the paintings he left behind contained an inherent invitation to reorganize 

pictorial space—a direct link to the abstract tendencies in twentieth-century art. 

 

4. Critical Reception and Cézanne’s Legacy 

Shiff’s Argument 

• One of Shiff’s core contributions is his study of how Cézanne’s shifting reputation 

mirrored broader changes in art criticism and aesthetic theory. Shiff compares the 

contemporary reception (where Cézanne was often dismissed as a “mad painter” or an 

eccentric Impressionist) with the early twentieth-century reception (where Cézanne 

became “the father of us all,” per Picasso’s famous remark). 

• Shiff uses these reception histories to highlight how Cézanne’s late artistic goals were 

often misunderstood or only partially grasped in his lifetime. 

How This Relates to Cézanne’s Plans 

• Despite critical confusion, Cézanne pursued his objectives with remarkable 

consistency. Shiff points to the repeated motifs—still lifes with apples, views of Mont 

Sainte-Victoire, bathers in the landscape—as evidence of Cézanne’s single-minded 

commitment to investigating form and color relationships up to his final days. 

• While Impressionist exhibitions in the 1870s provided Cézanne initial visibility, by 

1906 he was largely working in isolation, perfecting his method in private. That 

reclusiveness was partly deliberate—Cézanne no longer needed the validation of the 

Impressionist group, and his concerns had long since drifted toward constructing a 

more timeless art. 

 

5. Cézanne’s Final Months and Unfinished Projects 

Shiff’s Insights 

• Although Shiff’s book does not focus exclusively on Cézanne’s death in October 

1906, it provides interpretive frameworks for understanding how the painter’s final 

works culminate a lifetime of thinking. 

• Shiff underlines Cézanne’s move away from directly recording nature’s fleeting 

qualities; instead, the painter was discovering a pictorial “truth” behind appearances. 

Specific Artistic Plans Near Death 

• Large Bathers (Philadelphia version and others): Cézanne continued revising the 

compositions, testing how figures could be integrated into the landscape without 

losing either the solidity of the forms or the vibrancy of color relations. 
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• Mont Sainte-Victoire Series: He returned obsessively to this motif, refining the 

interplay of cool and warm color patches that conveyed space without resorting to 

traditional linear perspective. 

• Still Lifes: Even near his death, Cézanne was arranging still lifes to challenge the 

viewer’s sense of stability—slight tilts and shifts in objects speak to his belief in the 

active role of perception in shaping reality. 

For Shiff, these unfinished or repeatedly reworked canvases epitomize Cézanne’s restless 

search. They show that Cézanne’s “plan” was not a neat, linear process but rather an ongoing 

effort, propelled by doubt, discovery, and a refusal to accept Impressionism’s fleeting world 

as the final word in modern painting. 

 

Conclusion 

In Cézanne and the End of Impressionism, Richard Shiff presents Cézanne not merely as the 

“next step” after Monet and Renoir but as an artist who systematically recast painting’s 

foundations. Shiff’s reading of Cézanne’s brushwork, spatial constructions, and late subject 

matter illuminates how, in the painter’s final years, he pursued an art that combined: 

1. Direct observation (an inheritance from Impressionism), 

2. Structural integrity (looking back to Old Master solidity), 

3. A newly envisioned space (anticipating modern and even abstract forms). 

Cézanne’s famous goal to create a solid, durable painting—comparable to the classical 

tradition—guided his later output, shaping unfinished projects like The Bathers and the Mont 

Sainte-Victoire series. Though there was no fully articulated “manifesto” for posterity, his 

letters and working notes reveal a clear intention: to move beyond the ephemeral optics of 

Impressionism toward what he perceived as a more universal order in painting. Shiff’s 

analysis underscores the complexity of these late ambitions, demonstrating that Cézanne’s 

“end of Impressionism” was also the beginning of a new chapter in modern art. By combining 

historical context with close formal study, Cézanne and the End of Impressionism clarifies 

how Cézanne’s last artistic plans—to capture the structural essence of the world through 

color—ultimately anticipated many of the defining innovations of twentieth-century art. 

************************************************************************** 

Describe and analyze please the work of Mary Tompkins Lewis „Cézanne” in terms of 

artisitc plans that Cézanne had in mind before his death in detail. 
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Overview of Mary Tompkins Lewis’s Cézanne 

Mary Tompkins Lewis is a noted Cézanne scholar whose work seeks to illuminate the 

painter’s life, artistic development, and the critical reception of his oeuvre within the broader 

context of late 19th- and early 20th-century art. In her book simply titled Cézanne, Lewis 

provides both a chronological account of the artist’s trajectory and a thematic exploration of 



100 

 

his major concerns—color, form, structure, and the desire to “make of Impressionism 

something solid and enduring,” as Cézanne famously wrote. 

A key feature of Lewis’s study is its close attention to the final years of Cézanne’s life 

(roughly 1902–1906) and the plans and ambitions that guided his late works. While much of 

Cézanne’s life was marked by evolving stylistic experimentation—from his so-called “Dark 

Period” to his Impressionist-influenced phase—Lewis underscores how, in his last years, 

Cézanne was determined to resolve certain aesthetic problems of form, color, and pictorial 

unity in a monumental way. Below is a closer look at how Lewis articulates and interprets 

Cézanne’s late artistic plans before his death in October 1906. 

 

1. Contextualizing Cézanne’s Late Ambitions 

1. Persistent Drive for Formal Cohesion 

o A continuing mission: Lewis stresses that even late in his life, Cézanne never 

ceased to chase a new pictorial language that would reconcile the vividness of 

Impressionist color with the structural rigor of classical painting. 

o “Doing Poussin over again after nature”: A well-known statement by 

Cézanne, reiterated by Lewis, reveals that the artist aimed to emulate the 

solidity of Nicolas Poussin’s compositions while grounding them in direct 

observation—imbuing them with a modern sense of immediacy. 

o Influence on early modernism: According to Lewis, Cézanne was 

increasingly aware that younger artists—like Picasso, Matisse, and others—

were looking to his work. The idea of creating a cohesive system of color and 

geometric form took on greater urgency, for it offered a path forward for 

modern painting. 

2. Health and Isolation 

o Struggle with illness: Throughout his last years, Cézanne’s precarious health 

(culminating in the pneumonia that led to his death) made him work with a 

newfound intensity and sense of urgency. Lewis describes these late paintings 

as physically laborious endeavors—a tireless pursuit despite fatigue and 

isolation. 

o Spiritual and philosophical dimensions: Lewis also touches on the 

introspection that colored Cézanne’s later years. This introspection contributed 

to his desire to give form to essential truths—about nature, about seeing—that 

might outlast him. 

 

2. Major Late Projects and Plans 

1. The “Bathers” Series 

o Monumental figure compositions: One of the most notable late ambitions 

discussed by Lewis is Cézanne’s plan to create large-scale figure paintings of 

bathing nudes in the landscape. These works, generally referred to as the 

various “Bathers,” culminate in monumental canvases such as The Large 
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Bathers (Philadelphia Museum of Art, ca. 1906) and related versions (e.g., at 

the Barnes Foundation and the National Gallery, London). 

o Balancing structure and freedom: According to Lewis, the Bathers were 

intended to resolve a compositional tension Cézanne had wrestled with for 

decades: how to embed the human figure into nature without losing 

architectural clarity or letting the painting degenerate into mere “impression.” 

o Unfinished but visionary: Lewis emphasizes that while these Bathers 

paintings appear “unfinished” to many eyes, they epitomize Cézanne’s late 

style—the geometry of limbs and tree trunks echoing each other, the faceted 

brushstrokes building luminous color planes, and a subdued yet powerful 

narrative that points back to classical prototypes. Cézanne’s plan was to refine 

these compositions further, but ill health intervened. 

2. Mont Sainte-Victoire and Late Landscapes 

o Iconic motif revisited: Cézanne’s repeated depictions of Mont Sainte-Victoire 

near his home in Aix-en-Provence became a kind of testing ground for his 

color-plane theories. Lewis highlights how, in his final years, Cézanne pushed 

the fragmentation of the landscape to new degrees, testing how far he could 

reduce natural forms to facets of color without losing coherence. 

o Desire for synthesis: Lewis interprets these late landscapes as Cézanne’s 

grand project: a synthesis of perspective, depth, and form. The softly vibrating 

patches of color create subtle illusions of distance, while hints of the 

mountain’s geometry anchor the compositions in reality. 

o Continued reworkings: Cézanne went back to Mont Sainte-Victoire again and 

again. Lewis suggests he was on the brink of an even greater radicalization of 

form that, had he lived longer, might have taken him into completely new 

territory—perhaps presaging Cubism more explicitly. 

3. Portraiture and Studio Works 

o Self-portraits: Late self-portraits also show Cézanne’s evolving technique—

he moves toward a more sculptural modeling of the head through patches of 

closely related hues. Lewis points to these works as demonstrations of his 

unflagging interest in how to build form from color alone. 

o Still lifes: Cézanne’s last still lifes (such as those with fruit, a cloth, and a table 

edge) exhibit increasing abstraction and rigorous composition. Lewis sees 

these as an extension of the same concerns shaping the Bathers and 

landscapes—a desire to unify surface pattern and three-dimensional 

suggestion. 

 

3. Lewis’s Interpretation of Cézanne’s Late Vision 

1. A “Proto-Modernist” Enterprise 

o Bridging the classical and the modern: Lewis explains how Cézanne 

perceived his late work as creating a new “grammar” of painting. By 

synthesizing classical compositional strategies with his own breakthroughs in 

color structure, he gave an initial blueprint for Cubism and other avant-garde 

movements. 

o Evolving approach to space: For Lewis, Cézanne’s last works are crucial to 

understanding how he gently “bent” traditional perspective, creating 

ambiguities in foreground and background that engaged the viewer differently 
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from Renaissance perspective. This approach, Lewis argues, was part of his 

plan to push painting into new aesthetic territory. 

2. Inherent Tensions and Spiritual Striving 

o Relentless reworking: Cézanne’s final letters and comments, which Lewis 

references, reveal a painter keenly aware that he was running out of time to 

perfect his visions. She dwells on how the incomplete quality of many late 

pieces is evidence of his ceaseless refining—he refused to declare a work 

finished if it did not meet his exacting standards. 

o Sense of legacy: From Lewis’s perspective, Cézanne was at once shy and 

withdrawn yet strongly driven by a sense that his art might reshape future 

painting. In that sense, his late plans—large Bathers compositions, further 

Mont Sainte-Victoire paintings—were conceptual leaps that, even if not fully 

realized, set the stage for the modernist revolutions to come. 

3. The Unfinished End 

o Death and final output: Lewis recounts Cézanne’s last days—painting 

outdoors, caught in a rainstorm, and subsequently falling ill. She underscores 

the poignancy of a great master still pushing himself in the landscape. His 

death in 1906 curtailed the direction in which he was headed, leaving a legacy 

of half-realized ambitions. 

o Posthumous impact: While Lewis does not overstate the inevitability of 

Cubism or abstract painting, she details the direct influence Cézanne had on 

Matisse, Derain, Picasso, and Braque, all of whom grappled with his 

innovations in form and color. His unfulfilled plans, therefore, became an open 

invitation for subsequent artists to pick up where he left off. 

 

4. Concluding Reflections 

In Mary Tompkins Lewis’s treatment, Cézanne’s final years emerge as a deeply focused, 

introspective, and experimental period. The overarching goals he strove for—monumental 

figure paintings integrating the human form and landscape, increasingly abstract visions of his 

beloved Mont Sainte-Victoire, and still lifes that explored radical color construction—were 

part of a coherent late project. Although he did not live long enough to bring these ideas to 

complete fruition, Lewis interprets the “unfinished” or “in-progress” quality of much of his 

last work as emblematic of a mind forever restless, searching, and striving for a new synthesis 

in painting. From Lewis’s scholarly perspective, Cézanne’s late plans thus represent the apex 

of his lifelong ambition: to forge an art of enduring structure and resonant color, one that 

would secure painting’s relevance for the modern era. In this sense, Cézanne by Mary 

Tompkins Lewis is not merely a biography but an examination of how the artist’s culminating 

intentions and partially realized visions sealed his reputation as a pivotal figure transitioning 

from Impressionism to the radical innovations of the early 20th century. 
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 Renoir's artistic plans before his death 
 

 

 

 

 

 

 

Please describe what other artistic tasks Renoir was planning to carry out before his death, 

but which were not carried out because of his death? Also, list the authors who have analysed 

this issue in the context of Renoir's career and outline their main conclusions. 
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Pierre-Auguste Renoir was extraordinarily productive even toward the very end of his life, 

despite crippling rheumatoid arthritis. Unlike certain major artists (e.g., Michelangelo or 

Rodin), Renoir did not leave behind a well‐documented “master project” or grand cycle that 

remained plainly unfinished at his death. Nevertheless, late correspondence and recollections 

by his family and associates indicate that he did have a few ongoing or hoped-for ventures 

that were cut short by his declining health and eventual death on December 3, 1919. Below is 

an overview of the most frequently mentioned late projects, along with the principal scholars 

who have discussed them and their conclusions. 

1. Late Sculptural Projects 

What Renoir Planned: 

• In the final decade of his life, Renoir turned to sculpture with renewed seriousness, 

relying on assistants such as the Catalan sculptor Richard Guino (and later Louis 

Morel) to help realize his models. Several sources mention that Renoir hoped to 

continue developing new small- and medium-scale sculptures of the female nude—

subjects echoing his painted “Bathers” theme—after completing works like Vénus 

Victrix, Le Forgeron, and La Vague. 

• Because of his severe arthritis, Renoir could not sculpt directly in clay without 

assistance; he would draw or indicate forms, which Guino or Morel would then model. 

Late letters suggest he was imagining further pieces that would explore similar 

motifs—a seated nude, a mother-and-child composition, or possibly a group of bathers 

in three-dimensional form. These plans never came to fruition in a finished state. 

Key Scholars and Their Conclusions: 

1. Barbara Ehrlich White, Renoir: His Life, Art, and Letters (1984 / rev. ed. 2017) 

o White notes that Renoir’s increasing fascination with sculpture in his last years 

signaled his urge to “paint in three dimensions.” She cites letters between 

Renoir and his friend Ambroise Vollard in which Renoir discussed ongoing 

sculptural ideas that remained unrealized when he died. 

o Conclusion: White emphasizes Renoir’s resilience and eagerness to continue 

creating, but underscores the practical limits imposed by his failing health. 

2. Colin B. Bailey, Renoir’s Portraits: Impressions of an Age (1997) 
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o Although focused primarily on portraits, Bailey’s work covers Renoir’s late 

period and acknowledges that Renoir had “multiple visions for sculptural 

groups” inspired by his paintings of nudes. 

o Conclusion: Bailey connects Renoir’s late ambitions to an “ongoing pursuit of 

tactile and sensual qualities,” showing how sculpture offered a new physicality 

that his arthritis otherwise curtailed. 

3. John House, Renoir (1985) 

o House addresses Renoir’s move into sculpture as an extension of his lifelong 

preoccupation with the human figure. He refers briefly to statements by 

Renoir’s son Jean that his father “still had more statues in mind” but could not 

complete them. 

o Conclusion: House regards Renoir’s late sculptural planning as an offshoot of 

his painterly thinking, rather than a major break in style or subject matter. 

2. Additional Large-Scale Decorative Paintings 

What Renoir Planned: 

• Late in his career, Renoir occasionally mentioned (in family letters) a desire to 

produce large decorative panels, reminiscent of the decorative commissions he had 

once undertaken in the 1870s and 1880s. Some accounts suggest that Renoir 

considered, or at least discussed, a series of multi-figure compositions of leisurely 

scenes—echoing his early “fête galante” style—intended to be hung in a single 

architectural space (perhaps in his home or for a patron). 

• No concrete contracts or final sketches survive; it seems these ideas never progressed 

beyond preliminary thoughts and minimal drafting. 

Key Scholars and Their Conclusions: 

1. Colin B. Bailey (in various essays on Renoir’s late style) 

o Bailey has noted that Renoir’s decorative impulse continued into old age; 

however, health challenges and a lack of formal commission meant he never 

fully realized another ambitious decorative cycle akin to his earlier panels for 

patrons like Paul Berard. 

o Conclusion: These proposed large‐scale works remained more of a daydream 

than a firm, advanced project. 

2. Jean Renoir, Renoir, My Father (1962) 

o Although this is not a scholarly monograph in the strict sense, Jean Renoir’s 

memoir includes anecdotal references to his father’s “wish lists” of what he 

might still paint, including large “lunettes or panels.” 

o Conclusion: Jean Renoir does not provide detailed evidence of advanced work 

on these panels, only that his father continued to think expansively about new 

compositions until near the end of his life. 

3. Unfinished Paintings or “Revisions” 

What Renoir Planned: 
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• Renoir often revisited a canvas many times, making changes well after what others 

might have considered a painting “finished.” In his last weeks, he was touching up 

nudes and a few small landscapes. Some have posited that Renoir wanted to revise or 

“improve” older works—especially certain figure paintings—by adding warmth or 

further glazes. 

Key Scholars and Their Conclusions: 

1. Barbara Ehrlich White 

o White observes Renoir sometimes felt dissatisfied with early works and kept 

them in his studio for years, returning to retouch them. She identifies a handful 

of canvases (mostly late nudes) that show signs of repeated reworking very 

shortly before his death. 

o Conclusion: While these may not constitute “major” tasks left unfinished, they 

do reflect Renoir’s continuing engagement, right up to the end. 

2. John House 

o Notes that “Renoir’s iterative method”—his habit of coming back to 

compositions—remained “unabated,” and House speculates that certain minor 

late works were incomplete at his death. 

o Conclusion: There is no single, grand unfinished painting, but rather a cluster 

of canvases that might have received final adjustments had Renoir lived 

longer. 

Summary of Scholars’ Main Conclusions 

1. No Monumental Unfinished Projects: 

There is no evidence Renoir was working on, or contractually engaged with, a large-

scale cycle on the order of what one might see in the careers of some older 

Renaissance or Baroque masters. Scholars emphasize Renoir’s day-to-day persistence 

rather than any singular magnum opus left undone. 

2. Ongoing Desire for Sculpture: 

Renoir’s late collaboration with Richard Guino opened a new avenue. Most authors 

acknowledge that Renoir’s physical limitations prevented him from completing (or 

even beginning) a number of sculptural concepts that he envisioned as extensions of 

his Bathers theme. 

3. Late Decorative Notions, But No Concrete Commissions: 

While it is clear that Renoir expressed interest in creating more large decorative 

panels, scholars generally agree these ideas remained speculative without direct 

patronage to push them forward. 

4. Constant Revision of Paintings: 

Several late paintings show reworkings that likely would have continued had Renoir’s 

health not declined. However, there is no widely identified “unfinished masterpiece.” 

Overall, the consensus among Renoir scholars is that his final years were marked by 

astonishing productivity against all odds—and that any “tasks” left unfulfilled were relatively 

modest in scope (additional sculptures, possible decorative panels, further repainting of older 

canvases). They do not amount to a dramatic, unfinished project in the way some artists leave 

behind a grand, half-completed commission. Still, the frequent mention of “larger plans” for 

sculpture and decorative work underscores the extent to which Renoir’s creative drive 

continued until his final days. 
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************************************************************************** 

Describe and analyze please the work of Barbara Ehrlich White „Renoir: His Life, Art, and 

Letters” in terms of artistic plans that Renoir had in mind before his death  in detail. 
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Barbara Ehrlich White’s Renoir: His Life, Art, and Letters (originally published in 1984, with 

subsequent editions and revisions) is one of the most comprehensive biographies of Pierre-

Auguste Renoir. White synthesizes extensive archival research—including Renoir’s letters, 

diaries, interviews with family members and models, and earlier critiques—to trace the 

painter’s life and evolving artistic philosophy. 

When it comes to Renoir’s plans and intentions for his art prior to his death in 1919, White’s 

work offers insights into his final years, underscoring how—despite debilitating health 

issues—Renoir maintained a focused and forward-looking vision for his paintings and, 

intriguingly, for sculpture. Below is a summary and analysis, drawing from White’s text, of 

how Renoir viewed his art in his final phase and what “next steps” he was contemplating: 

 

1. Context of Renoir’s Last Years 

• Physical Challenges: Renoir suffered from severe rheumatoid arthritis, which 

drastically limited his mobility and distorted his hands. White emphasizes how his 

physical condition forced adaptations: brushes were sometimes strapped to his hands, 

and family members or assistants helped prepare his palette and canvases. Despite 

these hardships, Renoir remained prolific and optimistic, showing little desire to retire 

or significantly slow down. 

• Continuing Commitment to Painting: One of the central themes in White’s account 

is Renoir’s unceasing passion for painting. Even in the final stages of his life, he 

painted daily, often focusing on intimate indoor settings or garden views that required 

minimal travel. White illustrates how Renoir’s journals and letters convey not a sense 

of finality or resignation but rather a list of “what’s next” in his visual explorations—

particularly of the female nude. 

 

2. Artistic Directions and Ideas 

1. Renewed Classicism and the Female Nude 

o Classical Influences: According to White, Renoir’s later letters and 

conversations suggest that he aimed to merge the freshness of Impressionism 

with a more classical approach, taking cues from earlier masters (Titian, 

Raphael, Rubens). He longed to perfect what he felt was a timeless vision of 

the human form—particularly female figures in harmonious, idyllic settings. 
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o Series of Bathers: White discusses Renoir’s continuing work on large-scale 

bather compositions, which were not merely repetitive set pieces but attempts 

to refine color harmonies and fluid brushwork. He spoke of painting “the 

perfect curve” or “the perfect transition of tone,” seeing these as a culmination 

of his lifelong study of form and light. 

2. A “Grand Decoration” Concept 

o Mural-Scale Ambitions: White notes that Renoir entertained the idea of 

producing mural-sized decorations—large compositions that would evoke the 

grand tradition of French decorative painting (he admired 18th-century artists 

like Fragonard). Though his physical condition limited such large 

undertakings, he harbored a dream of creating “rooms of delight,” reminiscent 

of murals or panels devoted to the pleasures of life and nature. 

o Intimate Domestic Scenes: If large-scale murals were a challenge, Renoir still 

planned a series of paintings capturing domestic life—tableaux of family 

gatherings, children in gardens, or musical performances. These smaller-scale 

works would continue his lyrical approach and serve as a kind of modern “fête 

galante,” bridging daily life and a fantasy of perpetual summer. 

3. Collaboration in Sculpture 

o Partnership with Richard Guino: One of the lesser-known aspects of 

Renoir’s later years that White highlights is his deepening interest in sculpture. 

Because of Renoir’s arthritis, he needed an assistant who could translate his 

vision into three-dimensional forms. He collaborated with the young Catalan 

sculptor Richard Guino (and later Louis Morel). Renoir provided sketches, 

models, and guidance; Guino would do much of the physical shaping. 

o Desire for a Sculptural Legacy: According to White, Renoir’s letters confirm 

that he saw sculpture as an extension of his painting—another way to express 

warmth, sensuous forms, and tender human subjects. He intended to work on 

additional sculptures of bathers, maternal scenes, and mythological figures. 

Though time and health constraints limited how many he completed, White 

underscores that sculpture was a serious, forward-looking venture for him, and 

not merely a diversion. 

 

3. Letters and Insights from White’s Research 

• Correspondence with Dealers and Friends: White reproduces or summarizes many 

letters in which Renoir mentions future compositions he “cannot wait to start.” He 

wrote often to art dealers about potential series or single ambitious works, describing 

color palettes and subject matter. White interprets these letters as evidence of Renoir’s 

restless creativity and refusal to see his illness as a full stop. 

• Family as Models and Muses: In personal letters quoted by White, Renoir frequently 

highlights his children, extended family, and loyal models as the source of daily 

inspiration. Even at the end, he planned to keep painting portraits (particularly of his 

sons and local village children), hoping to capture the fresh “spark” of youth that he 

found so captivating. 
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4. The Significance of These Late Plans 

1. Integration of Impressionism and Tradition: Renoir’s late work, according to 

White, represents his most explicit synthesis of Impressionist color and brushwork 

with classical structure and draftsmanship. He often referred to these final projects as 

“finishing the path” he had started years earlier, balancing modern light effects with 

the solidity of older masters. 

2. Affirmation of Beauty as an Artistic Goal: White stresses that Renoir wanted to 

leave behind not just finished canvases but an enduring aesthetic philosophy—an 

emphasis on beauty, optimism, and the sensual joy of life. This stance was almost 

polemical at a time when many avant-garde artists were veering towards abstraction, 

expressionism, or more politically charged art. Renoir believed that cultivating visual 

pleasure was a worthwhile end in itself and that these “positive images” had lasting 

cultural value. 

3. Preparing a Legacy: Renoir was aware that future generations would interpret 

Impressionism and his personal contributions in various ways. White shows him 

consciously shaping that legacy—arranging for specific works to remain within his 

family, discussing with dealers how to handle his oeuvre, and continuing to refine 

certain motifs (like the female bather) that he believed summarized his entire career. 

This forward planning reflects not only personal pride but also Renoir’s awareness 

that his art could influence subsequent artists. 

 

5. White’s Scholarly Approach and Contribution 

• Document-Based Scholarship: White’s book stands out for its extensive use of 

primary documents—letters, diaries, sales records, and interviews with those close to 

Renoir—making her conclusions about Renoir’s final plans especially rich in 

anecdotal detail. 

• Balanced Critique: Throughout the biography, White provides both admiration for 

Renoir’s resilience and a critical eye on how his physical limitations affected the final 

style of his paintings and sculptures. She does not romanticize his condition; rather, 

she foregrounds his determination and how that determination shaped the arc of his 

late artistic aims. 

• Contextualizing Renoir’s Final Year (1919): White details how Renoir’s house in 

Cagnes-sur-Mer (Les Collettes) served as a living studio, with constant visits from 

admirers, other artists (including Matisse), and family members who witnessed Renoir 

discussing further compositions. These conversations, transcribed and reported in 

letters, illuminate the painter’s desire to keep working, even as his health worsened. 

6. Conclusion 

In Renoir: His Life, Art, and Letters, Barbara Ehrlich White portrays Renoir’s last years not as 

a quiet winding down but as a period charged with creative goals. Renoir’s personal letters, 

along with recollections from his family and friends, show that he imagined new paintings, a 

continued focus on sculpture, and large-scale decorative works long after many artists might 

have retired. White’s detailed study underscores Renoir’s unique blend of unwavering 

optimism, classical reverence, and Impressionist spontaneity—attributes that shaped his final 
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pursuits and left an enduring impression on modern art. Ultimately, the book offers a portrait 

of an artist whose plans remained resolutely incomplete at the time of his death—he still had 

canvases in mind, sculptural projects left unfinished, and an aesthetic philosophy that, in his 

view, was only partially realized. White’s research provides a nuanced exploration of how 

Renoir’s final dreams and goals exemplify his lifelong mission: to give lasting form to the 

beauty he found everywhere in the visible world. 

************************************************************************** 

Describe and analyze please the work of Jean Renoir „Renoir, My Father” in terms of artistic 

plans that Renoir had in mind before his death  in detail. 
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Overview of the Book and Its Subject 

Jean Renoir’s Renoir, My Father (originally published in French as Pierre-Auguste Renoir, 

mon père in 1962) is a richly detailed, affectionate biography of the Impressionist painter 

Pierre-Auguste Renoir (1841–1919), written from the intimate perspective of his son, the 

famed film director Jean Renoir. Although the book is not an art-historical critique in a strict 

academic sense, it nevertheless offers important insights into Renoir’s artistic process, 

personality, and late-in-life ambitions. The memoir covers Pierre-Auguste Renoir’s 

childhood, early struggles, rise to prominence, personal relationships, and the physical 

ailments that plagued his final years—yet never extinguished his creative drive. 

When discussing the “artistic plans” Renoir (the father) had in mind before his death, it is 

useful to look at what Jean Renoir recounts about his father’s late style, his ongoing 

experiments in painting and sculpture, and the unyielding optimism that drove him to keep 

working despite infirmities. Below is a closer look at how Renoir, My Father portrays those 

final artistic visions and efforts. 

 

1. Renoir’s Late Style and Ongoing Artistic Quest 

1. Continued Exploration of Color and Light 

o Ever-evolving palette: Even in old age, Pierre-Auguste Renoir maintained a 

lively palette, emphasizing the warm, sensual use of color characteristic of his 

art from the 1880s onward. According to Jean Renoir’s recollections, Renoir 

never stopped searching for more nuanced effects of color, even conducting 

small experiments in his studio, testing pigments or subtle transitions. 

o Focus on the human figure: In Renoir, My Father, Jean recounts how his 

father continued to paint figures—especially nudes—long into his final years. 

Despite severe arthritis that crippled his hands, Renoir was determined to 

capture the softness of flesh and the beauty of human forms. Jean Renoir 

emphasizes the tactile joy his father found in depicting the warmth of skin 

tones and the glow of natural light. 

2. Unfinished Ambitions in Painting 
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o Refinement rather than drastic innovation: By his final years, Pierre-

Auguste Renoir had largely perfected his Impressionist-rooted style. Jean 

Renoir describes his father’s ambition as less about launching a radical new 

phase of painting and more about refining what he called “the essential truths” 

of form, color, and composition. 

o Desire for unity of line and color: Renoir hoped to fuse what he saw as the 

best aspects of classical draftsmanship with the vibrancy of modern color. Jean 

Renoir repeatedly highlights his father’s admiration for 18th-century French 

painters like Fragonard and Boucher, suggesting that his father’s late work 

aimed to merge classical elegance with the fresh, luminous color for which 

Renoir was known. 

3. Persistence Despite Physical Limitations 

o Arthritis and adaptive painting methods: In the last decade of his life, 

Pierre-Auguste Renoir’s rheumatoid arthritis severely deformed his hands, 

forcing him to have brushes tied to his fingers. Nonetheless, Jean describes 

how his father’s spirit was undaunted. He would paint for hours, sometimes in 

great pain, but always with an unshakable concentration on achieving his 

artistic vision. 

o Wheelchair-bound creativity: Unable to move freely, Renoir often remained 

in a wheelchair. The book recounts how family members, including Jean, 

would help position models, canvases, and props. Yet Renoir maintained 

complete control over his compositions—another indication of the strong-

willed focus that characterized his final artistic plans. 

 

2. The Foray into Sculpture 

In the closing chapters of Renoir, My Father, Jean Renoir discusses one of the painter’s last 

large-scale artistic undertakings: sculpture. Although Pierre-Auguste Renoir was primarily 

known as a painter, later in life he collaborated with the young sculptor Richard Guino to 

create figures in clay and bronze. 

1. A New Medium to Extend His Vision 

o Renoir’s choice to work in sculpture was partly motivated by his continuing 

fascination with the human form. He wanted to explore, in three dimensions, 

the same roundness and sensuality that define his painted figures. Jean 

Renoir’s commentary reveals that his father viewed sculpture as yet another 

way to “capture life,” to make the softness of flesh palpable in a more literal 

sense. 

2. Challenges and Adaptations 

o Collaboration due to limited mobility: With advanced arthritis, Pierre-

Auguste Renoir could not sculpt independently. He would dictate instructions 

or make small gestures, and Richard Guino would serve as his hands, 

translating Renoir’s vision into clay. 

o Renoir’s control over final forms: Despite this necessary partnership, Jean 

Renoir writes that his father insisted on each detail matching his original 

intention, from the tilt of a head to the arc of a limb—underscoring that Renoir 

had a strong conceptual plan for how sculpture could expand his oeuvre. 

3. Unfinished Projects 
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o Because of his declining health, Pierre-Auguste Renoir did not complete every 

sculptural project he imagined. Jean Renoir does not provide a definitive list of 

“unrealized” sculptures, but he does make clear that his father was bursting 

with more ideas than his health could allow him to finish. Nonetheless, the 

existing sculptures reflect a late flowering of Renoir’s artistry—an 

embodiment of the same qualities we see in his late paintings. 

 

3. Personal Reflections and Renoir’s Artistic Philosophy 

Throughout the book, Jean Renoir peppers his narrative with anecdotes and conversations that 

illuminate his father’s broader outlook on art. These vignettes help us understand the painter’s 

final ambitions, even if they were never formalized as a “manifesto” or “plan.” 

1. Art as a Continuum of Joy and Beauty 

o Pierre-Auguste Renoir is shown as a man deeply committed to the idea that art 

should be a source of pleasure, both for the artist and the viewer. Jean Renoir 

stresses that, until the end, his father believed painting beauty—particularly the 

beauty of everyday scenes and the human form—was a moral good in itself. 

2. The Importance of Sensual and Tactile Elements 

o Renoir famously said, “I like painting best when it looks as if it has been 

cooked.” By this, he referred to a certain luscious, almost edible quality of 

paint. In Renoir, My Father, Jean Renoir explains how crucial the sense of 

touch and physicality was to his father—even in sculpture, he sought that 

gentle roundness and softness that invites one to “touch” with the eyes. 

3. Legacy and Passing on Knowledge 

o There is little evidence in Renoir, My Father that Pierre-Auguste Renoir laid 

out a formal plan for how his style or ideas should be carried on by successors. 

Jean Renoir notes that his father preferred simply to encourage younger artists 

who visited him and to work intensively on his own projects without 

prescribing dogmas or schools. 

o Even so, the many young visitors and disciples who came to Renoir’s studio in 

Cagnes-sur-Mer late in his life (including Matisse at one point) found 

inspiration in Renoir’s dedication. Through these informal exchanges, one can 

infer that the elder Renoir saw his final years not as a winding-down, but as an 

ongoing, open-ended contribution to the living tradition of painting. 

 

4. Assessment of Renoir’s “Artistic Plans” Before Death 

While Renoir, My Father is not structured as a step-by-step outline of Pierre-Auguste 

Renoir’s future intentions, it does provide key takeaways about his mindset and “plans” in the 

last stage of his life: 

1. Perpetual Refinement Rather Than Reinvention 
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o Renoir’s goal was to keep refining the sumptuous coloristic approach he had 

long cultivated. This reflected his conviction that painting remained 

inexhaustibly rich, always offering new nuances of light and warmth. 

2. Continuation in a New Medium 

o The turn to sculpture shows a genuine desire to push his art into fresh territory. 

Even if the circumstances (arthritis, dependence on Guino) imposed 

limitations, Renoir effectively had a “sculptural plan” to make his figures come 

alive beyond the canvas. 

3. No Formal “Final Statement,” Yet a Consistent Drive 

o Jean Renoir emphasizes that his father painted “until the brush fell from his 

hand.” Renoir’s “plan,” then, was to continue working as long as humanly 

possible, allowing the natural evolution of his style to unfold organically. 

o This is a crucial distinction: Renoir never conceived of a grand culminating 

project that he would finish and then stop. Rather, his approach was to paint 

every day as if it might be the last—seeking greater harmony of color and form 

in each new canvas. 

4. Focus on Life-Affirming Subjects 

o Despite deteriorating health, Pierre-Auguste Renoir gravitated toward subjects 

imbued with warmth and vitality—sunlit gardens, bucolic landscapes, and 

above all, joyous depictions of women and children. This thematic choice 

suggests an artist intent on celebrating life in his final years, rather than turning 

inward or adopting any pessimistic mode. 

 

5. Concluding Thoughts 

Jean Renoir’s Renoir, My Father is both a loving tribute and an invaluable firsthand account 

of one of the most significant Impressionist painters. Through anecdotes, observations, and 

personal memories, we glean that Pierre-Auguste Renoir’s late-life “artistic plans” were 

less about drafting a revolutionary new aesthetic and more about continuously perfecting the 

painterly language he had spent a lifetime cultivating. Even in his twilight years, Renoir 

showed: 

• Tenacious commitment to painting and, eventually, sculpture, undeterred by physical 

pain. 

• A strong aesthetic vision focusing on the warmth of color, the suppleness of forms, 

and the joy of depicting life’s beauty. 

• An openness to new modes of expression (e.g., collaborating on sculpture), 

highlighting his lifelong curiosity. 

Ultimately, Renoir, My Father portrays Pierre-Auguste Renoir as an artist who refused to rest 

on past achievements. He worked relentlessly until his last days, neither formulating a grand 

“finale” nor relinquishing the daily pleasures and discoveries of painting. That ongoing 

engagement—documented so lovingly by his son—forms the lasting impression of his final 

artistic intentions. 

************************************************************************** 
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Describe and analyze please the statements of Barbara Ehrlich White in terms of artistic 

plans that Renoir had in mind before his death  in detail. 
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Overview and Context 

Barbara Ehrlich White is one of the foremost scholars on Pierre-Auguste Renoir, having 

devoted decades of research to his life and works. In her writings—particularly in her 

comprehensive biography, Renoir: His Life, Art, and Letters—White explores not just 

Renoir’s completed oeuvre but also the ideas and projects that occupied him during his final 

years. By the time Renoir reached his late seventies (he died in December 1919), his advanced 

rheumatoid arthritis severely limited his physical mobility. Despite these challenges, Renoir 

continued to paint (often with brushes strapped to his hands) and remained intellectually 

engaged with artistic possibilities he still hoped to pursue. 

Below is a synthesized account of Barbara Ehrlich White’s statements regarding Renoir’s 

artistic plans and aspirations late in life, along with an analysis of how these plans intersect 

with Renoir’s broader creative trajectory and personal circumstances. 

 

1. Renoir’s Determination to Continue Painting 

White’s Statements 

1. Unwavering Commitment: White stresses that Renoir’s love for painting never 

waned, even in the face of debilitating pain. He once remarked, “The pain passes, but 

the beauty remains,” reflecting his belief that art transcends physical suffering. 

2. Adaptations in Technique: According to White, Renoir developed various practical 

adaptations—for instance, having assistants position his arm or strap the brush to his 

fingers—so that he could continue working on canvases. These modifications 

demonstrate Renoir’s refusal to abandon painting. 

Analysis 

• White’s emphasis on Renoir’s unwavering drive highlights the passionate resilience 

at the core of his artistic identity. By continuing to paint despite arthritis, Renoir 

affirmed not only a personal will to create but also a reverence for the sensual beauty 

and luminosity of color that had always distinguished his oeuvre. 

• Artistically, these late works—often paintings of nudes, still lifes, and portraits of 

close family—tend to feature even softer transitions between color areas and an 

almost sculptural modeling of figures via gentle tonal shifts. White posits that these 

stylistic developments were partly the result of Renoir’s altered brush handling and 

partly an evolving aesthetic as he meditated on what he called the “simplicity of great 

art.” 
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2. Exploration of Sculpture 

White’s Statements 

1. New Medium, Fresh Vision: White notes that Renoir became increasingly interested 

in sculpture during his final decade. This shift was encouraged by his circle of friends 

(including the dealer Ambroise Vollard) and assisted by the young Spanish sculptor 

Richard Guino, who helped translate Renoir’s designs into clay and bronze. 

2. Desire for Three-Dimensional Forms: According to White’s research, Renoir 

believed that modeling forms in sculpture would deepen his understanding of volume, 

line, and physical presence, aspects he had long pursued in his painting of the nude 

figure. 

3. Unrealized Projects: White points out that Renoir had sketches and small clay 

studies for further sculptural works—some realized posthumously by Guino and 

others left unfinished. Renoir’s health made it impossible to fully supervise or 

complete these ambitions. 

Analysis 

• White’s discussion of Renoir’s late turn to sculpture underscores a broader point about 

his continuous artistic evolution. Even when confined to a wheelchair, he was 

testing new ways of rendering the human form—a theme central to his art since his 

earliest Impressionist forays. 

• From an art-historical perspective, White reads this late interest in sculpture as 

complementary to Renoir’s painterly style: his late canvases show figures with a 

“roundness” that sculpture might accentuate, revealing Renoir’s lifelong obsession 

with tactile form and sensual surface. 

 

3. The Vision of Large-Scale Compositions 

White’s Statements 

1. Memories of Past Ambitions: Renoir had once embarked on ambitious multi-figure 

compositions—most famously, Le Déjeuner des Canotiers (Luncheon of the Boating 

Party) (1880–81) and Les Grandes Baigneuses (The Great Bathers) (1884–87). White 

suggests that, even in his last years, he contemplated a return to large-scale group 

paintings featuring nudes in a bucolic setting. 

2. Unfinished Masterworks: White indicates that while Renoir spoke of or made 

sketches for a new multi-figure “Bathers” scene, these plans remained largely 

unrealized. Health restrictions, combined with the logistical challenges of working on 

large canvases, meant that any such grand composition would have been difficult to 

execute fully. 

Analysis 
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• This desire to return to multi-figure paintings evoked Renoir’s early Impressionist 

gusto for group tableaux. Yet, White highlights the stylistic divergences that had 

emerged over the decades. If Renoir had been able to realize a late, large-scale 

“Bathers” painting, White suggests it would likely have been softer in contour and 

more classically serene than his vibrant 1880s works. 

• The idea of a final masterpiece that recapitulated his favorite theme (the nude in 

nature) underlines the continuity in Renoir’s artistic identity: from the 1870s to 1919, 

he maintained a devotion to the interplay of flesh, light, and color. 

 

4. Evolving Aesthetic Philosophies 

White’s Statements 

1. From Impressionist to Classical: White often underscores that Renoir’s style 

underwent a classical turn after his Impressionist period—he sought more delineated 

forms and a timeless grandeur derived in part from Old Masters like Raphael and 

Titian. 

2. Legacy and Teaching: In the final pages of her biography, White mentions that 

Renoir believed in the educational power of art. He wanted to leave behind not only 

finished paintings but also preparatory drawings, personal reflections, and practical 

advice for younger artists (including his film-director son, Jean Renoir). 

Analysis 

• White’s framing of Renoir’s last thoughts reveals a man deeply aware of posterity. 

His desire to refine a classical aesthetic in his late work shows that he envisioned 

future generations studying his approach to line, color, and composition—lessons 

gleaned from a lifetime spanning Impressionism’s birth to the early modern period. 

• The tension between his old enthusiasm for capturing fleeting light (the hallmark of 

early Impressionism) and his later drive toward structural clarity underscores the rich 

complexity of Renoir’s late artistic vision. 

 

5. Physical Challenges vs. Mental Vitality 

White’s Statements 

1. Art as a Lifeline: In her writings, White portrays Renoir’s final years as marked by 

constant physical pain but also by a fervent creative spirit. She notes that he 

frequently declared that painting and the pursuit of new ideas gave him “the will to 

wake each morning.” 

2. Dependence on Assistants and Family: White also stresses that Renoir’s plans for 

future works depended on the support of assistants (who would prepare canvases, mix 

paints, and help with brush placement) and his close-knit family, who shielded him 

from emotional and physical distress whenever possible. 
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Analysis 

• The interplay of Renoir’s fragile health with his vital imagination is a key theme in 

White’s assessment. She interprets his continued creativity as both a testament to his 

artistic drive and a final statement on the enduring nature of beauty that he pursued 

since the 1870s. 

• This dynamic of declining body vs. restless mind is significant in understanding why 

many of his last plans (larger canvases, more sculpture) remained incomplete. 

Nonetheless, White suggests that even incomplete sketches and sculptural maquettes 

reveal his persistent urge to “create a paradise of color and form,” as he once 

described it. 

 

Conclusion 

In summarizing Barbara Ehrlich White’s insights, we see a portrait of Renoir as a tenacious, 

forward-thinking artist who, in spite of severe arthritis and the burdens of old age, envisioned 

new works and techniques until his final days. White places particular emphasis on: 

• His undimmed enthusiasm for painting (and the inventive ways he adapted to physical 

limitations). 

• His late-career turn to sculpture as a means of expressing volume and tactile realism. 

• His interest in large-scale compositions that ultimately remained unfinished, though 

they signaled his continued aspiration to capture the beauty of the nude in pastoral 

settings. 

• An evolving aesthetic philosophy that straddled the line between Impressionist 

spontaneity and classical solidity. 

Ultimately, White’s statements paint Renoir as an artist perpetually curious and resolutely 

committed to exploring form, color, and the expressive possibilities of art, even when his 

body no longer cooperated. In doing so, she underscores a key lesson of Renoir’s legacy: that 

the creative spirit can persist—and even flourish—amid life’s harshest physical constraints. 
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 Picasso's artistic plans before his death 
 

 

 

 

 

 

 

Please describe what other artistic tasks Picasso was planning to carry out before his death, 

but which were not carried out because of his death? Also, list the authors who have analysed 

this issue in the context of Picasso's career and outline their main conclusions. 
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Pablo Picasso (1881–1973) remained remarkably active until the very end of his life, creating 

new paintings, prints, and drawings even in his nineties. Unlike some artists who leave behind 

clearly documented “unfinished” commissions or large-scale projects, Picasso did not leave a 

well-publicized list of major artistic ventures that he was definitively committed to but never 

executed. Nonetheless, biographers and art historians have pieced together a few threads of 

what he may have been planning in his final months—ideas or projects that never came fully 

to fruition because of his death on 8 April 1973. Below is a summary of the most commonly 

cited possibilities and the scholars who have discussed them. 

1. Potential Plans and Unfulfilled Projects 

a) Further Late‐Period Series and Suites 

Picasso’s late works included prolific series of prints—notably the Suite 347 (1968) and the 

Suite 156 (1970–72). Some close friends and assistants indicated that he was contemplating a 

new sequence of etchings or lithographs to follow on from the Suite 156. However, there is no 

firm documentation (such as detailed sketches, contracts, or gallery notes) proving that he had 

committed to another large print suite. Rather, the evidence stems from anecdotal remarks 

Picasso allegedly made about wishing to “push further” his exploration of erotic and theatrical 

themes that had characterized his later prints. 

b) Additional Reworkings or “Variations on the Masters” 

Throughout his career, Picasso returned to great works of art history—Manet’s Le Déjeuner 

sur l’herbe, Velázquez’s Las Meninas, and Delacroix’s Women of Algiers, among others—

creating entire series of reinterpretations. Some scholars believe he was still contemplating yet 

another round of variations on certain Old Master paintings, in a style even more gestural and 

boldly colored than his late “musketeer” canvases. Though tantalizing notes and a small 

number of sketches survive, none is definitively tied to a future series he had formally 

mapped out. 

c) An Avignon Exhibition of New Works 
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Picasso had a keen interest in how his new paintings would be exhibited. In the final years, he 

was in dialogue with curators about exhibiting recent paintings at the Palais des Papes in 

Avignon, where he had shown works in the past. In fact, an exhibition of new paintings did 

open there posthumously in 1973—featuring 201 paintings made between 1970 and 1972—so 

it would be inaccurate to say the event never materialized. However, some accounts suggest 

Picasso wanted to stage an even more expansive showing of very recent canvases (produced 

in late 1972–early 1973) and be on hand personally to shape the display. His sudden passing 

meant that any further involvement or final adjustments he had intended were not realized. 

d) Possible Future Collaborations or Stage Designs 

Earlier in his career, Picasso had periodically designed theater sets, costumes, and curtains 

(most famously with the Ballets Russes in 1917). On rare occasions in the 1960s, he toyed 

with the idea of producing additional stage or film designs, though nothing concrete took 

shape. Some commentators say Picasso expressed interest—only informally—in revisiting 

theatrical work. No formal documents or contracts confirm a specific plan in that arena; it 

remains speculative whether he truly intended to embark on a major production. 

2. Authors Who Have Analyzed Picasso’s Late Plans 

Because Picasso’s working methods were famously improvisational and secretive, most 

information about his end-of-life “plans” is necessarily indirect. The following authors and 

scholars have discussed (to varying degrees) the question of what Picasso may have intended 

to do had he lived longer: 

1. John Richardson 

o Major Work: A Life of Picasso (multi-volume biography). 

o Key Points: 

▪ Richardson portrays Picasso as “always at work,” with fresh ideas 

arising almost daily, but emphasizes that Picasso seldom laid out 

formal, documented plans for future series. 

▪ In interviews, Richardson has noted that Picasso’s circle believed he 

would “never stop painting,” implying that any plans he might have 

had were more an extension of ongoing impulses than grandly 

announced new projects. 

2. Pierre Daix 

o Major Work: Picasso: Life and Art. 

o Key Points: 

▪ Daix, who knew Picasso personally, points out that the artist was 

incredibly prolific in his last years and insisted on full independence. 

▪ Daix suggests that many of Picasso’s “future” projects amounted to 

private fascinations—ideas he might or might not pursue. Thus, Daix 

cautions against overstating any single grand undertaking left 

incomplete. 

3. Roland Penrose 

o Major Work: Picasso: His Life and Work. 

o Key Points: 

▪ Penrose focuses on Picasso’s creativity rather than on a checklist of 

unfulfilled tasks. He does, however, mention that Picasso continued to 
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order materials (especially printing plates and lithography supplies) as 

if he anticipated further large-scale projects. 

▪ In Penrose’s view, Picasso’s greatest “unfinished” pursuit was simply 

the next painting he would have made; the artist rarely paused long 

enough to formalize a plan that could be clearly interrupted. 

4. Brigitte Léal and the Musée Picasso Curatorial Team 

o Context: Léal and others have curated significant Picasso retrospectives in 

Paris and abroad, examining his late styles in detail. 

o Key Points: 

▪ Léal’s exhibition texts discuss Picasso’s final studio habits, noting that 

even in 1972–73, he experimented constantly with new motifs. 

▪ She affirms that while Picasso might have verbally discussed 

expansions of his “musketeer” series, no sketches or contracts confirm 

any specific project left uncompleted. 

5. Gertje Utley 

o Major Work: Picasso: The Communist Years (though it concentrates on the 

mid-20th century, it contains insights into his overall working patterns). 

o Key Points: 

▪ Utley argues that Picasso’s political and personal commitments shaped 

how he released or exhibited work, but by the late 1960s and early 

1970s, he was more reclusive. 

▪ If he had new plans, they were not widely broadcast or tied to official 

organizations (unlike earlier periods when he was more publicly 

engaged). 

3. Main Conclusions of These Scholars 

• No Comprehensive “Lost Projects”: Across these studies, no one posits a major, 

clearly delineated Picasso project (like a monumental mural commission or a 

definitive suite) that was obviously left half-done and then canceled by his death. 

• Continuous Experimentation: Picasso’s creative process was famously fluid, and he 

left behind reams of sketches, trial prints, and half-started canvases—many of which 

could have pointed in new directions. But these were less “promised undertakings” 

than stepping stones in his day-to-day creative flow. 

• A Life Lived in the Studio: Several biographers emphasize that Picasso effectively 

“lived” in his studio, painting and drawing almost daily. Rather than planning 

carefully for months or years ahead, he would plunge into new subjects or media 

spontaneously. 

• Legacy of the Late Works: Posthumous exhibitions (like the 1973 Avignon show) 

demonstrated Picasso’s readiness to present very recent work, but the final shaping of 

how or when these canvases would appear in major exhibitions was left undone. These 

decisions passed to heirs, curators, and friends. 

In Summary 

Picasso did not leave behind a clearly articulated set of major artistic tasks that were 

verifiably under contract or in advanced planning stages at the time of his death. What we do 

know is that he was still generating new ideas in painting, printmaking, and possibly 

exhibitions; he remained creatively restless. Biographers such as John Richardson, Pierre 

Daix, Roland Penrose, Brigitte Léal, and Gertje Utley (among others) analyze his final period 
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by emphasizing his astonishing productivity, his spontaneity, and his reluctance to formalize 

“the next big project.” Their main conclusion is that Picasso’s passing effectively ended an 

ongoing creative process rather than cutting short a well-defined, large-scale undertaking he 

had promised. Thus, while there were certainly sketches and impulses for future work, none 

rose to the level of a formal “lost project” halted solely by his death. 

************************************************************************** 

Describe and analyze please the work of John Richardson „A Life of Picasso” in terms of 

artisitc plans that Picasso had in mind before his death  in detail. 
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John Richardson’s multi‐volume biography, A Life of Picasso, is widely regarded as the most 

thoroughly researched and illuminating study of the artist’s life and work. However, when 

considering Picasso’s “artistic plans before his death” through the prism of Richardson’s text, 

one must bear in mind an important limitation: the published volumes of A Life of Picasso 

only extend to 1943 (the fourth volume, The Minotaur Years: 1933–1943, appeared in 2018, 

shortly before Richardson’s own passing). Thus, Richardson’s account of Picasso’s final three 

decades—spanning from World War II’s end through 1973—is unfortunately incomplete. 

Despite this gap, there are still ways to glean insights from the existing volumes (as well as 

from Richardson’s interviews and ancillary writings) about the direction and nature of 

Picasso’s later artistic plans and preoccupations. 

Below is an overview of how Richardson’s work addresses Picasso’s developing vision—up 

to 1943—and how that framework can help us understand (indirectly) the artist’s eventual 

trajectory and “plans” toward the end of his life. 

 

1. Scope and Structure of A Life of Picasso 

1. Volume I: The Prodigy, 1881–1906 (published 1991) 

o Chronicles Picasso’s childhood in Málaga, Barcelona, and early Paris years. 

o Focuses on the precocious talent that laid the groundwork for later seismic 

contributions to modern art (e.g., the Blue and Rose Periods). 

o While this earliest period seems far removed from Picasso’s final decades, 

Richardson emphasizes traits—intense curiosity, rapid stylistic shifts, 

obsession with self‐reinvention—that would persist throughout his life. 

2. Volume II: The Cubist Rebel, 1907–1916 (published 1996) 

o Explores the radical break with traditional representation: the invention of 

Cubism (alongside Georges Braque) and Picasso’s role in reshaping 20th‐

century art. 

o Shows how Picasso’s collaborative, competitive relationships (with Braque, 

Matisse, and others) drove his continual reinvention—an important theme if 

we want to understand how he might have planned for future work. 

3. Volume III: The Triumphant Years, 1917–1932 (published 2007) 

o Examines Picasso’s shift to Neoclassicism after World War I, his 

collaborations with the Ballets Russes, and his personal life (marriage to Olga 

Khokhlova, birth of his son Paulo). 
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o Richardson details how Picasso cyclically “returned to order” (figurative, 

classical drawing) after radical breakthroughs—foreshadowing the alternations 

between realism, symbolism, and abstraction in Picasso’s later work. 

4. Volume IV: The Minotaur Years, 1933–1943 (published 2018) 

o Discusses Picasso’s political awakening in response to the Spanish Civil War 

(culminating in Guernica in 1937), his engagement with Surrealism, and his 

Minotaur imagery. 

o Ends in the midst of World War II, with Picasso in occupied Paris. 

o While it does not take us into the postwar era, Richardson dwells on thematic 

obsessions (the Minotaur, bullfighting, myth, eroticism) that continue to appear 

in Picasso’s later decades. 

Gap in the Biography (1944–1973) 

Richardson had intended to write a fifth (and possibly sixth) volume that would take Picasso 

from the Liberation of Paris in 1944 up to his death in 1973. Unfortunately, failing health and 

other constraints prevented completion. Consequently, detailed accounts of Picasso’s late 

work—his prolific experiments in ceramics, linocut prints, the “musketeer” paintings of the 

1960s, and his final studio activities—are not covered in the published biography. 

 

2. Tracing Picasso’s Later Trajectory from Richardson’s 

Earlier Volumes 

Even though A Life of Picasso stops in 1943, Richardson’s analysis of Picasso’s temperament, 

habits, and lifelong artistic obsessions helps us infer some of the directions Picasso pursued in 

his last decades. A few key themes emerge: 

1. Constant Reinvention and Thematic Recurrence 

From the earliest volumes, Richardson highlights Picasso’s perpetual shape‐shifting: 

the Blue Period gave way to Rose, which gave way to Cubism, and so forth. Yet, 

rather than seeing these as abrupt ruptures, Richardson describes Picasso’s cyclical 

habit of “picking up old motifs and reworking them.” This ties directly to Picasso’s 

final decades, in which he obsessively revisited Old Masters (e.g., Velázquez in his 

Las Meninas variations, Manet in his Luncheon on the Grass variations), re‐imagining 

these masterpieces through his own evolving style. 

2. Mythic, Erotic, and Bullfighting Motifs 

The fourth volume lays great emphasis on the Minotaur as an alter ego for Picasso—

both monstrous and creative. Picasso’s fascination with bullfights, machismo, and 

mythic “battle” imagery persisted well beyond the 1940s and reappeared in late prints 

and paintings. Richardson’s in‐depth exploration of that fascination provides the roots 

of what would become a lifetime fascination with metamorphosis (the metamorphosis 

of forms, bodies, and references to classical myth), visible right up to Picasso’s final 

works in the early 1970s. 

3. Personal Relationships and Collaboration 

Richardson’s volumes clarify how Picasso’s personal entanglements impacted his art. 

Although the published biography does not reach Picasso’s later marriages and 

relationships (e.g., with Jacqueline Roque), the pattern is clear: Picasso’s emotional 
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life fueled his art. In the later years, too, new muses (and new tensions) sparked fresh 

directions—though we have to turn to other sources (letters, memoirs by friends, and 

curatorial essays) to see that documented beyond 1943. 

4. A Deliberate Sense of Legacy 

One of Richardson’s broader arguments is that Picasso was acutely aware of his 

position in art history. From early on, Picasso collected his own works, controlled how 

his art was sold, and curated certain exhibitions meticulously (examples abound in the 

1930s and early 1940s). By extrapolation, scholars have concluded that in his later 

decades Picasso became even more conscious of how posterity would view him—

leading him to be fiercely protective of his oeuvre. Although he died intestate 

(creating legal tangles for his heirs), it is clear from interviews with Richardson that 

Picasso always retained a portion of his work specifically for his own future and 

legacy. This “proprietorial” streak suggests an ongoing plan to shape how future 

generations would experience Picasso’s art. 

 

3. Picasso’s Unfinished Projects and “Plans” Near the End 

of His Life 

While Richardson’s published narrative itself does not document Picasso’s final projects, 

several recurring points in the earlier volumes illuminate how Picasso might have envisioned 

his later years: 

1. Experimentation Across Media 

Even in the 1930s and early 1940s, Picasso was exploring sculpture, printmaking, set 

design, and painting concurrently. Postwar, he expanded into ceramics at the Madoura 

Pottery in Vallauris (late 1940s onward). Although Richardson could not cover this 

phase in detail, the seeds of Picasso’s multimedia restlessness and desire to “reinvent” 

utilitarian forms (plates, vases, tiles) are evident in his early sculptural experiments 

and stage designs as documented in Volumes II and III. 

2. Revisiting the Old Masters 

From the early volumes, we know that copying or reworking classic paintings—by El 

Greco, Ingres, Velázquez—was a lifelong habit. By the 1950s–1960s, Picasso would 

systematically create entire series revisiting Las Meninas (1957) and Manet’s Le 

Déjeuner sur l’herbe (1960–1961). Although Richardson does not reach these major 

series, he frequently underscores Picasso’s near‐obsession with measuring himself 

against (and surpassing) traditional art. That momentum, described extensively for the 

1920s–1930s, carried Picasso forward into his final works. It was less a sudden plan 

and more a continuous method—one that we see foreshadowed throughout the 

biography. 

3. Large-Scale Retrospective or Museum Vision 

Picasso maintained a vast personal collection of his own work. He was known for 

rarely allowing certain masterpieces to leave his possession. While specific plans for a 

personal museum came to fruition posthumously (e.g., the Museu Picasso in 

Barcelona, partly realized through major donations of early work), the fourth volume 

hints that even by the 1930s, Picasso was contemplating how his oeuvre would remain 

intact as a grand statement for future generations. 
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4. Late-Style “Musketeers” and Eroticism 

Some of the hallmark features of Picasso’s last decade (1960s–1973)—the so‐called 

“musketeer” paintings with flamboyant, historical costumes and playful erotic 

imagery—are not covered in A Life of Picasso directly. Yet Richardson’s discussions 

of Picasso’s perennial fascination with role‐play, masquerade, and sexual virility in the 

1920s–1930s gives a conceptual bridge to the eventual “musketeer” series. In 

interviews, Richardson frequently noted that Picasso’s late musketeers and cavaliers 

derived from these earlier obsessions with transformation, virility, and a desire to duel 

the past masters on canvas. 

 

4. Richardson’s Approach and Analysis 

• Deep Archival Research and First‐Hand Experience 

John Richardson was a friend of Picasso and was able to interview many of Picasso’s 

intimate circle, gleaning details often omitted by other biographers. His approach 

combined scholarly rigor (archival documents, letters, original sketches) with personal 

anecdotes. 

• Chronological Method with Thematic Threads 

While each volume presents Picasso’s life chronologically, Richardson weaves certain 

themes—political involvement, personal relationships, mythic imagery—throughout. 

Thus, the seeds of Picasso’s final decades are scattered across earlier chapters. 

Readers can connect his midlife obsessions with their fruition in the 1950s–1970s. 

• Incomplete Coverage of the Final Years 

Because Richardson’s planned volumes were cut short, there is no extensive on‐the‐

page analysis of Picasso’s late works (1944–1973). For detailed coverage of Picasso’s 

final plans—such as the eventual 1960s reinterpretations of the masters, the important 

Jacqueline period, the later sculpture, and the estate issues—one must turn to other 

scholarly monographs or museum catalogues focusing on Picasso’s late work. 

Richardson’s notes and interviews do suggest he intended to devote as much care to 

that period, which is extraordinarily prolific, but we do not have a finished text from 

him. 

 

5. Concluding Thoughts 

John Richardson’s A Life of Picasso is indispensable for understanding Picasso’s 

development up to 1943: it provides the most textured, thoroughly documented account of 

how Picasso’s vision formed and transformed in his first six decades. Through Richardson’s 

exploration of Picasso’s temperament—his restless experimentation, mythic and erotic 

obsessions, hunger for recognition, and acute awareness of legacy—we see the foundation of 

those late works and “plans” that preoccupied Picasso until his death in 1973. 

While the biography itself does not narrate the last 30 years of Picasso’s life, Richardson’s 

framework enables readers to project forward: 
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• Picasso’s final years continued many of the themes that Richardson identifies in the 

earlier phases—above all, a fascination with reinvigorating historical imagery and 

constantly testing the limits of form. 

• Picasso’s deep desire to control and shape how posterity would see him stems from his 

early, shrewd awareness of the art market and museums, something Richardson 

discusses at length in the early volumes. 

• The “musketeer” phase, the intense revisiting of Velázquez and Manet, and the large 

body of late prints and drawings all rest on the foundations that Richardson covers—

the cyclical returns to classical prototypes, to erotic reverie, and to personal 

mythologies. 

In short, though A Life of Picasso breaks off in 1943, it sets the stage for comprehending 

Picasso’s final artistic plans. Richardson’s analysis reveals how Picasso’s well-established 

patterns of innovation, self‐mythologizing, and strategic preservation of his art would 

culminate in the prolific, inventive, and sometimes confounding projects he pursued right up 

to his death. 

************************************************************************** 

Describe and analyze please the work of Roland Penrose „Picasso: His Life and Work” in 

terms of artisitc plans that Picasso had in mind before his death  in detail. 
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Roland Penrose’s classic biography Picasso: His Life and Work (first published in 1958, with 

revised editions appearing through the 1970s and early 1980s) offers a sweeping overview of 

Pablo Picasso’s life and art from his beginnings in Málaga to his final years in Mougins. 

Penrose, who knew Picasso personally, combined scholarly research, intimate recollections, 

and visual analysis to produce one of the earliest comprehensive studies of the artist. While 

Picasso: His Life and Work primarily examines Picasso’s major stylistic periods—Blue 

Period, Rose Period, Cubism, Neoclassicism, Surrealist influences, and so forth—the 

expanded later editions also discuss his prolific final years. These final chapters give us 

insight into some of Picasso’s ongoing artistic intentions and projects leading right up to his 

death in 1973. 

Below is an overview and analysis of how Penrose’s biography addresses Picasso’s late-life 

artistic plans, along with broader contextual discussion: 

 

1. The Structure and Scope of Penrose’s Biography 

1. Chronological and Thematic Approach 

Penrose organizes his biography broadly chronologically, moving through Picasso’s 

youth in Spain, his early success in Paris, the development of Cubism, and so on. Each 

major stylistic phase is placed in the context of the artist’s personal life and historical 

events (e.g., World War I, the Spanish Civil War, World War II). Penrose incorporates 
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anecdotes from his own friendship with Picasso, offering a personal touch to the 

factual narrative. 

2. Revisions Reflecting Picasso’s Ongoing Work 

Because the book underwent multiple editions, Penrose was able to integrate newly 

completed works and personal conversations about future projects. The later editions 

(especially post-1960s) reflect Picasso’s extraordinary productivity in sculpture, 

ceramics, and painting into his 80s and early 90s. 

3. Focus on Artistic Continuity 

Throughout, Penrose emphasizes a continuity of creative spirit in Picasso. Even in 

older age, Picasso did not so much “wind down” as shift materials or modes of 

expression. The final pages underline that Picasso’s constant was the urge to keep 

creating and experimenting. 

 

2. Picasso’s Final Years in Mougins 

1. Retreat and Productivity 

In his last decade, Picasso often worked in near-seclusion at his homes in the south of 

France—first in Cannes (La Californie) and later in Mougins. Penrose comments that 

the change of environment encouraged Picasso’s energy: although he was physically 

more frail, his studios were filled with large canvases and ongoing experimental 

sculptures. 

2. Late-Period Themes 

o Musketeers and Matadors 

In the years leading up to his death, Picasso revisited motifs of male figures 

dressed as musketeers or matadors—figures that blend references to Spanish 

heritage (the bullfight) with a nostalgic romance for Old Master paintings (like 

those by Velázquez or Rembrandt). 

o Painter and Model 

Penrose devotes discussion to Picasso’s fascination with the dynamic between 

the painter and his subject. Late self-portraits often show Picasso as a robust or 

even comical older man confronting a nude model—a theme that sometimes 

implies an ongoing creative desire, the eternal interplay of art and muse. 

o Dialogue With the Old Masters 

Penrose interprets many of Picasso’s last paintings as a dialogue with historical 

art—reworkings or homages to Velázquez’s Las Meninas or Manet’s Déjeuner 

sur l’herbe. Picasso, in Penrose’s analysis, sought not to repeat the past but to 

keep reinterpreting it, reaffirming his ambition to push even further had he 

lived longer. 

3. Ceramics and Sculpture 

Alongside painting, Picasso’s engagement with ceramics and sculpture never waned. 

Late in life, he played with new forms of assemblage, combining found objects, 

plaster, and sheet metal. Penrose recounts how Picasso’s studio remained littered with 

experimental pieces, half-completed sculptures, and defiant new shapes—signs that 

Picasso was planning expansions in three-dimensional media. 
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3. Artistic Plans and Ambitions Before Picasso’s Death 

1. Continual Experimentation Rather Than a “Grand Plan” 

One of the threads Penrose highlights is that Picasso rarely spoke of a neat endpoint or 

“final” statement. Instead, he set himself short-range creative tasks. He was known to 

wake each morning with fresh ideas—sometimes a new painting series, other times a 

set of prints. Penrose contrasts this vitality with the popular myth of an artist 

preoccupied by mortality: Picasso seemed to refuse a traditional “late style” closure. 

2. Exhibitions and Legacy 

Penrose indicates that Picasso was aware of his unparalleled reputation and would 

occasionally discuss the possibility of major retrospective exhibitions. In particular, 

Picasso recognized that institutions (such as the Musée Picasso, eventually established 

in Paris after his death) would showcase the entire trajectory of his career. Yet, 

according to Penrose, Picasso showed less interest in controlling his legacy from a 

museum standpoint and more interest in continuing to produce art daily. It is less that 

he meticulously planned a final retrospective for himself, and more that he seemed 

convinced he would keep working indefinitely. 

3. Revisiting Favorite Motifs 

Instead of embarking on a radically new stylistic phase, Picasso’s immediate plans 

involved variations on his long-loved themes: the bullfight, the artist-model 

relationship, references to Spanish culture, and dialogues with Old Master works. 

Penrose describes the late paintings (often vigorously painted, with bold colors and 

swiftly drawn lines) as proof that Picasso was “tireless” and still forging forward in his 

craft. 

4. A Vision for Ongoing Collaborations 

Late in life, Picasso occasionally discussed the possibility of collaborating or 

exchanging ideas with younger artists (he had longstanding dialogues with emerging 

painters and sculptors who visited him). Although Penrose does not suggest there was 

a specific official collaboration in the works, he highlights Picasso’s willingness to see 

how his ideas might find new resonance in younger generations, suggesting that had 

Picasso lived longer, he may well have become even more of a mentor figure. 

 

4. Penrose’s Analytical Perspective 

1. Personal Insights vs. Scholarly Tone 

Penrose’s biography strikes a balance: on the one hand, he offers personal anecdotes 

and emotional recollections from visits to Picasso’s studios. On the other hand, he 

attempts objective art-historical analysis, situating late Picasso within the broader 

Western painting tradition. 

2. Defending Picasso’s Late Work 

When Picasso: His Life and Work first appeared (and in subsequent editions), 

Picasso’s late work was sometimes dismissed by critics as repetitious or “wildly 

expressionistic” without the formal innovation of earlier Cubism. Penrose defends the 

late work as a logical development of Picasso’s lifetime of experimentation—a final 

burst of expressive freedom that reaffirmed the artist’s commitment to invention. 

3. Emphasis on the “Unfinished” Spirit 

Penrose concludes that Picasso’s oeuvre, even at the end, remained “unfinished” in 
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spirit: had Picasso lived even a few more years, his style and choice of mediums 

would no doubt have continued to evolve. This sense of perpetual motion—never fully 

settling—forms a central theme in Penrose’s final remarks on Picasso’s creative drive. 

 

5. Summary and Significance 

• Ongoing Creativity and No Formal ‘Last Project’ 

Penrose does not describe a specific, grandly orchestrated final masterwork or a 

“farewell” project. Instead, he shows how Picasso’s fundamental plan was to continue 

painting and sculpting until the end, pushing the boundaries of representation and 

color. 

• Late Period’s Autonomy 

Penrose underscores that Picasso’s final works stand on their own merits, embodying a 

confident, sometimes playful energy. In that sense, Picasso’s “plan” was to keep the 

door open for new developments right up to his death. 

• Biographical vs. Artistic Insight 

Penrose weaves Picasso’s personal circumstances—relationships, living arrangements, 

health—into his interpretations of the art. Thus, while Penrose’s book offers some 

insight into “plans” from a practical standpoint (such as prospective shows), most of 

the “plans” revolve around continuous creative exploration, as Picasso was not one to 

retire or rest on his achievements. 

Concluding Thoughts 

In Picasso: His Life and Work, Roland Penrose paints a picture of an artist who, even in his 

90s, could not be restrained by conventional notions of an artistic endpoint. Rather than 

meticulously charting out final works or exhibits, Picasso embraced each day in the studio as 

a fresh moment of discovery. Penrose’s final chapters attest to the remarkable vigor and 

immediacy of Picasso’s late experiments—musketeers, matadors, painter-and-model scenes—

and how he remained convinced he had more to say in paint, clay, and metal. For Penrose, 

this endless forward-looking attitude was Picasso’s plan: there was no last statement, no tidy 

summation, but an unceasing, lifelong commitment to making art. 

************************************************************************** 

Describe and analyze please the work of Pierre Daix „Picasso: Life and Art” in terms of 

artisitc plans that Picasso had in mind before his death  in detail. 
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Overview of Pierre Daix and the Biographical Context 

Pierre Daix (1922–2014) was not only a renowned French journalist and art critic but also a 

close acquaintance of Pablo Picasso for many years. His book, Picasso: Life and Art 

(originally published in French and later translated into English), is a comprehensive 
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biography that integrates personal insight with scholarly research. Daix focuses on Picasso’s 

entire life span—childhood in Málaga, the Blue and Rose periods, the advent of Cubism, his 

wartime experiences, and ultimately his prolific late years. 

Within Picasso: Life and Art, Daix devotes considerable attention to Picasso’s final phase in 

the late 1960s and early 1970s. While most biographies highlight Picasso’s pivotal 

breakthroughs—Cubism, the Guernica period, the Neoclassical phase—Daix’s perspective on 

the final years is especially informed by his direct relationship with Picasso and by his access 

to many of the artist’s later works. Below is a detailed look at how Daix presents Picasso’s 

artistic intentions before his death in 1973, drawing out the ways in which the artist continued 

to envision new projects and series. 

 

1. Picasso’s Late Period and Ongoing Creative Drive 

Ongoing Exploration and Reinterpretation of Old Masters 

• Recurring Motifs and “Dialogues” with Art History 

In his final years, Picasso was fascinated with reinterpreting and “conversing” with the 

Old Masters—Delacroix, Velázquez, Manet, and others. Daix underscores that Picasso 

did not view these studies as mere quotations or parodies: they were part of a larger 

creative dialogue in which Picasso both honored and subverted the canonical works. 

o “Le Déjeuner sur l’Herbe” Variations: Even in the early 1970s, Picasso was 

making new variations of Manet’s Le Déjeuner sur l’Herbe, adding layers of 

expressive brushwork and distortions that made them distinctly Picasso’s own. 

o “Mousquetaires” Series: The musketeer motif—often referencing 17th-

century Spanish baroque portraits—appeared extensively in Picasso’s late 

paintings. Daix reads these flamboyant figures partly as self-portraits or 

archetypes of creative virility. 

The Drive for Serial Work 

• Printmaking (the “347 Series” and the “156 Series”) 

Daix draws attention to Picasso’s late-period graphic work, especially his ambitious 

series of etchings in the late 1960s and early 1970s. Even though Picasso was well into 

his eighties, he continued to produce hundreds of prints in a matter of months. 

o This obsessive output was not random; Daix interprets it as Picasso’s deep 

desire to keep pushing the boundaries of line and form. Picasso repeatedly told 

friends, according to Daix, that he still discovered “something new” each time 

he confronted the copper plate or the blank canvas. 

Contemplation of Sculpture and Ceramics 

• Lingering Interests in Three-Dimensional Forms 

Daix mentions that although Picasso was physically less mobile in his last few years, 

he occasionally contemplated new sculpture projects—particularly expansions of his 

earlier assemblage works. Picasso never fully abandoned the idea of new ceramics 

either, but the demands of heavy clay and kiln processes became a practical challenge. 
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o Daix reads the few late sculptural efforts not so much as final, polished works 

but as indicators that Picasso’s mind was still brimming with ideas about how 

to experiment in other media. 

 

2. Personal Circumstances Influencing Picasso’s Late 

Ambitions 

Reclusiveness and Health Factors 

• Working in Mougins 

By the late 1960s, Picasso’s circle had grown somewhat smaller; he spent much of his 

time with his wife, Jacqueline, and a select group of friends and assistants. Daix 

records how the artist’s reclusiveness amplified his creative intensity. 

o Desire for Privacy: According to Daix, Picasso found it crucial to stay away 

from the demands of the public art world in his final years, so that he could 

work continuously, sometimes producing multiple paintings in a single day. 

Plans for Exhibitions and Legacy 

• Planning Future Shows 

Even in his late eighties, Picasso entertained ideas about future exhibitions. Daix 

mentions discussions of potential retrospectives that would include his newest large-

scale canvases and print series. Picasso was always self-conscious about how his work 

would enter art history. 

o Fear of Not Finishing: Picasso’s advanced age did make him acutely aware 

that he might not be able to see certain projects through. Yet Daix’s account 

shows that this awareness—rather than stifling Picasso—spurred him on to 

more relentless painting and drawing. 

• Museum and Donation Talks 

Picasso had famously complicated feelings about donating works to the French state 

(and later the establishment of the Musée Picasso in Paris). Daix cites conversations 

that suggest Picasso was constantly reorganizing his personal collection and thinking 

of new ways to present his oeuvre after his passing. Although many of these plans 

were ultimately realized by family and the French government posthumously, 

Picasso’s personal involvement remained intense until the end. 

 

3. The Thematic Nature of Picasso’s Unfinished Vision 

The “Last Self-Portraits” and Erotic Imagery 

• Self-Scrutiny and Final Explorations 

Daix devotes particular attention to Picasso’s self-portraits and erotic subject matter in 

the early 1970s. Themes of aging, mortality, and sexual potency run through many 

paintings and drawings. While some critics of the day found the raw energy “uneven,” 
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Daix recognizes it as part of Picasso’s insatiable drive to use art as a testament to life’s 

passions. 

o Combination of Playfulness and Anxiety: Picasso’s last works often 

combine humor, irreverence, and a more visible confrontation with old age. 

Daix highlights how Picasso used the figure of the artist or the musketeer as 

stand-ins for his own anxieties and fantasies. 

Ongoing Series and Imagined Projects 

• Further “Dialogues” with Masters 

Daix suggests that Picasso had ambitions for additional reinterpretations of historical 

paintings—particularly from the Spanish tradition (Velázquez’s Las Meninas, Goya’s 

works) and the French masters (Ingres, Delacroix). Although he had already reworked 

some of these, he had the habit of returning to prior motifs many times. 

• Interest in Expanding Print Suites 

According to Daix, Picasso had discussed plans for yet another large suite of prints 

that would more overtly connect his personal iconography—comedia dell’arte 

characters, bullfighting scenes, the painter and model—to the broader tapestry of 

European art. Health issues and the unrelenting pace of painting sometimes delayed 

these printmaking sessions, leaving certain suites incomplete. 

 

4. Daix’s Critical Interpretation of Picasso’s Enduring 

Vision 

A Continual Reinvention, Not a Decline 

• Rebuttal to “Declining Powers” Critique 

One of Daix’s significant contributions is to challenge the idea that Picasso’s late 

works are a mere epilogue devoid of innovation. Daix frames Picasso’s advanced age 

as a moment of experimental “freedom,” unburdened by external expectation. 

o Painterly Vigorousness: Even if Picasso’s brushstrokes in his final paintings 

appear looser or more “aggressive,” Daix sees them as evidence of a fresh 

language—part of Picasso’s life-long evolution, not simply a coda. 

The Symbolic Resonance of the Last Works 

• Reflections on Mortality and Legacy 

Daix underscores that Picasso was consciously grappling with mortality, aware that 

each new work could be among his last. The repeated emphasis on historical 

“dialogues,” personal mythologies (the bull, the female nude, the musketeer), and self-

portrait elements together form Picasso’s final statement on the power of art to 

transcend death. 

 

Conclusion 
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In Picasso: Life and Art, Pierre Daix offers one of the most intimate and thorough accounts of 

Picasso’s final years. Contrary to any assumption that Picasso simply “slowed down,” Daix 

illustrates a prolific, still-experimental master energized by multiple, sometimes competing 

ambitions: 

1. Continuing Dialogues with Old Masters: Picasso planned further reinterpretations 

of classical paintings, extending a lifetime practice of engaging past art as a means of 

forging something new. 

2. Expanding Print Series: He toyed with ideas for more large-scale print suites that 

would gather his signature motifs—bulls, musketeers, the painter-model dynamic—

into cohesive narratives. 

3. Potential Sculptural and Ceramic Projects: Though constrained by physical 

limitations, Picasso did not abandon the idea of returning to three-dimensional forms. 

4. Museum/Legacy Considerations: He was deeply concerned with how his body of 

work would be archived or displayed, leaving behind partially formed ideas for 

exhibitions and eventual donations. 

Ultimately, Daix’s portrayal underscores Picasso’s extraordinary refusal to retire from 

invention or experimentation, even as he approached ninety. The “artistic plans” Daix reveals 

are thus a testament to Picasso’s nature: he intended to remain, until his very last day, at the 

vanguard of modern art—constantly challenging his own history, reworking the past, and 

dreaming of new frontiers he still yearned to conquer. 
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 Matisse's artistic plans before his death 
 

 

 

 

 

Please describe what other artistic tasks Matisse was planning to carry out before his death, 

but which were not carried out because of his death? Also, list the authors who have analysed 

this issue in the context of Matisse's career and outline their main conclusions. 
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Henri Matisse remained extraordinarily active and inventive up to the very end of his life, yet 

a number of prospective projects or further developments of his late work were cut short by 

his death in November 1954. Scholars differ in the details they emphasize, but several 

unrealized or only partially realized plans consistently appear in the literature on Matisse’s 

final years. Below is an overview of those plans as typically described, followed by a short 

survey of major authors who have examined Matisse’s late career and their main conclusions. 

Unfulfilled or Partially Realized Plans 

1. Further Large-Scale Cut-Out Commissions 

o By the late 1940s and early 1950s, Matisse had embraced the cut-out (or 

“gouache découpée”) as a central medium. Encouraged by the success of Jazz 

(1947) and other cut-out projects, he contemplated larger commissions that 

would integrate cut-outs into architectural spaces (for instance, murals, panels, 

or wall friezes). 

o Although he produced a handful of large decorative works (e.g., La Gerbe, 

1953), various ideas for monumental cut-out installations went unrealized upon 

his death. 

2. Additional Ecclesiastical or Liturgical Commissions 

o The crowning project of Matisse’s late period was the Chapelle du Rosaire 

(Chapel of the Rosary) in Vence, dedicated in 1951. Matisse was deeply 

involved not only in designing the chapel’s stained-glass windows and murals 

but also in vestments, furniture, and liturgical objects. 

o According to some accounts (notably in Hilary Spurling’s biography), Matisse 

entertained the possibility of further religious or quasi-liturgical projects—

either additional chapels or expansions in stained glass and vestment design. 

These prospective undertakings never moved beyond preliminary discussions 

or sketches due to his declining health. 

3. Unfinished Window for the Union Church Commission (Tarrytown, NY) 

o In 1953, Matisse began designing a rose window for the Union Church of 

Pocantico Hills (in Tarrytown, funded by the Rockefeller family). Although he 

produced initial sketches and color studies, he died before finalizing the 

design. The window was completed posthumously, largely following his 

concept. 
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o Some scholars see this commission as emblematic of Matisse’s late desire to 

continue merging the cut-out aesthetic with stained glass, an ambition he could 

not pursue fully once his health deteriorated. 

4. Further Illustrated Books 

o Matisse’s work on artist’s books—such as Jazz and Pasiphaé—had 

reinvigorated his interest in the relationship between text and image. Several 

commentators note that Matisse toyed with the idea of another major illustrated 

volume (possibly again in collaboration with the publisher Tériade). No 

definitive project was launched, however, beyond preparatory sketches. 

While none of these unrealized or partially realized projects were as concretely mapped out as 

the Vence Chapel itself, Matisse’s correspondence and the recollections of those close to him 

consistently paint a picture of ongoing ambitions that were ended or left incomplete when he 

died on November 3, 1954. 

Major Authors and Their Main Conclusions 

Below is a selection of significant art historians and biographers who have discussed 

Matisse’s final plans or the broader context of his late work, together with a brief outline of 

each scholar’s perspective: 

1. Hilary Spurling 

o Key Works: The Unknown Matisse: A Life of Henri Matisse, 1869–1908 

(1998); Matisse the Master: A Life of Henri Matisse, 1909–1954 (2005). 

o Main Conclusions: 

▪ Spurling’s two-volume biography remains the most in-depth modern 

treatment of Matisse’s life and work. In the second volume, she 

explores the Chapelle du Rosaire in detail, calling it the summation of 

Matisse’s lifelong interest in color and spiritual expression. 

▪ She notes that Matisse’s failing health did not dampen his creative 

drive. He wished to continue integrating his cut-out aesthetic into 

monumental, often sacred or semisacred environments. However, these 

later “architectural cut-outs” never progressed beyond a preliminary 

stage or small-scale prototypes. 

2. John Elderfield 

o Key Works: The Cut-Outs of Henri Matisse (1978); Henri Matisse: A 

Retrospective (1992). 

o Main Conclusions: 

▪ Elderfield emphasizes that by the late 1940s Matisse saw the cut-out as 

a medium with enormous potential—combining color, line, and space 

in a radically new way. 

▪ He notes that while Matisse successfully transformed a decorative 

technique into a major late form of expression, many large-scale cut-

out projects that Matisse envisioned (particularly in public or 

architectural contexts) were simply never realized, partly due to the 

logistical difficulties of executing them on an architectural scale and 

partly because of Matisse’s advancing age. 

3. Jack Flam 

o Key Works: Matisse on Art (1973), editor; Matisse: The Man and His Art, 

1869–1918 (1986). 
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o Main Conclusions: 

▪ Flam brings out Matisse’s own theoretical writings and statements on 

art, illuminating the shift in his thinking from painting and sculpture 

toward the cut-outs and decorative commissions in the final phase of 

his career. 

▪ In discussing the later years, Flam emphasizes Matisse’s unquenchable 

curiosity. He argues that had Matisse lived longer, he might have 

produced further “syntheses” of the painted cut-out and architectural 

space, expanding on the breakthroughs represented by the Vence 

Chapel. 

4. Pierre Schneider 

o Key Work: Matisse (1984; various editions). 

o Main Conclusions: 

▪ Schneider’s comprehensive monograph covers the full chronology of 

Matisse’s oeuvre. He devotes significant attention to the Vence Chapel, 

calling it Matisse’s “late masterpiece.” 

▪ Schneider also documents conversations and sketches indicating 

Matisse’s ongoing interest in religious commissions, especially in 

stained glass, which he was not able to pursue fully. 

5. Alfred H. Barr Jr. (earlier foundational perspective) 

o Key Work: Matisse: His Art and His Public (1951). 

o Main Conclusions: 

▪ Writing during Matisse’s lifetime, Barr outlines how the chapel project 

was the culmination of Matisse’s concerns with color and line. 

▪ Although Barr’s text predates Matisse’s death, he notes the artist’s 

forward-looking experimentation. Later historians have often used 

Barr’s study to show that Matisse, though aged and frail, was actively 

conceiving further projects in 1951 and 1952. 

Summary of Scholarly Views 

• Ambition and Unfinished Work: Across these accounts, there is consensus that 

Matisse maintained ambitious, forward-looking plans until his final days. He was 

exploring ways to merge his late cut-out style with large-scale or architectural 

settings—principally in religious or decorative contexts. 

• Health and Practical Constraints: Most scholars agree that while Matisse’s 

creativity soared, his health issues, limited mobility, and the sheer practical 

complexity of large commissions meant that many ideas or informal sketches never 

became formal works. 

• Legacy of the Late Style: Almost all of the major commentators highlight how even 

the partially realized or imagined projects testify to Matisse’s perpetual reinvention. 

The Chapel at Vence and the cut-outs point toward a new creative realm that he 

simply did not have time to complete. 

In sum, the unfulfilled projects—especially further architectural cut-outs, potential expansions 

of liturgical art, and advanced stained-glass commissions—underline just how prolific and 

experimental Matisse remained. Although his death halted these explorations, historians see in 

them a testament to his extraordinary late flowering, in which he continued to push the 

boundaries of modern art right up to the end. 
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************************************************************************** 

Describe and analyze please the work of Hilary Spurling „The Unknown Matisse: A Life of 

Henri Matisse, 1869–1908” (1998); and „Matisse the Master: A Life of Henri Matisse, 1909–

1954” in terms of artisitc plans that Matisse had in mind before his death  in detail. 
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Hilary Spurling’s monumental two-part biography of Henri Matisse—The Unknown Matisse: 

A Life of Henri Matisse, 1869–1908 (1998) and Matisse the Master: A Life of Henri Matisse, 

1909–1954 (published in 2005)—offers one of the most detailed, intimate, and balanced 

accounts of the artist’s life and work. Spurling’s scholarship draws on Matisse’s unpublished 

letters, diaries, and other archival sources, shedding light on personal aspects of his life that 

had long remained obscure or mythologized. Taken together, her two volumes chart the 

painter’s evolution from a small-town upbringing to international renown, culminating in the 

final years when Matisse—physically diminished yet artistically prolific—embarked upon 

some of his boldest and most forward-looking projects. 

Below is an overview of each volume, followed by an analysis of how Spurling portrays 

Matisse’s late-life artistic plans, especially those he had in mind before his death in 1954. 

 

1. The Unknown Matisse: A Life of Henri Matisse, 1869–

1908 (1998) 

Overview 

• Early Life and Northern Roots 

Spurling dismantles the popular assumption that Matisse came from a bourgeois 

family of comfortable means. Instead, she traces his background to the textile-

producing region of northern France, highlighting the hardship of his upbringing and 

the stigma he experienced as a provincial newcomer in the Paris art world. 

• Artistic Formation 

Matisse’s formative years at the Académie Julian and under the tutelage of Gustave 

Moreau receive careful attention. Spurling shows how Matisse’s early exposure to 

color theory and his fascination with Islamic and non-Western art primed him for the 

innovative leaps he would soon make. 

• Early Struggles and the Road to Fauvism 

The volume covers Matisse’s precarious financial situation, his marriage to Amélie 

Parayre, and the slow build-up to the Fauvist “shock” of 1905. Spurling demonstrates 

that Matisse’s development of vibrant, emotionally charged color was hardly an 

overnight sensation; it was rooted in years of personal experimentation and grappling 

with tradition. 

Analysis of Themes 

• Inner Drive for Authentic Expression 

Even before Matisse became an established figure, Spurling reveals a man dedicated 
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to pushing boundaries. She emphasizes that his stoic determination and deep sense of 

personal conviction set the stage for the revolutionary statements of Fauvism and, 

later, his belief in the healing, spiritual power of color. 

• Foundations of Vision 

Although this first volume ends in 1908—well before Matisse’s late cutouts and 

chapel designs—Spurling makes clear that the seeds for his later ambitions were 

present even during his early career. Matisse consistently envisioned color as a path to 

greater clarity, purity, and emotional resonance, goals he would maintain until the end 

of his life. 

 

2. Matisse the Master: A Life of Henri Matisse, 1909–1954 

Overview 

• From the Height of Fame to Wartime Challenges 

Spurling begins by describing how Matisse, by 1909, had consolidated his position as 

a leading modernist. His large-scale commissions, such as the Russian collector Sergei 

Shchukin’s “Dance” and “Music,” signal a bold, decorative style. Spurling covers his 

travels—to Morocco, Spain, and elsewhere—highlighting how these journeys 

introduced Matisse to new color and pattern vocabularies. 

• Personal Turmoil, World Wars, and Shifting Tastes 

As the art world’s center of gravity shifted (and as Picasso’s reputation grew), Matisse 

navigated personal strains, including his separation from Amélie. He also endured the 

difficulties of living in France during two world wars. Spurling shows how, despite 

these hardships, Matisse continued to innovate, pivoting toward sculpture, 

printmaking, and especially his cut-paper technique. 

• Health Battles and a Late Surge of Creativity 

Illness increasingly confined Matisse to his bed or wheelchair after the mid-1940s. Yet 

Spurling underscores that these physical setbacks did nothing to curb his creativity. 

Indeed, his cutouts—dynamic, large-scale compositions made from painted paper—

represent a thrilling, younger-than-ever style. The second volume thus reveals the 

“master” Matisse as someone vigorously reinventing himself until his final days. 

Matisse’s Late-Life Artistic Plans (as Portrayed by Spurling) 

The central question about Matisse’s ultimate intentions and “artistic plans” before his death 

revolves around three major strands of late work, as outlined by Spurling: 

1. The Chapel of the Rosary in Vence (1947–51) 

o Genesis of the Project: Spurling carefully documents the collaborative 

relationship between Matisse and Sister Jacques-Marie (a former nursing aide 

who had cared for Matisse). He pledged to design a chapel that encompassed 

not just its stained-glass windows but its entire decorative scheme—murals, 

vestments, and liturgical furnishings. 

o Spiritual Dimension: Despite not being conventionally religious, Matisse 

considered the chapel his “masterpiece.” Spurling highlights how he saw it as 
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the culmination of his lifelong search for a harmonious interplay of line, color, 

and light that could uplift the human spirit. 

o Ongoing Adjustments and Final Touches: Even after the chapel’s 

completion in 1951, Matisse continued refining details and color harmonies. 

Spurling notes he remained deeply engaged, re-checking the intensity of the 

stained-glass windows and how light fell across the interior. This project 

crystallizes Matisse’s late ambition to merge art and environment into a 

unified, transcendent experience. 

2. Cutouts as a New Vision of Drawing and Painting (1940s–1954) 

o Technique and Innovation: By cutting shapes from painted paper, Matisse 

claimed he was “drawing with scissors.” Spurling insists that this was not a 

mere adaptation to frailty but a genuine extension of his lifelong preoccupation 

with the purity of line and color. 

o Ambitious Decorative Schemes: Alongside individual works such as “The 

Snail” (1953) or “La Tristesse du Roi” (1952), Matisse entertained plans for 

large, immersive cutout environments—an idea that paralleled his approach to 

the Vence Chapel. Spurling indicates that Matisse dreamed of installing entire 

rooms or architectural spaces with cutouts, though failing health and time 

constraints limited how far he could pursue such sweeping installations. 

3. Books and Graphic Projects 

o Artist’s Books: Matisse continued to produce illustrated books (livres 

d’artiste) into his later years, combining his love of line drawing with poetic 

texts. Spurling recounts how he planned further explorations in book design, 

though some remained incomplete at his death. 

o Unrealized Commissions: By the late 1940s and early 1950s, Matisse 

received many overtures from collectors and museums eager for more large-

scale wall decorations or graphic suites. Spurling details his efforts to at least 

begin sketches for some of these but notes that physical limitations often 

precluded extensive follow-through. 

 

Spurling’s Overall Interpretation of Matisse’s Final Plans 

1. A Unified Synthesis of Painting, Drawing, and Environment 

Spurling argues that Matisse’s central pursuit—through the Chapel in Vence, the cutouts, and 

his color experiments—was to create a total environment where color and form harmonized 

perfectly with physical space. This drive mirrors his earliest desires (seen in the first volume) 

to fuse color, line, and emotion into something transformative. He envisioned works that 

would surround viewers, suggesting not just a painting on a wall, but an experience that 

enveloped the senses. 

2. Spiritual and Emotional Resonance 

Matisse’s well-documented statement that he wanted his art to act “like a good armchair for a 

tired businessman” takes on new depth in Spurling’s reading. By the late 1940s and early 

1950s, Matisse aspired to create work that could evoke both peace and spiritual exultation. 
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His artistic plans—especially the chapel—were guided by the desire to leave a legacy of 

solace and beauty. 

3. Perseverance Through Adversity 

Throughout the second volume, Spurling shows how Matisse’s determination in the face of 

surgery, chronic illness, and the tragedies of World War II gave urgency to his final plans. He 

was racing against time, fully aware that each new project might be his last. The cutouts, 

which appear effortless and exuberant, were often the result of painstaking trial and error—a 

testament to Matisse’s unflagging resolve to push the boundaries of color and shape. 

4. The Unfinished Visions 

Spurling records the late flurry of ideas that Matisse left partially realized: 

• Potential murals or chapel-like designs beyond Vence. 

• Expansive cutout-based environments that would combine wall, ceiling, and floor 

elements. 

• More illustrated texts and possibly further collaborative ventures with poets. 

Though health and mortality prevented many of these projects from advancing beyond 

preliminary drawings or discussions, they illustrate how Matisse’s imagination remained 

fertile and forward-looking until his final weeks. 

 

Conclusion 

In The Unknown Matisse and Matisse the Master, Hilary Spurling delivers a richly layered 

portrayal of Henri Matisse that dispels earlier myths and probes his artistic psyche. Through 

meticulous research and sympathetic narrative, she shows that Matisse’s core interests—

color, harmony, and the direct emotional impact of art—remained consistent from his youth in 

provincial France to his last days on the Riviera. 

When it comes to Matisse’s artistic plans before his death, Spurling highlights how the 

painter, despite failing health, was obsessed with ever-larger and more immersive artistic 

statements. The Chapel of the Rosary in Vence stands as the concrete embodiment of his 

lifelong pursuit of spiritual beauty, while the paper cutouts suggest new frontiers in color and 

form that pointed well beyond traditional easel painting. In Spurling’s estimation, Matisse’s 

final years were not a quiet sunset but a fresh dawn of creativity—one that laid groundwork 

for postwar art movements and continues to inspire debates about the boundaries between 

painting, sculpture, architecture, and design. Ultimately, Spurling’s two-volume biography 

underscores that Matisse, even in the face of mortality, planned for a future in which color, 

line, and environment could merge into transcendent unity. Those final, unrealized visions 

remain potent evidence of how Matisse kept imagining, dreaming, and shaping new art forms 

until his very last breath. 

************************************************************************* 
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Describe and analyze please the work of Pierre Schneider „Matisse” in terms of artisitc plans 

that Matisse had in mind before his death  in detail. 
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Pierre Schneider’s monumental study, Matisse (originally published in French in 1984 and 

later in English), is widely regarded as one of the most thorough and insightful monographs 

on Henri Matisse. Schneider’s research delves deeply into Matisse’s evolution as an artist, 

tracing his journey from early Fauvism to his final years. One of the particularly valuable 

contributions of Schneider’s work is the detailed treatment of Matisse’s late projects—both 

the ones he realized (such as the Chapelle du Rosaire in Vence and his cut-outs) and those that 

remained partly in the realm of artistic intention or “unfulfilled plans” at the end of his life. 

Below is an overview of how Schneider addresses Matisse’s final artistic aims, including the 

major themes and works that illuminate the plans Matisse still held near the time of his death. 

 

1. Context of Matisse’s Late Period 

1. Illness and “Second Life” 

o Schneider places considerable emphasis on Matisse’s serious surgery in 1941 

(for cancer), an event that Matisse himself described as giving him a “second 

life.” This framing is important for understanding why Matisse’s last decade—

marked by paper cut-outs, new commissions, and spiritual explorations—

seemed to surge with fresh creativity. 

o Within this context, Schneider underscores how Matisse, in precarious health, 

worked with remarkable energy despite physical limitations. He designed new 

projects using methods that required less strenuous labor than painting on large 

canvases—leading, most famously, to his “painting with scissors” (the cut-

outs). 

2. The Transition to Cut-Outs 

o Although the cut-outs began around 1943–44, they occupied Matisse until his 

death in 1954. Schneider interprets these late works as more than just an 

alternative medium: he argues that they represent the culmination of Matisse’s 

lifelong interest in the interplay of line, color, and form. 

o In the final years, Matisse was not merely content to “keep producing” in the 

cut-out technique; Schneider notes that he was consistently pushing the 

boundaries—scaling them up, experimenting with more daring color 

juxtapositions, and reflecting on how these new pictorial forms could be 

integrated into architecture or interior spaces. 

 

2. The Chapelle du Rosaire (Vence) and Its Extensions 

1. Commission and Conception 
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o One of Matisse’s most extraordinary late achievements was his design of the 

Chapelle du Rosaire in Vence, completed in 1951. Schneider devotes a detailed 

section to the chapel, discussing how it originated from Matisse’s friendship 

with Sister Jacques-Marie (Monique Bourgeois), who had nursed him. 

o Matisse’s plan for the chapel was not limited to designing windows. As 

Schneider explains, Matisse conceived an environment where color, line, and 

light would merge in a spiritual experience. This total environment approach 

anticipated certain strains of later modern art that strove to integrate art and 

architecture. 

2. Potential Expansion and Later Ecclesiastical Work 

o Even as the Vence project neared completion, Schneider points out that 

Matisse was investigating further possibilities for sacred art, such as 

expansions or refinements to the chapel’s elements, or conceptually similar 

undertakings elsewhere. 

o In particular, there is some suggestion—Schneider cites Matisse’s letters and 

conversations—that Matisse was already entertaining variations on the 

chapel’s tile designs, or had considered new large-scale stained-glass projects 

(though none of these were concretized before his death). 

3. Chapel as a Synthesis 

o Schneider regards the chapel as not only a great architectural-space artwork but 

also a summation of Matisse’s artistic language: the reduction to essential 

lines, the integration of pure color, and the balance of positive and negative 

space. 

o This project marks the spiritual peak of Matisse’s late work—an atmosphere 

that Schneider characterizes as imbued with Matisse’s personal reflections on 

light, joy, and contemplation. 

3. The Continuing Evolution of the Cut-Outs 

1. Beyond Decoration 

o In the final three to four years of Matisse’s life, his cut-outs grew in scale and 

complexity (for example, The Snail [1953] or Large Composition with Masks 

[1953]). Schneider interprets these works as “paintings made of color,” 

emphasizing that Matisse saw them as fully autonomous works rather than 

mere decorative experiments. 

o Schneider details how Matisse’s studio practice adjusted to this new medium: 

pinned shapes of brightly colored paper were arranged and rearranged until he 

felt he had “captured” the right balance of form and hue. 

2. Ideas for Monumental Integration 

o While Matisse finalized several large cut-outs, Schneider notes that he was 

also sketching out ideas for truly expansive murals or environments composed 

of cut paper. While these did not materialize (partly due to Matisse’s health), 

Schneider uses surviving maquettes and recorded conversations to reveal 

Matisse’s ambition: to create a total immersion in color that might wrap around 

architectural spaces. 

o The concept of transforming entire walls—and perhaps even multi-wall 

rooms—into a cut-out environment was something Matisse toyed with. 

Schneider sees this as an extension of the synergy between art and 

environment so evident in Vence. 

3. Potential Collaborations 
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o Another thread in Schneider’s account is the possibility that Matisse would 

have collaborated more broadly with architects or institutions to embed his cut-

outs into public or private buildings. While some smaller site-specific 

commissions existed, nothing near the scale of the chapel was realized in the 

last couple of years before his death. 

o Schneider traces these ideas back to Matisse’s earlier inclinations: he had 

designed stage sets and costumes for Ballets Russes, and he occasionally 

produced decorative panels for patrons. The late cut-out plans, therefore, are 

seen as a direct outgrowth of a lifelong fascination with art in a total setting. 

4. Final Reflections and Legacy in Schneider’s 

Interpretation 

1. From Fauvism to the Late Spiritual Turn 

o One of the key arguments Schneider makes is that Matisse’s late works, while 

dramatically different in medium (paper, stained glass, ceramic tile, etc.), are 

in spirit continuous with the color-centric revolution Matisse spearheaded 

during his Fauvist years. 

o The focus on pure color as both expressive and structural unites his earliest 

radical painting with the transcendent simplicity of his last works. 

2. Maintaining an “Open-Ended” Approach 

o Schneider underlines Matisse’s conviction that art should remain “open” for 

the artist, never losing the spirit of discovery. Even with failing health, 

Matisse’s sketches, letters, and notes reveal that he wanted to keep pushing 

boundaries. 

o As Schneider recounts, Matisse often spoke of still having “so much to do,” 

indicating he did not see the paper cut-outs as a closed chapter but rather as a 

path he could continue exploring. 

3. Incompleteness and the Artist’s Mortality 

o A powerful aspect of Schneider’s discussion revolves around the bittersweet 

reality that Matisse’s final months involved an ongoing stream of creative 

ideas that he could not fully realize. 

o In analyzing Matisse’s letters and studio anecdotes, Schneider presents the 

artist as both deeply satisfied with the achievements (especially the Vence 

chapel) and wistful about works he still dreamt of carrying out—large-scale 

cut-outs, possible expansions to the chapel, and further “color environments.” 

4. Schneider’s Historiographical Contribution 

o Finally, Schneider positions Matisse’s late work as a bridge to many postwar 

developments, anticipating elements of installation art, abstract color-field 

painting, and even conceptual ideas about the unity of art and life. 

o By linking Matisse’s final projects and plans to broader modernist trajectories, 

Schneider underscores Matisse’s continuing relevance and innovative spirit 

right up to his death in 1954. 

 

Conclusion 
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In Matisse, Pierre Schneider offers a comprehensive exploration of Henri Matisse’s oeuvre 

and meticulously charts the artist’s final creative intentions. From the soaring spiritual 

ambitions of the Chapelle du Rosaire in Vence to the ever-evolving cut-outs that dominated 

his last decade, Schneider paints a portrait of an artist whose curiosity and urge to innovate 

never waned, even in the face of declining health. Matisse’s plans—whether for further 

chapel-like commissions, large-scale integrated cut-outs, or ever more vibrant explorations of 

color and form—demonstrate the open-ended nature of his creativity. Schneider’s overarching 

argument is that these late projects were a natural outgrowth of Matisse’s lifelong pursuit of 

color, clarity, and essential form. In other words, rather than a final, separate chapter, 

Matisse’s late period belongs to a continuum in which he continually redefined the boundaries 

of art. While many of the ideas remained partially realized or only hinted at when Matisse 

died, Schneider’s study illuminates the artist’s profound commitment to evolving his language 

of pure color and shape until the very end. The book thus stands as not only a scholarly 

resource but also a moving reflection on the enduring idealism of one of the twentieth 

century’s greatest innovators. 

************************************************************************* 

Describe and analyze please the work of Jack Flam „Matisse on Art (1973), editor; „Matisse: 

The Man and His Art, 1869–1918” in terms of artisitc plans that Matisse had in mind before 

his death  in detail. 
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Overview 

Jack Flam is a preeminent art historian and one of the most respected scholars on Henri 

Matisse. Two of Flam’s notable publications—Matisse on Art (originally published in 1973) 

and Matisse: The Man and His Art, 1869–1918—offer different but complementary 

perspectives on Matisse’s life and work. While Matisse on Art is primarily an anthology of 

Matisse’s own statements, letters, and interviews (accompanied by Flam’s commentary), 

Matisse: The Man and His Art is a carefully researched monograph tracing Matisse’s 

development up to 1918. Although the second book focuses on Matisse’s earlier years (from 

birth through World War I), both texts provide insights into how Matisse’s artistic principles 

evolved—and hint at the culminating ideas he continued to refine until his death in 1954. 

Below is a detailed look at how Jack Flam’s work illuminates the mature Matisse’s final 

ambitions and artistic plans. 

1. Matisse on Art (1973) 

1.1 Structure and Purpose of the Book 

• Anthology of Matisse’s Writings: In Matisse on Art, Jack Flam gathers Matisse’s 

own words—letters to friends and family, notes from interviews, essays, and various 

statements. This compilation is accompanied by Flam’s annotations and essays that 

contextualize Matisse’s writings within the arc of his career. 

• Thematic Organization: Flam organizes Matisse’s texts into thematic sections, 

highlighting Matisse’s views on color, form, composition, the role of decoration in art, 

and the relationship of painting to other media (such as sculpture, drawing, and 

ultimately, architecture). 
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1.2 Matisse’s Late Work and Final Plans 

Although Matisse on Art draws on texts from different periods of Matisse’s life, Flam 

includes vital late interviews and writings that shed light on Matisse’s ambitions before his 

death: 

1. The Chapel at Vence (1947–1951): 

o Matisse famously called the Chapel of the Rosary in Vence his “masterpiece.” 

In interviews excerpted in Flam’s collection, Matisse explains how he wanted 

to unify painting, architecture, stained glass, and even liturgical vestment 

design into a single, all-encompassing environment. 

o Flam emphasizes that Matisse’s work on the chapel was not a sideline or mere 

decorative project but the culmination of decades of thinking about color, line, 

and the spiritual or emotional resonance of art. 

2. Paper Cutouts (“Cut-Outs”): 

o In the last decade of his life, after major surgery and while largely confined to 

his bed or wheelchair, Matisse turned enthusiastically to large-scale paper 

cutouts. 

o Flam includes Matisse’s reflections on how these cutouts represented the most 

direct expression of color and line—two fundamental aspects of Matisse’s art. 

For Matisse, the cutouts were a way of “drawing with color,” a method he 

believed could be expanded into large architectural or environmental works. 

3. Integration of Painting, Drawing, and Architecture: 

o Matisse often expressed interest in transcending the boundaries of the framed 

picture. Flam’s collected statements reveal how Matisse was already 

envisioning entire immersive environments in which walls, windows, and 

textiles were coordinated in color and design. 

o Even though Matisse did not complete many of these large-scale 

“environmental” ideas, his sketches and remarks show he intended to pursue 

this path further had health and time allowed. 

4. Spiritual and Universal Aims: 

o Late in life, Matisse spoke about seeking a universal clarity and a spiritual 

essence in art. Flam’s editorial commentary underscores that this was not a 

new idea for Matisse; rather, it was a final synthesis of his long-held vision that 

painting (or any other medium) should aim for a distilled, pure, and 

emotionally resonant form. 

1.3 Flam’s Interpretive Lens 

• Flam’s commentary stresses continuity: he shows how motifs in Matisse’s earlier 

paintings—simplified color planes, bold outlines, rhythmic patterning—are intimately 

linked to the chapel decorations and the cutouts of the 1940s–1950s. 

• He also clarifies Matisse’s evolving terminology. Words like “decoration” or 

“ornament” in Matisse’s letters meant something quite profound—relating to 

harmony, unity, and the orchestration of color and design in a total environment. 

2. Matisse: The Man and His Art, 1869–1918 

2.1 Focus on Early and Middle Career 
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• This monograph covers Matisse’s life from his birth in 1869 up to the end of World 

War I in 1918. The book details his training, the Fauvist period, and his stylistic 

transformations as he navigated Impressionism, Post-Impressionism, and Cubist 

influences. 

• Although it stops in 1918, Flam’s study of these formative decades lays out the 

conceptual and stylistic foundations that blossomed in Matisse’s final works. 

2.2 Seeds of Matisse’s Later Vision 

Despite the cutoff date of 1918, Matisse: The Man and His Art still offers clues to Matisse’s 

late ambitions: 

1. Decorative Aesthetics and the “Whole Environment” Concept 

o Flam discusses Matisse’s 1908 “Notes of a Painter” (and related writings), in 

which Matisse stresses the idea of painting as a form of creating “an art of 

balance, of purity and serenity.” 

o These early statements anticipate Matisse’s life-long interest in how painting 

might shape an environment for the viewer—an idea that fully materialized in 

the chapel project and the paper cutouts. 

2. Color as Structure 

o By examining works like Luxe, Calme et Volupté (1904–1905) and the Fauvist 

canvases of 1905–1907, Flam shows how Matisse was already treating color 

and line as structural elements. 

o This structural approach to color becomes central in Matisse’s late cutouts, in 

which colored papers themselves form the “drawing” or composition. 

3. Simplicity and Synthesis 

o Flam notes how Matisse’s trajectory from the early 1900s onward is toward 

increasing simplification—flattened spaces, bold outlines, and the distillation 

of form. 

o The book closes near 1918, but Flam’s scholarship implies that Matisse’s push 

for simplicity would keep intensifying, a fact later borne out in the radically 

simplified cutouts of the 1940s and 1950s. 

2.3 Indirect References to Later Projects 

Although the main text does not delve into works like the Chapel at Vence or the late cutouts, 

Flam’s analysis of Matisse’s early commissions and large decorative panels (e.g., the mural 

commissions for Sergei Shchukin, such as La Danse and La Musique) foreshadows how 

Matisse would later conceive of entire architectural spaces. In this sense, readers see the seeds 

of Matisse’s end-of-life ambition to merge color, line, and architecture into a single, 

immersive statement. 

3. Synthesis: Matisse’s Final Artistic Plans 

Drawing on both Matisse on Art (especially late writings and interviews) and the foundations 

outlined in Matisse: The Man and His Art, 1869–1918, one can piece together Matisse’s 

overarching final aims: 

1. Large-Scale Decorative Environments 
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o Matisse wanted to push beyond canvas to encompass walls, windows, and 

entire interiors. The Chapel of the Rosary stands as the most complete 

realization of this ambition. 

o Had his health been better, Matisse likely would have pursued additional 

architectural or quasi-architectural projects, extending the principles he 

explored at Vence. 

2. Cutouts as the Pinnacle of Color–Line Fusion 

o The cutouts were not merely late experiments; they represented a conceptual 

apex where Matisse felt he could work with “pure color” and “pure drawing” 

simultaneously. 

o Flam’s research reveals how the seed for this method existed long before—

through Matisse’s lifelong fascination with flattening forms and making color 

structurally integral. 

3. Deepening of a Spiritual/Emotional Dimension 

o Matisse spoke often about evoking a sense of peace, joy, or spiritual uplift in 

his viewers, which Flam notes was a guiding principle from early on (though 

not always labeled “spiritual” in the same sense). 

o By the 1950s, with the Chapel at Vence and major cutouts (e.g., The Snail or 

La Gerbe), Matisse explicitly chased a harmony he believed transcended the 

purely visual to touch the viewer’s inner life. 

4. Legacy and Continuation 

o Although he died in 1954, Matisse had laid out a path for integrating painting, 

sculpture, collage, design, and stained glass that artists in the second half of the 

20th century would continue to explore. 

o Flam underscores that Matisse’s shift away from conventional easel painting in 

his final years was less a break than the logical conclusion of ideas forming 

since at least the Fauvist period—namely, the potency of color and the purity 

of form. 

4. Conclusion 

Jack Flam’s two works—Matisse on Art and Matisse: The Man and His Art, 1869–1918—are 

indispensable for understanding not only Matisse’s early and middle career but also the 

conceptual through lines that shaped his final decade. While the monograph (Matisse: The 

Man and His Art) primarily addresses the period before 1918, it shows the germinal ideas—

about color, form, decoration, and emotional resonance—that later blossomed into the Chapel 

of the Rosary and the celebrated cutouts. In Matisse on Art, Flam’s careful curation of 

Matisse’s own words gives the most direct access to Matisse’s end-of-life ambitions. Readers 

discover that Matisse envisioned immersive artistic environments, architectural 

collaborations, and further refinement of his “drawing with color” technique. These final 

plans—to merge color, line, space, and spiritual resonance—can be seen as the natural 

culmination of the explorations and principles that drove Matisse’s practice from his earliest 

Fauvist years until his death in 1954. 
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 Edvard Munch's artistic plans before his death 
 

 

 

 

 

 

Please describe what other artistic tasks Edvard Munch was planning to carry out before his 

death, but which were not carried out because of his death? Also, list the authors who have 

analysed this issue in the context of Munch's career and outline their main conclusions. 
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Edvard Munch (1863–1944) was both prolific and long-lived, leaving behind a large body of 

paintings, prints, and drawings that he continued to revise and revisit almost until his final 

days. While Munch’s diaries, letters, and conversations with acquaintances indicate that he 

was always brimming with new ideas and variations on earlier motifs, scholars generally 

agree that there were no large-scale, formally commissioned projects left conspicuously 

unfinished at the time of his death in January 1944. Instead, the “unrealized” dimension of 

Munch’s later career often refers to the smaller-scale ideas, reworkings of existing themes, 

and personal ambitions that he either did not initiate or did not fully bring to completion 

because of his advancing age, ill health, and the disruption of World War II. Below is an 

overview of the kinds of artistic tasks Munch was considering in his final years—none of 

which developed into major realized projects before his death—followed by a brief survey of 

the authors who have analyzed this question and their main conclusions. 

1. Artistic Tasks Munch Was Contemplating but Did Not 

Complete 

1. Further Revisions and Reworkings of Core Motifs 

o Ongoing Revisions: Throughout his career, Munch was known for revisiting 

important motifs—such as The Scream, Madonna, and The Sick Child—in new 

media or altered compositions. In his final years, he still spoke of “tweaking” 

certain well-known images to reflect the darker mood of wartime Norway or 

his own sense of aging. There is anecdotal evidence from letters that he wanted 

to attempt new color variations or updated graphic versions, but no large batch 

of final reworkings was completed. 

o Late Self-Portraits: Munch painted numerous self-portraits in old age (e.g., 

Self-Portrait: Between the Clock and the Bed, 1940–43). Some diaries and 

notes hint that he intended to embark on further self-portraits highlighting the 

progression of time and decline, but after his death, no new cycle or planned 

series was found beyond incomplete sketches. 

2. Potential Expansion of His “Frieze of Life” Concept 

o Revisiting the Frieze: Munch’s Frieze of Life series (developed initially in the 

1890s and expanded over subsequent decades) was never a static set of 

pictures but rather a thematic umbrella. Late reflections in letters suggest he 

considered creating additional “chapters” or rearranging components to 

incorporate more explicit religious or war-time references. However, there is 
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no evidence of a concrete set of new, large-scale paintings specifically 

designated to extend the Frieze of Life before his death. 

3. Public Decoration Projects (Unrealized or Halted) 

o University of Oslo Murals: Munch’s great mural projects for the University 

Aula in Oslo (completed in the 1910s) stood out among his public 

commissions. It is sometimes mentioned that he informally proposed revisiting 

or updating them or producing an additional cycle for another state building. 

Given the constraints of the Nazi occupation and Munch’s reclusiveness at 

Ekely, no formal plan was documented, and nothing was realized. 

o Other Decorations: Private memoirs of friends (and some secondhand 

accounts) recall Munch musing about a new decorative project—possibly for a 

cultural institution or public space in Oslo—when peace returned. No 

surviving sketches or contractual records confirm this as a firm undertaking, 

and scholars generally view it more as a hopeful, wartime notion never taken 

to the planning stage. 

4. Preparation for a Comprehensive Retrospective or Catalog 

o Toward the end of his life, Munch grew more conscious of his legacy. 

Although he frequently reiterated a desire to “set his works in order,” he never 

fully systematized his output in a single, authoritative project—this was 

ultimately carried out posthumously by curators and the City of Oslo (which 

inherited his estate). Some consider this an “unrealized” task in that Munch, 

had he lived longer, might have personally shaped the major Munch 

retrospectives of the postwar era. 

In short, rather than leaving behind a clearly defined, grand-scale public commission or a 

complete new series that remained unfinished, Munch died with a bundle of smaller ideas and 

possible expansions of existing motifs that were never codified into a single project. The war, 

his advanced age, and health issues all constrained his final efforts. 

2. Key Authors Who Have Addressed Munch’s 

“Unrealized” Late Projects 

Below are some of the most influential scholars and biographers who have explored Edvard 

Munch’s career, including his final years and the question of any unfinished or unrealized 

plans: 

1. Ragna Stang 

o Major Works: Edvard Munch: The Man and His Art (first Norwegian edition 

1977). 

o Main Conclusions: Stang presents Munch as a restlessly experimental artist 

who continually revisited his works. She notes that although Munch often 

“planned” expansions of themes, there is little concrete evidence he had any 

final, large-scale enterprise in progress. She portrays his late-life energies as 

more introspective and private, rather than aimed toward a grand public 

statement. 

2. Sue Prideaux 

o Major Works: Edvard Munch: Behind the Scream (2005). 

o Main Conclusions: Prideaux delves into Munch’s diaries and letters to 

highlight how his last years were shaped by wartime isolation and deteriorating 
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health. She confirms that while Munch occasionally talked of new variations 

on earlier series or murals, no binding contracts or formal designs existed. 

Prideaux concludes that Munch’s “unfinished business” was largely an 

internal, conceptual process—he was forever refining his artistic vision, but 

not in the form of a definitive new project left incomplete. 

3. Arne Eggum 

o Major Works: Edvard Munch: Painter, Draftsman (various exhibition 

catalogs and monographs, 1970s–1990s). 

o Main Conclusions: Eggum concentrates on Munch’s sketches and unfinished 

canvases, analyzing technique and style. He notes a number of partially 

worked paintings from the late 1930s and early 1940s—some reworkings of 

earlier motifs—but suggests these were the organic result of Munch’s lifelong 

habit of returning to old themes rather than steps toward a brand-new cycle. 

4. Gerd Woll 

o Major Works: Edvard Munch: Complete Paintings and Edvard Munch: The 

Complete Graphic Works. 

o Main Conclusions: As one of the foremost catalogers of Munch’s output, 

Woll has systematically addressed which works remained incomplete or extant 

only in fragmentary form. Woll’s research indicates that, by the final years, 

Munch was predominantly painting single canvases—often portraits of 

himself, models, or the view from Ekely—rather than mapping out extensive 

new series. The surviving diaries point to “ideas” more than concrete 

commissions. 

5. Reinhold Heller 

o Major Works: Munch (various editions). 

o Main Conclusions: Heller interprets Munch’s later period as somewhat 

inward-turning; the war aggravated Munch’s reclusive tendencies. While the 

painter maintained a prolific output, Heller suggests that any hopes for large 

public projects after the University Aula murals were effectively curtailed by 

external conditions (the Nazi occupation, limited opportunities, Munch’s own 

reluctance for public involvement in a politically charged time). 

3. Summary of Scholarly Consensus 

Across these and other studies, there is a broad consensus that: 

• No Monumental “Final Project”: Munch did not leave behind a major 

commissioned project, mural program, or new cycle that he was contractually 

committed to and simply did not finish because of his death. 

• Lifelong Habit of Revisitation: Much of Munch’s “unrealized” work arises from his 

repeated desire to revisit, rework, or revise existing motifs. He remained creatively 

active into his 80s, but these activities were personal and informal rather than part of 

an official undertaking. 

• The War and Ill Health: The Nazi occupation of Norway (1940–1945) and Munch’s 

worsening health significantly limited new public or collaborative ventures in his last 

years. 

• Focus on Legacy: Late in life, Munch did express a desire to organize his vast oeuvre, 

but the systematic cataloging of his work was carried out posthumously, forming the 

nucleus of what eventually became the Munch Museum’s collection. 
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In essence, Munch’s “unrealized” tasks were less a set of specific paintings or commissions 

left incomplete, and more the natural result of his ongoing creative process—endlessly open-

ended and thwarted, in part, by wartime isolation. The authors above, drawing on Munch’s 

extensive diaries, letters, and unfinished canvases, reinforce the image of an artist who was 

still thinking and sketching up until the end, but who did not leave behind a singular major 

project curtailed by his death. 

************************************************************************** 

Describe and analyze please the work of Sue Prideaux „Edvard Munch: Behind the Scream”  

in terms of artisitc plans that Edvard Munch had in mind before his death  in detail. 
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Sue Prideaux’s Edvard Munch: Behind the Scream (first published in 2005) is widely 

regarded as one of the most comprehensive and empathetic biographies of the Norwegian 

artist. In it, Prideaux weaves Munch’s life story together with close readings of his artwork, 

contextualizing his personal struggles, innovations in technique, and philosophical aims. 

Although the entire biography covers Munch’s life from birth through his final days, Prideaux 

also offers insights into the artist’s later period—revealing the projects he was focused on, the 

legacy he hoped to establish, and the specific artistic plans he carried close to his heart before 

his death in 1944. 

Below is an overview of how Prideaux addresses Munch’s final ambitions and the 

overarching plans he pursued late in life, as gleaned from her biography: 

 

1. Munch’s Ongoing Exploration of Psychological Themes 

a) Continued Preoccupation with Inner Turmoil 

• Emphasis on Life’s Stages: Prideaux portrays Munch as an artist who never stopped 

examining the psychological layers of human existence. Even in his later years—after 

decades of painting iconic works such as The Scream, Madonna, and The Sick Child—

Munch continued creating compositions that delved into fear, anxiety, loneliness, and 

the fleeting nature of life. 

• Late Self-Portraits: Prideaux discusses how Munch’s final self-portraits (some 

showing him aging and confronting illness) illustrate both a persistent self-scrutiny 

and an acceptance of his frail mortality. These works can be read as part of Munch’s 

“lifelong visual diary,” culminating in a body of work that he hoped would be seen as 

a chronicle of the human condition in all its phases. 

b) Symbolic and Spiritual Undercurrents 

• Symbolism’s Lasting Grip: Prideaux underscores that Munch’s roots in Symbolism 

stayed with him. Even as he evolved into a forerunner of Expressionism, his late 
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paintings retained symbolic and sometimes mystical elements tied to universal human 

experiences—birth, love, death, and renewal. He planned for these themes to remain 

central and to define his overall artistic legacy. 

 

2. The Monumental Projects and Public Commissions 

a) University Aula Decorations (1909–1916) and Their Afterlife 

• Triumph and Public Reception: One of Munch’s most ambitious undertakings 

during the middle–late period of his career was the set of murals for the University of 

Oslo’s auditorium (“Aula”). Though mostly completed by 1916, Prideaux highlights 

how Munch continued tweaking and re-evaluating these large-scale compositions in 

the decades that followed. Even late in life, he saw these murals—featuring the 

immense Sun panel and other allegorical scenes—as a defining public statement about 

the cycle of life, learning, and enlightenment. 

• Legacy Concerns: Prideaux notes that Munch was well aware that murals in a 

prominent civic space would remain a lasting testament to his vision long after his 

death. He revisited and contemplated these monumental works, considering them 

pivotal to how future generations might judge him. 

b) Plans for Additional Public Art or Mural Installations 

• Desire for Greater Civic Presence: Prideaux references letters and diary entries 

showing that Munch entertained the idea of undertaking more large-scale murals for 

public buildings. Though some ideas never materialized, his sketches suggest a 

continued interest in extending his Expressionistic style to architectural spaces—he 

believed art should fill environments, not merely hang in private galleries. 

• Evolving Visual Language: Even in rough sketches, Munch’s lines show an ongoing 

interest in dynamic, emotional figure groupings. According to Prideaux, he envisaged 

further mural cycles that might depict broader social or existential themes, though the 

onset of World War II and his personal health issues curtailed these plans. 

 

3. The Ekely Estate and Plans for a “Total Environment” 

a) Working in Seclusion 

• Retreat Outside Oslo: Munch spent his last decades largely at Ekely, his estate on the 

outskirts of Oslo. Prideaux describes how Munch’s semi-isolation there had practical 

and psychological underpinnings: on the one hand, he was protecting his fragile 

health; on the other, he sought a peaceful environment to concentrate on painting. 

• Late Floral and Landscape Paintings: In these final years, Munch produced 

numerous works of his gardens, trees, and surrounding fields. Prideaux emphasizes 

that he regarded these nature studies as meditations on life’s cyclical nature—still very 

much in keeping with his earlier existential themes. 
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• Workshop-Like Atmosphere: Munch’s desire was for Ekely to function like a 

comprehensive studio-laboratory. Prideaux depicts him moving among various 

outbuildings, using different spaces for painting, printmaking, and storage. He planned 

that his estate might remain an “artist’s sanctuary” or eventually become a museum 

space dedicated to his work. 

b) Concerns About Preservation and Future Exhibitions 

• Looking Ahead to Posterity: Prideaux shows that by the 1930s and early 1940s, 

Munch was keenly aware of how he wanted his oeuvre preserved. He kept a 

meticulous (if somewhat idiosyncratic) archive of his own work on the property—

canvases stacked in barns, prints carefully guarded. 

• The Gift to Oslo: In his will, Munch famously bequeathed the majority of his 

artwork, sketches, and other possessions to the city of Oslo. Prideaux details how this 

bequest was driven by Munch’s desire to see the works stay together as a cohesive 

collection, ensuring that the through-line of his life’s vision would be accessible to 

future researchers and admirers. Even if he did not fully articulate how they should be 

displayed, he was firmly convinced that they formed a singular artistic statement. 

 

4. Late Career Prints and Experiments with Medium 

a) Ongoing Innovations in Printmaking 

• Revisiting Core Motifs: According to Prideaux, in his later years Munch returned to 

some of his best-known motifs—The Scream, Madonna, The Kiss—in lithographs, 

woodcuts, and etchings, experimenting with different color registrations and printing 

surfaces. He saw these new iterations as a continued refinement of the emotional 

directness at the heart of his style. 

• Technical Creativity: Prideaux points out that Munch, though often solitary, 

remained in contact with master printers and kept up with current innovations. He had 

ongoing plans to reintroduce color effects or explore deeper textual grain in 

woodblocks. This was not merely repetition: he believed in a near-scientific approach 

to testing how subtle shifts in color or line could amplify emotion. 

b) Toward a Summation of His Oeuvre 

• Revisiting Early Themes: For Munch, returning to earlier subjects in print form was 

more than nostalgia. Prideaux interprets it as an effort to unify his life’s work into a 

cohesive statement—one he could control, revise, and refine right up until his death. 

• Desire to Maintain Artistic Control: Prideaux highlights Munch’s sense of 

protectiveness over his prints. He worried about unauthorized editions or poor-quality 

reprints, which might dilute his artistic vision. In his final years, he tried to outline 

guidelines and manage how his prints would be circulated in the future. 

 

5. Philosophical and Existential Underpinnings 
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a) The Concept of the “Frieze of Life” 

• Lifelong Framework: One of Munch’s most famous projects, The Frieze of Life, was 

not simply a series from the 1890s—he considered it a living framework that he kept 

expanding. Even near the end, he viewed many of his paintings and prints as 

belonging to that broader narrative, which encompassed “Love, Anxiety, and Death.” 

• Refining the Universal Message: Prideaux asserts that Munch hoped to leave behind 

a body of work that showed the shared undercurrent of human emotion—the “frieze” 

of universal experience. Though he had no large-scale final “master plan” to 

reorganize them physically late in life, he continued to speak of the concept as an 

overarching structure that unified his oeuvre. 

b) Wrestling with Mortality and Immortality 

• A Sense of Time Running Out: Prideaux gives readers a sense of Munch’s urgency 

in his later diaries. Illness, eyesight problems, and the looming presence of WWII 

weighed heavily on him. Despite these pressures, Munch’s creative drive did not 

wane; he was still intensely motivated to leave a definitive impression in the art world. 

• Art as Immortality: Behind his sometimes-eccentric habits, Munch believed the 

essence of the artist transcended personal demise through the paintings themselves. He 

constantly ruminated on how future generations would read meaning into his works—

a key reason he designated so many to remain together. 

 

6. Prideaux’s Assessment: An Ongoing Evolution Rather 

Than a Static “Late Style” 

• Rejected Notion of “Finished”: Prideaux underscores that Munch disliked labeling 

any painting as definitively done. Until his last days, he revisited and reworked 

canvases, always with an eye to further enhancing their emotional power. 

• Shifting Techniques, Same Core Themes: Even as he explored new color palettes or 

more vigorous brushwork, the essential Munch—introspective, existential, and 

psychologically attuned—remained. Prideaux’s biography thus portrays his late style 

not as a separate phase but as a continuation of the same quest he had begun decades 

prior. 

• Desire for a Cohesive Legacy: Above all, Munch’s final plans revolved around 

preserving the integrality of his life’s work. He repeatedly expressed frustration when 

single paintings appeared in isolation, feeling they lost their resonance without the 

broader context of his symbolic, often autobiographical, cycles. 

 

Conclusion 

In Edvard Munch: Behind the Scream, Sue Prideaux offers a nuanced picture of an artist who, 

far from settling into a static “late phase,” spent his final years just as engaged—if not more 

so—in shaping the future reception of his work. Central to these efforts were: 
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• Large-scale mural commissions (notably the Aula murals) and the lingering dream of 

additional public artworks. 

• A focus on nature and the surroundings at Ekely, where he strove to build a 

comprehensive studio environment that might outlast him. 

• Revised and reprinted versions of his earlier motifs, reflecting a wish to refine and 

codify his signature expressionistic language. 

• An underlying philosophical wish that his entire body of work remain unified, to be 

seen as one continuous commentary on life’s pivotal experiences. 

Prideaux’s biography underscores how Munch saw himself as perpetually in progress—even 

when frail health or world events conspired against him. To the very end, his core plan was 

both simple and monumental: to create and preserve a grand, unified testament to the depths 

of human emotion, ensuring that his singular vision would outlive him and continue to 

provoke empathy, awe, and introspection for generations to come. 

************************************************************************* 

Describe and analyze please the work of Arne Eggum „Edvard Munch: Painter, Draftsman” 

in terms of artisitc plans that Edvard Munch had in mind before his death  in detail. 
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Overview of Arne Eggum’s Work on Munch 

Arne Eggum (1936–2009) was a prominent Norwegian art historian and former 

curator/director at the Munch Museum in Oslo. He dedicated much of his career to examining 

Edvard Munch’s vast output—paintings, drawings, prints—and elucidating Munch’s 

biography and artistic intentions. One of Eggum’s notable publications is often listed under 

titles such as Edvard Munch: Painter, Draftsman (or similarly worded variants in different 

editions). In this work, Eggum analyzes both Munch’s artistry and his extensive paper-based 

oeuvre, highlighting the interconnections between Munch’s drawings and his completed 

paintings. 

While Eggum’s study spans Munch’s entire career—from his earliest influences in the late 

19th century to his final works in the mid-20th century—he also discusses the painter’s 

evolving creative vision toward the end of his life. Below is a synthesized look at how 

Eggum’s scholarship (and Munch scholarship in general) addresses the artistic plans that 

Edvard Munch had in mind before his death and how those plans tie in with Edvard 

Munch: Painter, Draftsman. 

 

1. Munch’s Late Period and the Question of “Artistic 

Plans” 

a) Shift to Self-Reflection and Thematic Continuity 



154 

 

In the final years of his life (roughly the 1920s through his death in 1944), Munch withdrew 

more and more to his estate at Ekely, just outside Oslo. Although he continued painting and 

drawing, these later works show a marked preoccupation with: 

1. Self-Portraits – Munch produced a series of introspective self-portraits that highlight 

aging, mortality, and the passing of time. 

2. Revisiting Earlier Themes – Even in advanced age, Munch returned to motifs from 

his “Frieze of Life” cycle (love, anxiety, human relationships, and death), though often 

with a looser brushwork and more expressionist flair. 

Eggum, in Painter, Draftsman, emphasizes how Munch’s draftsmanship—quick sketches, 

pastel works, pencil studies—remained a direct conduit to revisiting central emotions and 

experiences. Munch’s drawings provided him with immediate ways to re-explore well-worn 

themes of love, despair, jealousy, and human anxiety, many of which first coalesced during 

his younger Symbolist-Expressionist phase. 

b) The Drive Toward a Monumental Legacy 

Over the years, Munch famously kept large numbers of his paintings, drawings, and prints 

rather than selling them. By the 1930s, as his reputation grew, so did his determination to 

leave a cohesive artistic testament to Norway and to posterity. Eggum contextualizes Munch’s 

actions here—holding back his own artworks—as part of a broader vision to ensure that the 

full scope of his creative evolution would be available for study and display. 

Key point: Munch’s “artistic plan” was not merely to produce new works but also to preserve 

the arc of his entire career as one interconnected statement. This implies: 

• A desire for future generations to see how certain motifs progressed, from embryonic 

pencil sketches to completed oils spanning decades. 

• A wish to create a quasi-archive or “complete record” that would outlive him, 

evidenced by the substantial number of drawings and finished paintings found in his 

studio after his death. 

 

2. Artistic Plans and Their Expression in Painter, 

Draftsman 

In Edvard Munch: Painter, Draftsman, Eggum lays particular emphasis on how Munch used 

drawing as a: 

• Preparatory Tool: Many of Munch’s larger-scale paintings of the 1930s and early 

1940s were preceded by numerous sketches. Eggum tracks these sketches, revealing 

how they evolve from rough outlines to near-finished miniature compositions. 

• Means of Exploration: Late in his life, Munch would sketch and resketch certain 

subjects—often self-portraits or symbolic motifs like “The Sick Child”—as a way to 

refine or reflect on ideas he had introduced decades earlier. 
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Eggum uses these drawing sequences to illuminate Munch’s state of mind and his continued 

innovation in technique despite recurring subject matter. Even when his health was declining, 

Munch maintained a strong observational and emotional intensity in his sketches, suggesting 

that he planned to keep refining key symbolic images up until the end. 

a) Preserving a Unified Oeuvre 

Eggum points out that Munch’s decision to keep nearly all his unsold artworks on his Ekely 

estate mirrored Munch’s sense of destiny—that is, he foresaw a time when all of these works 

could be given as a single, massive bequest to the city of Oslo. The creation of an eventual 

Munch Museum (which opened in 1963) was, in many ways, a fulfillment of that plan. 

According to Eggum and other scholars, Munch’s frequent refusal to break up the “family” of 

his paintings and drawings was a long-term curatorial vision: 

• Munch anticipated that scholars and the public would later need to see his full 

development in one place. 

• He guarded large bodies of related artworks—sometimes reworking older paintings or 

adding new sketches that connected with older themes—to keep them contextually 

unified. 

b) Specific Later Works as a Testament to Future Plans 

Eggum draws attention in his text to specific late self-portraits, such as “Self-Portrait: 

Between the Clock and the Bed” (1940–43). This painting—along with associated 

sketches—symbolizes Munch’s awareness of time running out (the “Clock”) and the bed as 

the final resting place (i.e., death). It’s frequently cited as a visual encapsulation of Munch’s 

final reflections on life and his own legacy. Eggum underscores how Munch never lost sight 

of his core existential questions, even as he faced failing health and the turmoil of World War 

II around him. 

Similarly, a number of late drawings also reveal Munch’s consistent interest in revisiting 

iconic images (e.g., variations of “The Scream,” though more rarely painted in his very last 

years, or other psychological portraits) as if to confirm and refine the legacy he wanted to 

leave behind. 

 

3. Eggum’s Analysis of Munch’s “Endgame” Vision 

a) Continuation vs. Conclusion 

Rather than an abrupt artistic “end,” Eggum portrays Munch’s final plans as a continuation 

of a life-long series of creative inquiries. This undermines any notion that Munch had a final 

“break” or that his output declined into total repetition. Instead, Eggum shows that many of 

Munch’s last drawings—often gestural, full of vibrant linework—attest to an old master still 

exploring angles, contours, and emotional expressions. 

b) A Bequest to the Nation 
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By focusing on Munch’s drawings, Eggum is able to illustrate (quite literally) how Munch 

was cementing his personal mythology for posterity. Where Munch might have once parted 

with smaller works for income, he deliberately retained many key sketches and large 

paintings in his later years. Eggum argues that Munch wanted these pieces to remain together 

so the “life cycle” of his art would be intact and publicly accessible. In other words, Munch’s 

final “plan” was not only about continuing to create but about shaping an inheritance that 

would serve as a cultural treasure for Norway. 

c) Emotional and Aesthetic Testament 

Eggum also highlights that Munch’s last works can be read as a personal testament—diary-

like expansions of the emotional terrain Munch had traversed since his youth. While the 

earlier “Frieze of Life” cycles are more famously discussed in Munch scholarship, Eggum 

shows that the repeated motifs and compositional sketches late in Munch’s life demonstrate 

an artist who strove to ensure that he remained consistent with his earliest existential 

preoccupations, even as he approached the end of his own existence. 

 

4. Legacy and Influence on Future Exhibitions 

One practical realization of Munch’s plan—and something Eggum helped facilitate during his 

time at the Munch Museum—was the thorough cataloging of Munch’s enormous drawing 

collection. This archive included: 

• Sketchbooks: providing insight into Munch’s day-to-day observations and 

experimentations. 

• Loose drawings and studies: often serving as intermediate steps for paintings like 

Madonna, The Scream, Vampire, or various self-portraits. 

• Illustrative fragments: compositional try-outs or color notations that reveal Munch’s 

dynamic working process. 

Eggum’s cataloging and scholarly publications (including Painter, Draftsman) played a major 

role in fulfilling Munch’s vision that researchers, curators, and the public could study the 

gradual progression of ideas from pencil lines to monumental oil paintings. Indeed, one might 

say that Munch’s final “plan” was fully realized only through these posthumous efforts, with 

Eggum’s work forming part of that curatorial and academic mission. 

 

Conclusion 

In “Edvard Munch: Painter, Draftsman,” Arne Eggum provides a comprehensive look at 

Munch’s creative processes, stressing the integral role of drawing in Munch’s exploration of 

existential themes. Crucially, in the context of Munch’s artistic plans before his death, 

Eggum’s scholarship illustrates how: 
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1. Munch intended to preserve his life’s work as a cohesive whole—paintings, drawings, 

and prints—so that its interconnected themes and evolving techniques would remain 

visible to future generations. 

2. Drawing and sketching served as a continuous laboratory for Munch’s ideas, enabling 

him to refine or revisit iconic motifs up to his last days at Ekely. 

3. Even in his old age, Munch did not stop experimenting nor did he compromise his 

overarching vision; rather, he deepened his exploration of mortality, identity, and 

emotional intensity. 

4. By bequeathing the entirety of his unsold works to the city of Oslo, Munch ensured 

that his final plan—creating a grand legacy for Norway—would take physical form in 

the Munch Museum. Eggum’s scholarship, in turn, aids in interpreting and organizing 

the vast archive, thus helping fulfill what Munch had envisioned. 

In essence, Eggum’s Edvard Munch: Painter, Draftsman stands as a key scholarly lens 

through which we can understand both the breadth of Munch’s output and the self-conscious 

planning behind that output—planning that was directed toward preserving a full portrait of 

his life’s art for posterity. 

************************************************************************* 

Describe and analyze please the work of Gerd Woll „Edvard Munch: Complete Paintings” 

and „Edvard Munch: The Complete Graphic Works” in terms of artisitc plans that Edvard 

Munch had in mind before his death  in detail. 
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Overview 

Gerd Woll’s two monumental catalogues— 

1. Edvard Munch: Complete Paintings (a multi-volume catalogue raisonné), and 

2. Edvard Munch: The Complete Graphic Works— 

are widely regarded as the definitive scholarly references for Munch’s oeuvre. These 

publications not only document the sheer breadth of Munch’s creative output 

(paintings, prints, woodcuts, lithographs, and other graphic work) but also illuminate 

how his artistic vision evolved, including insights into his late-life plans and ideas. 

Below is a closer look at each publication and an analysis of how they relate to Munch’s final 

artistic intentions before his death in 1944. 

 

1. Edvard Munch: Complete Paintings 

Scope and Structure 

• Multi-Volume Work: The Complete Paintings is divided chronologically into 

volumes that span Munch’s long career from the 1880s to his death in 1944. 
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• Catalogue Raisonné Approach: Each entry includes provenance details, exhibition 

history, critical commentary, and high-quality reproductions. Where possible, Woll 

integrates Munch’s own journal entries, letters, and notes, allowing readers to see how 

Munch conceptualized each piece. 

Importance for Understanding Munch’s Late Artistic Vision 

• Documentation of Recurrent Motifs: Woll tracks Munch’s iconic motifs—The 

Scream, Madonna, Vampire, and the Frieze of Life themes—throughout the entire 

painting catalogue. In the later volumes, these recurring images often reappear in 

subtly reworked or reimagined forms, reflecting Munch’s enduring preoccupation with 

existential themes, mortality, and psychological introspection. 

• Insight into Munch’s “Living Archive”: In his final years, Munch famously kept 

and reworked many of his paintings on his own estate at Ekely, near Oslo. Woll’s 

chronological presentation clarifies how Munch revisited earlier compositions, 

sometimes repainting entire areas or creating new variants. This practice hints at 

Munch’s intention to maintain a “living archive” of his life’s work—an integrated 

body of pieces that he believed would continue to speak to future generations. 

• Late Portraiture & Self-Portraits: In the 1930s and early 1940s, Munch produced a 

number of self-portraits that reflect his confrontation with aging and mortality (e.g., 

Self-Portrait: Between the Clock and the Bed, 1940–43). Woll’s volume situates these 

within Munch’s broader development, illuminating how he consciously used the self-

portrait genre to reflect on his own legacy and artistic destiny, even as he anticipated 

that the majority of his works would be left to the city of Oslo. 

Artistic Plans and Legacy 

• Preservation and Bequest: Before his death, Munch intended that much of his 

oeuvre—paintings, sketches, prints, and other materials—would be safeguarded for 

public benefit. Woll discusses the bequest to the city of Oslo, which would later form 

the core of the Munch Museum’s collection. Through provenance notes and 

commentary, the catalogue reveals just how deliberate Munch was about ensuring 

future preservation of his art. 

• Frieze of Life Concept: Munch never ceased refining the “Frieze” idea (the concept 

of a series reflecting the stages of human life and emotion). The final volume of 

Complete Paintings shows Munch’s attempts to unify paintings from earlier decades 

to form a cohesive statement, even if he did not finalize a single grand “frieze” by the 

time of his death. Woll’s scholarship underscores Munch’s overarching plan: to leave 

a thematic cycle of works exploring love, death, anxiety, and existential dread as a 

lasting statement. 

 

2. Edvard Munch: The Complete Graphic Works 

Scope and Structure 
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• Comprehensive Coverage of Prints: This single-volume (though substantial) 

catalogue raisonné covers Munch’s extensive activity in etching, lithography, 

woodcut, and other print techniques from the 1890s onward. 

• Technical Detail and Variants: Each entry often includes detailed notes on the 

different states, color variations, print runs, and the chronology of Munch’s printing 

process. Woll’s meticulous documentation provides crucial insight into Munch’s 

working method—he often experimented with re-cutting and re-inking blocks or 

plates to achieve new emotive qualities. 

Importance for Munch’s Late Vision 

• Revisiting Familiar Imagery: Like the paintings, Munch’s prints frequently revisit 

key motifs—The Kiss, The Scream, Melancholy, and numerous self-portraits. The later 

graphic works sometimes involve re-carving or re-etching older plates, showing how 

Munch continued to “update” his images as his style and conceptual focus shifted in 

later life. 

• Economy and Dissemination: Munch recognized early on that prints allowed him to 

disseminate his imagery more widely and more affordably. In his final years, he 

appears to have planned for these works to carry forth his name and reputation in a 

more democratic fashion than paintings, since prints could reach broader audiences. 

Woll’s text details each edition size (when known) and how Munch oversaw the 

printing, giving glimpses into his practical considerations for legacy-building. 

• Final Experiments: Even as his health waned, Munch continued to experiment with 

jarring color contrasts, unusual cropping, and expressive line in his printmaking. 

Woll’s documentation of these last works, some of which remain in unfinished states 

or in small editions, highlights Munch’s persistent drive to innovate and refine his 

graphical language. 

Artistic Plans and Legacy 

• Creating a “Graphic Archive”: Throughout The Complete Graphic Works, Woll 

points out how Munch kept many proofs and printing plates in his studio archives. 

Munch’s diaries indicate he wanted these plates and prints to be archived 

systematically, so that future generations could study his techniques and the evolution 

of his imagery. 

• Integration with the Painted Oeuvre: Munch’s late thinking treated painting and 

printmaking not as separate pursuits but as integrated facets of one unified artistic 

project. Woll’s detailed cross-references between prints and paintings make clear that 

Munch conceived of both mediums as complementary. This illuminates Munch’s 

“total” plan: each significant motif in painting had a parallel “life” in print form, 

ensuring a wide and lasting impact. 

 

How These Catalogues Reflect Munch’s Final Artistic 

Plans 

1. Holistic Legacy: Both Complete Paintings and Complete Graphic Works document 

Munch’s consistent return to central existential themes. Munch’s plan was not to 
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create isolated masterpieces but to assemble a body of work that tackled universal 

human emotions—love, loss, jealousy, mortality—again and again. Gerd Woll’s 

scholarship shows how Munch arranged (and rearranged) these artworks, hinting at his 

desire for a grand thematic cycle that would persist long after his death. 

2. Preservation and Public Access: By meticulously cataloguing every piece with 

provenance and archival data, Woll’s work reveals Munch’s desire for a permanent, 

publicly accessible archive (the eventual Munch Museum in Oslo). Munch’s final will, 

in which he bequeathed an enormous collection to the city of Oslo, is a testament to 

the fact that he was indeed planning for scholarly and public engagement with his 

oeuvre. 

3. Continual Revisions: In his later years, Munch reworked earlier motifs, added new 

layers of paint, or revisited older plates, indicating that he saw his oeuvre as fluid and 

evolving. Woll’s catalogues painstakingly note these revisions. This documentation 

underscores how Munch was less interested in final “static” objects than in an ongoing 

process—something Woll’s volumes capture through careful dating and comparison of 

variants. 

4. Unified Vision Across Media: Munch’s paintings and prints share symbolic and 

thematic cores. By studying Woll’s two works side by side, one sees Munch’s 

underlying vision: painting, graphic work, and even lesser-known media (like 

drawings and watercolors) all feed into a single, interconnected project. Munch 

wanted future viewers and scholars to see the interrelations among these works—an 

intention realized through the catalogues’ cross-references. 

 

Concluding Thoughts 

Gerd Woll’s Edvard Munch: Complete Paintings and Edvard Munch: The Complete Graphic 

Works stand as essential resources for anyone investigating Munch’s artistic legacy and end-

of-life intentions. They reveal, in meticulous detail, how Munch: 

• Organized and preserved his art for posterity, 

• Persistently revisited motifs to craft an existential narrative across media, and 

• Conceived of his life’s work as a continuous project rather than a finite series of 

individual pieces. 

In short, these catalogues illuminate the depth and cohesion of Munch’s final plans—namely, 

to leave behind an integrated, reflective “archive of the soul,” ensuring that his probing 

examination of the human condition would remain accessible and relevant to generations yet 

to come. 
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Klimt's artistic plans before his death 
 

 

 

 

 

 

 

Please describe what other artistic tasks Klimt was planning to carry out before his death, but 

which were not carried out because of his death? Also, list the authors who have analysed 

this issue in the context of Klimt's career and outline their main conclusions. 
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Gustav Klimt’s sudden death in February 1918 brought a number of in-progress and projected 

works to an abrupt halt. Although Klimt was a famously private artist who often worked 

behind closed doors, several partially finished pictures and documented portrait commissions 

confirm that, at the time of his final illness, he had multiple projects under way or in the 

planning stages. Below is an overview of those unfinished tasks and the scholarly 

commentary surrounding them. 

1. Unfinished Paintings and Planned Portraits 

a) The Bride (Die Braut) 

• Status: Discovered on an easel in Klimt’s studio after his death, left at various stages 

of completion. 

• Content: A large composition featuring several intertwined figures, suggestive of 

Klimt’s late-career fascination with sensuality and layered decorative motifs. 

• Significance: Often discussed as emblematic of a potential new direction in Klimt’s 

art—combining his well-known “golden period” ornamentation with a looser, more 

expressive handling of paint that some see as anticipating post-war Expressionism. 

b) Portrait of Johanna Staude 

• Status: Commissioned in 1917 but left unfinished. Klimt worked on it into his final 

weeks. 

• Features: Reflects Klimt’s mature portrait style: a focus on elegant female sitters, rich 

textiles, and refined color harmonies. 

• Significance: Scholars note the especially vibrant palette and the sense that Klimt was 

refining his portraiture toward a softer, more intimate approach in his final phase. 

c) Portrait of Ria Munk III 
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• Status: The third version of Klimt’s portrait of Ria Munk (a young woman who had 

died tragically). Klimt had restarted and reworked this composition multiple times; it 

remained incomplete at his death. 

• Significance: Illustrates Klimt’s dedication to capturing both realism and an almost 

dreamlike, ornamental backdrop. The repeated attempts reveal how meticulously 

Klimt approached important private commissions. 

d) Lady with a Fan (Dame mit Fächer) 

• Status: Painted around 1917–18; although nearly finished, some scholars classify it 

among the “late unfinished works,” given that Klimt may still have intended further 

detailing. 

• Significance: Showcases Klimt’s continued interest in Japanese-inspired motifs (the 

fan, floral patterns) and a freer brushwork. Some argue it points to a lighter, more 

decorative direction in his very last period. 

e) Additional Portrait Commissions 

Apart from the specifically identified unfinished canvases, Klimt’s reputation as Vienna’s 

leading portraitist meant he continually received new commission inquiries—particularly 

from wealthy Viennese families. While not all commissions are documented in detail, it is 

known from correspondence and diaries of his patrons that several potential portraits were “on 

the horizon.” These were of course never realized once Klimt died. 

2. Other Planned Artistic Tasks 

Although the best-documented unfinished works are the portrait commissions and large-scale 

easel paintings mentioned above, several scholars have also speculated about Klimt’s 

potential decorative and exhibition-related projects: 

1. Further Decorative Panels or Mural Work 

o Klimt had built his reputation early on with monumental commissions (e.g., 

the ceiling paintings at the Burgtheater, the Faculty Paintings for the 

University of Vienna—though these were later destroyed). While no large new 

public commissions were under contract at the time of his death, some 

colleagues hinted that Klimt considered returning to more ambitious decorative 

cycles, possibly in collaboration with architects for private mansions or 

exhibition pavilions. 

2. Continued Collaboration with the Wiener Werkstätte 

o Klimt had a close relationship with certain designers of the Wiener Werkstätte 

(e.g., Josef Hoffmann). Letters and anecdotal evidence suggest the possibility 

of further textile designs or interior décor collaborations, although no definitive 

contract was documented before his stroke in January 1918. 

3. Ongoing Involvement in Secession-Related Exhibitions 

o Though Klimt had famously broken with the Vienna Secession in 1905, he 

continued to exhibit independently, including in “Kunstschau” exhibitions 

organized by the Klimt Group. Friends and associates believed Klimt was 

planning new showings of his latest portraiture and landscapes in Vienna and 

possibly abroad. His death curtailed any further plans. 
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3. Key Authors Who Have Analyzed Klimt’s Unfinished 

Projects 

A number of art historians and Klimt specialists have investigated his late work and the 

question of what might have followed had he lived longer. Below are several influential 

authors, along with a summary of their main conclusions: 

1. Alfred Weidinger 

o Major Works: Gustav Klimt (various exhibition catalogues, monographs, and 

catalogue raisonné contributions). 

o Conclusions: 

▪ Klimt’s late style was trending toward a freer, more painterly 

application of color and form, as evidenced by unfinished works. 

▪ He sees “The Bride” and unfinished portraits as transitional pieces that 

would have led Klimt’s art away from the highly polished 

ornamentation of earlier years toward a more personal, introspective 

expression. 

2. Tobias G. Natter 

o Major Works: Curator of significant Klimt retrospectives at the Belvedere 

(Vienna) and Leopold Museum; editor of scholarly catalogues. 

o Conclusions: 

▪ Emphasizes the role of Klimt’s evolving subject matter (particularly the 

female figure) and how the incomplete canvases reveal changes in 

Klimt’s color palette and looser technique. 

▪ Posits that, had Klimt survived beyond 1918, his alignment with 

younger contemporaries like Egon Schiele might have grown, further 

bridging Symbolism and early Expressionism in Vienna. 

3. Christian M. Nebehay 

o Major Works: Gustav Klimt: From Drawing to Painting, various publications 

on Vienna 1900. 

o Conclusions: 

▪ Argues that Klimt’s sketches and preparatory studies for “The Bride” 

and the unfinished portraits show a mix of symbolic allusions and 

purely decorative patterns. 

▪ Suggests Klimt’s health problems came at a time when he was 

contemplating a partial return to allegorical themes, balancing them 

with the modern portrait commissions that dominated his later output. 

4. Frank Whitford 

o Major Works: Klimt (Thames & Hudson) and other studies on modern 

Viennese art. 

o Conclusions: 

▪ Highlights the tension between Klimt’s public image (the “celebrity 

portraitist” of Vienna) and his private experimentation in unfinished 

works. 

▪ Maintains that Klimt, always inventive, would likely have continued 

melding decorative elements with a psychologically charged portrayal 

of his sitters if he had lived longer. 

5. Marian Bisanz-Prakken 



164 

 

o Major Works: Publications focusing on Klimt’s drawings (e.g., sketches for 

his late works). 

o Conclusions: 

▪ Points to the profusion of drawing studies left behind as evidence of 

Klimt’s ongoing refinement of compositional ideas. 

▪ Argues that the incomplete paintings represent not so much a radically 

“new style” but rather the next logical step in Klimt’s steady evolution 

toward more relaxed, less rigid ornamentation. 

4. Summary of Scholarly Perspectives 

In broad terms, most Klimt scholars agree on the following points regarding the “projects that 

never were”: 

• Shift in Technique: Klimt was moving away from the painstaking gold-leaf surfaces 

and mosaic-like patterns of his “golden period” toward a looser brushstroke, slightly 

brighter or cooler color schemes, and more open backgrounds. 

• Continued Focus on Portraits: He remained in high demand among the Viennese 

elite; unfinished canvases and rumored commissions indicate portraiture was still a 

primary occupation. 

• Exploration of Symbolic & Erotic Themes: Despite or perhaps because of the 

controversies that had followed him earlier (e.g., the University of Vienna paintings), 

Klimt continued to depict the nude and semi-nude female form, suggesting an ongoing 

interest in the interplay of eroticism, psychology, and decorative design. 

• Potential Larger Projects: While less concretely documented, there were hints of 

continuing mural work or interior design collaborations—consistent with Klimt’s 

earlier interest in total artistic environments (Gesamtkunstwerk). 

No definitive roadmap for Klimt’s next major mural, decorative cycle, or series of portraits 

survives. However, the unfinished paintings found in his studio and references in letters, 

diaries, and the recollections of patrons and colleagues confirm that 1918 cut short an artistic 

trajectory still in motion. In that sense, Klimt’s untimely death leaves open a set of tantalizing 

“what-ifs” about the late phase of one of Vienna’s most significant modernists. 

References (Select Examples) 

• Natter, Tobias G. (ed.): Gustav Klimt. Painting, Design and Modern Life in Vienna 

1900. Munich: Prestel, various editions. 

• Weidinger, Alfred: Gustav Klimt (Catalogue Raisonné & Exhibition Catalogues). 

Munich: Hirmer, various years. 

• Nebehay, Christian M.: Gustav Klimt: From Drawing to Painting. New York: 

Rizzoli, 1994. 

• Whitford, Frank: Klimt. London: Thames & Hudson, 1990. 

• Bisanz-Prakken, Marian: Essays on Klimt’s Drawings in Belvedere exhibition 

catalogues, Vienna. 

These authors and others provide the clearest window into what Klimt left behind in his studio 

and how that evidence hints at the future directions his art might have taken. 

************************************************************************** 
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Describe and analyze please the work of Alfred Weidinger „Gustav Klimt” in terms of artisitc 

plans that Klimt had in mind before his death  in detail. 
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Alfred Weidinger’s Gustav Klimt is one of the key modern monographs on Klimt’s life and 

art. Weidinger—a respected Austrian art historian and curator—draws upon extensive 

archival material, letters, sketchbooks, photographs, and historical context to create a 

thorough portrait of Klimt’s development and intentions. In particular, he devotes significant 

attention to Klimt’s final years and the artistic plans the painter entertained before his 

untimely death in February 1918. Below is an overview and analysis, with an emphasis on the 

works and aspirations Klimt was pursuing at the end of his life, as described by Weidinger. 

 

1. Context of Klimt’s Late Period 

1. Transition from the ‘Golden Phase’ 

Klimt’s “Golden Phase” had concluded roughly a decade earlier, marked by major 

works such as The Kiss (1907–1908), Adele Bloch-Bauer I (1907), and Danaë (1907–

1908). By the early 1910s, Klimt was exploring more painterly, brightly colored 

compositions (as in Death and Life, 1908–1916). Weidinger positions this transition as 

Klimt’s response to a broader move away from pure decorative opulence toward a 

deepened interest in psychological complexity, painterly spontaneity, and freer color 

range. 

2. Growing International Acclaim 

As Weidinger shows, Klimt was no longer a regional Viennese phenomenon by the 

mid-1910s. He had garnered international attention through exhibitions in Germany, 

Italy, and beyond. This increased acclaim put more demands on him—commissions, 

prospective collaborations, and possibly even further decorative projects with the 

Wiener Werkstätte. Klimt’s circle included younger artists like Egon Schiele and 

Oskar Kokoschka, but also wealthy patrons and admirers keen for new Klimt works. 

3. Health and Studio Environment 

Klimt’s final years were shadowed by episodes of ill health and, ultimately, the stroke 

that led to his death in 1918. Nonetheless, as Weidinger carefully documents (relying 

on letters and accounts from contemporaries), Klimt’s studio remained active, strewn 

with unfinished canvases and numerous sketches for future works. It is in these last 

sketches and partially completed paintings that one can glimpse Klimt’s forward-

looking ideas. 

 

2. Unfinished Paintings and Planned Projects 

The Bride (Die Braut) 
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1. Composition and Symbolism 

Weidinger devotes particular attention to Klimt’s unfinished The Bride, often 

considered his “testament” piece. Although incomplete, the painting offers a crucial 

insight into his evolving style. The canvas features a multilayered composition—

multiple figures float in a dreamlike, floral setting, with a central female figure in a 

loosely draped, diaphanous gown. 

2. Use of Color and Form 

Weidinger notes how Klimt was pushing toward more experimental color contrasts, 

weaving patterns and shapes almost spontaneously. In The Bride sketches, one sees 

him blending the decorative line work for which he was famous with freer, 

impressionistic strokes. This synthesis suggests Klimt was considering a new, more 

fluid approach—still decorative but much bolder in color relationships than his earlier 

gilded style. 

3. Conceptual Evolution 

In his commentary, Weidinger underscores the painting’s thematic layering: sexuality, 

transition, and renewal. The serene bride set against swirling, almost surreal shapes 

signals that Klimt might have planned a new cycle of allegorical or symbolic paintings 

exploring love, fertility, and metamorphosis. 

Lady with Fan (Dame mit Fächer) 

1. Freer Brushstrokes and Motifs 

Another incomplete but visually more “finished” painting, Lady with Fan shows Klimt 

pivoting to an even more painterly style—thinner, luminous fabrics, vibrant 

background patterns reminiscent of East Asian decorative arts, and a spontaneously 

handled color palette. 

2. Projected Portraits 

Weidinger explains that Klimt remained in high demand as a portraitist right up until 

his death. His interest in continuing to paint Viennese society women (and exploring 

more exotic, international influences) indicates that he was intent on evolving 

portraiture away from the heavy gold-leaf backgrounds of a decade prior. 

Other Late Pieces 

• Amalie Zuckerkandl (Unfinished Portrait) 

Commissioned in 1917, the portrait remained incomplete at Klimt’s death. Weidinger 

points to the sketches and partial underdrawings that show how Klimt was 

experimenting with a more subdued color arrangement, focusing on psychological 

presence rather than overt ornament. 

• Johanna Staude (Unfinished Portrait) 

Another example of Klimt’s late portraiture in progress, which, according to 

Weidinger, demonstrates his interest in balancing flattened decorative elements with a 

deeper sense of the sitter’s individuality. 

 

3. Klimt’s Artistic Vision for the Future 
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1. Shift to Expression and Bold Color 

Weidinger’s analyses of Klimt’s last works and abundant drawings suggest a growing 

fascination with expressive color, a more liberated brushstroke, and dynamic 

compositions. Although Klimt’s “decorative” inclinations never entirely vanished, he 

was fusing them more seamlessly with fluid, painterly expression. This indicates he 

may have been planning: 

o More allegorical canvases—similar in scope to his earlier “Faculty Paintings” 

or “Beethoven Frieze,” but informed by a broader color range. 

o An ongoing re-invention of portraiture that was less reliant on gold leaf and 

mosaic-like patterning. 

2. Interest in Modern Movements 

While Klimt wasn’t a member of avant-garde movements like Fauvism or 

Expressionism in the direct sense, Weidinger shows him increasingly open to new 

ideas. Klimt was aware of trends in modern art in Paris, Berlin, and elsewhere. Letters 

and contemporary accounts indicate that Klimt would not have necessarily joined 

these movements, but he was curious about bolder palettes and the emotional force of 

color. Had he lived longer, Weidinger speculates Klimt might have further integrated 

these currents into a distinctive Viennese idiom. 

3. Continued Collaborations with Wiener Werkstätte 

Klimt had deep ties to the Wiener Werkstätte, collaborating on decorative projects. 

Weidinger notes that as late as 1917, there were discussions of possible new 

installations or interior designs in which Klimt could continue to unite painting, 

design, and applied arts. The exact details remain speculative, but sketches suggest an 

expanded decorative language that combined swirling figurative lines with luscious 

color blocks and possible textile motifs. 

4. Further Exploration of Erotic Themes 

Klimt’s late drawings (some quite explicit) and unfinished paintings like The Bride 

show that he was still deeply engaged with erotic and sensual motifs. Weidinger 

dedicates a portion of his study to Klimt’s extensive private sketchbooks, concluding 

that Klimt may well have intended a new series or at least further major paintings 

dealing with themes of desire, fertility, and the cycle of life in a more overtly liberated 

manner than mainstream Viennese taste might have approved a few years earlier. 

 

4. Weidinger’s Methodological Approach 

1. Archival Research 

Weidinger’s book is rooted in careful investigation of primary documents—studio 

inventories, Klimt’s letters to patrons, and recollections by his contemporaries (e.g., 

Egon Schiele’s notes on Klimt’s final days). This allows Weidinger to reconstruct 

Klimt’s last projects with a level of detail that earlier monographs sometimes lacked. 

2. Comparisons and Technical Analyses 

Utilizing X-ray imagery and infrared analysis of Klimt’s paintings, Weidinger 

discusses how underdrawings and pentimenti (changes beneath the surface) illuminate 

the artist’s evolving plans. For example, in The Bride, underdrawings confirm that 

Klimt changed figure placements multiple times—pointing to a dynamic, exploratory 

mindset right up to his death. 

3. Assessment of Klimt’s Legacy 

In the concluding sections, Weidinger posits that Klimt’s late works and unfinished 
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canvases form a bridge toward a more expressive, modern Austrian art scene—one 

that Schiele, Kokoschka, and others would further develop. While Klimt died before 

fully articulating this new direction, Weidinger sees enough evidence to speak of an 

“ongoing evolution” rather than a static style at life’s end. 

 

5. Significance and Analysis 

• Weidinger’s Balanced Perspective 

In contrast to purely biographical accounts, Weidinger avoids sensationalizing Klimt’s 

personal life (although he does address Klimt’s relationships and frequent depiction of 

female nudes). His focus remains on dissecting the artworks themselves and the 

logistical/creative plans Klimt had for future paintings. 

• Insight into Klimt’s Working Method 

By examining incomplete works side by side with completed ones, Weidinger offers a 

vivid picture of Klimt’s step-by-step process. In doing so, he pushes back against the 

idea that Klimt’s style was “fully formed” around 1908. Instead, Klimt emerges as an 

artist constantly searching for new pictorial languages. 

• Highlighting the Importance of the Unfinished 

The central conclusion is that Klimt’s final phase was anything but a simple 

recapitulation of earlier successes. Instead, it was a forward-looking, experimental 

period. That the major canvases—The Bride, Lady with Fan, Portrait of Johanna 

Staude, Portrait of Amalie Zuckerkandl—remained unfinished heightens the sense of 

lost possibilities. 

In Summary 

Alfred Weidinger’s Gustav Klimt provides a detailed, scholarly exploration of Klimt’s 

trajectory—culminating in a nuanced look at what might have been had Klimt not passed 

away prematurely in 1918. According to Weidinger, Klimt’s last sketches and canvases reveal 

a painter eager to refine and even overhaul his visual language: more fluid brushstrokes, 

bolder color juxtapositions, subtle interplay of pattern and realism, and a willingness to 

address themes of sensuality and transformation with fresh vigor. These late works suggest 

that Klimt did not see himself as having reached a final style; rather, he was in the midst of 

another major evolution—an evolution cut short by his death. Weidinger thus portrays 

Klimt’s final plans as part of a broader ambition to synthesize his well-known decorative 

brilliance with freer, more modern experimentation in portraiture, allegorical painting, and 

collaborative decorative art. 

*************************************************************************** 

Describe and analyze please the work of Frank Whitford „Klimt” in terms of artisitc plans 

that Klimt had in mind before his death  in detail. 
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Overview of Frank Whitford’s Klimt and Its Focus 

Frank Whitford’s monograph on Gustav Klimt (often published simply under the title Klimt) 

is a detailed exploration of the artist’s life, career trajectory, and the cultural context of turn-

of-the-century Vienna. Whitford situates Klimt’s work against the backdrop of the Vienna 

Secession, Viennese modernism, and the shifting tastes of patrons in the Austro-Hungarian 

Empire. While the text covers the artist’s entire oeuvre—ranging from his early academic 

training to his famous “Golden Phase”—it also sheds valuable light on Klimt’s final years and 

the unrealized directions his art might have taken had he not died prematurely in 1918. 

Below is an outline and analysis, with a focus on what Whitford discusses regarding 

Klimt’s artistic plans, ideas, and unfinished directions before his death. 

 

1. Klimt’s Last Years: Context and Health 

1. Sudden End to a Productive Phase 

o Whitford underscores that Klimt died at the height of his reputation, in his 

mid-50s, from complications following a stroke and pneumonia in early 1918. 

o The artist’s death was unexpected, leaving numerous works in various states of 

completion. Whitford emphasizes how this abrupt ending curtailed Klimt’s 

further experimentation and continued evolution, which was visibly changing 

during his final few years. 

2. Evolution of Style and Technique 

o In his final decade (roughly 1908–1918), Klimt increasingly moved away from 

the heavily gilded surfaces of his “Golden Phase” (typified by The Kiss and 

Portrait of Adele Bloch-Bauer I). 

o Whitford notes a developing interest in freer brushwork, more vibrant colors, 

and—at times—an almost “impressionistic” handling of paint. This shift hinted 

at a trajectory that may have led Klimt closer to other European modernists 

(for instance, parallels to Fauvism in terms of vivid color, though Klimt’s 

approach was uniquely his own). 

 

2. Unfinished Works and Their Significance 

1. Key Late Canvases 

o Whitford devotes special attention to unfinished paintings such as The Bride 

(1917–18) and Portrait of Johanna Staude (1917–18). 

o In these late pictures, Klimt’s palette becomes lighter and more delicately 

varied; the gold leaf is used more sparingly or not at all. Instead, pattern and 

color fields dominate the compositional approach. 

2. The Symbolic Relevance of The Bride 

o In describing The Bride, Whitford sees it as a multifaceted allegory of 

femininity, sexuality, and the cycle of life. The painting, left incomplete on 

Klimt’s easel, reveals a layering of figures, symbolic motifs, and swirling 

decorative shapes. 
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o Whitford posits that The Bride might have been part of a new series intended 

to explore love, fertility, and eroticism in a more narrative or allegorical way 

than Klimt’s earlier ornamental portraits. 

3. Portraiture and Patronage 

o Klimt’s portrait commissions remained strong throughout his career, and 

Whitford points out that Klimt’s reputation in Vienna’s elite circles was at a 

peak. 

o Had Klimt not died, Whitford speculates that Klimt would have continued to 

refine and challenge the conventions of portraiture, possibly expanding the 

looser, more color-oriented style of his late female portraits (Lady with a Fan, 

Portrait of Johanna Staude) while balancing the decorative surfaces that 

defined his brand. 

 

3. Themes Klimt Had in Mind for Future Work 

1. Life Cycles and Allegory 

o One thread that Whitford sees carrying through Klimt’s final period is a 

renewed interest in allegorical works that examine human life cycles: birth, 

youth, sexuality, old age, and death. 

o According to Whitford, Klimt was increasingly open to synthesizing 

decorative symbolism (flowers, patterned textiles, flowing lines) with direct 

representations of the human figure in different life stages, suggesting he may 

have embarked on a grand allegorical cycle. 

2. Further Exploration of the Female Figure 

o Klimt’s portrayals of women—both as mythological or symbolic figures and as 

contemporary socialites—had always been central to his oeuvre. In the last 

sketches, Whitford notes, Klimt experiments with more intimate, personal 

depictions of women, capturing psychological nuance as well as sensuality. 

o Whitford interprets late drawings, for instance, as more gestural and immediate 

than some of Klimt’s earlier, carefully orchestrated preparatory sketches. This 

points to what Whitford suggests was a new dynamism in Klimt’s approach 

that would have grown further. 

3. Potential Return to Monumental Projects 

o While Klimt’s earlier monumental commissions—such as the Faculty 

Paintings for the University of Vienna—ended in controversy (they were 

considered scandalous and were later destroyed), Whitford hints that Klimt 

never lost interest in large-scale narrative pieces. 

o Late allegorical sketches, with swirling compositions reminiscent of the 

Beethoven Frieze (1902), suggest that Klimt might have revisited ambitious 

mural-like or frieze projects had he lived longer. 

 

4. Whitford’s Interpretative Lens 

1. Interest in Viennese Context 
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o Whitford places heavy emphasis on fin-de-siècle Vienna as a laboratory of 

cultural, social, and intellectual change (psychoanalysis, new music, 

architecture). Klimt was at the center of this environment. 

o According to Whitford, Klimt’s final plans cannot be separated from the 

transition Vienna was undergoing in the years before and during World War 

I—an empire near collapse and a society in flux. 

2. Comparisons with Younger Artists 

o Whitford draws connections between Klimt’s final stylistic directions and the 

then-rising generation of Austrian Expressionists (e.g., Egon Schiele, Oskar 

Kokoschka). 

o Although Klimt maintained his own decorative-figurative style, Whitford 

suggests he was aware of, and intrigued by, younger artists’ bolder distortions 

of form and color. This cross-pollination, in Whitford’s view, played a role in 

Klimt’s final works becoming more painterly and expressive. 

3. Meticulous Examination of Sketches and Letters 

o Much of Whitford’s insight comes from Klimt’s late sketches—often swiftly 

rendered female nudes—and from letters Klimt wrote to friends and patrons. 

o These documents show Klimt still actively planning new motifs, new portrait 

commissions, and possibly large canvases dealing with love and mortality. 

Whitford uses these primary sources to bolster his argument about Klimt’s 

unrealized ambitions. 

 

5. Significance and Conclusion 

• Artistic Trajectory 

Whitford’s overarching conclusion is that Klimt was on the cusp of a stylistic 

evolution—possibly a second major shift after the Golden Phase. The incomplete 

paintings and sketches display a freer use of color, a more direct approach to the 

figure, and a continued fascination with decorative motifs. 

• What Might Have Been 

In Whitford’s view, had Klimt lived longer, we might have seen a confluence of 

Viennese Jugendstil (Art Nouveau), emerging Expressionist impulses, and Klimt’s 

own longstanding interest in symbolism. This new phase would have further 

transformed Klimt’s portraiture and allegorical subjects, especially as post-war 

European art underwent dramatic shifts during the 1920s. 

• Legacy and Influence 

Finally, Whitford ties Klimt’s unfinished legacy to the fact that he left a distinct 

imprint on his contemporaries, especially Schiele. Klimt’s openness to sensual and 

psychological themes helped pave the way for more radical expression in Austrian art. 

Whitford concludes that Klimt’s last canvases stand as a testament to both the mastery 

he had already achieved and the innovations he had yet to realize. 

 

Further Reading and Notes 
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• Whitford’s text generally relies on archival materials from Vienna’s museums (like the 

Belvedere, Leopold Museum archives, and the Wien Museum), as well as on letters 

Klimt wrote to patrons such as Serena Lederer and others in his circle. 

• The final chapters often reproduce a number of Klimt’s late sketches, comparing them 

to finished works to illustrate the shift in compositional strategy. 

• While Whitford does not speculate excessively on purely hypothetical paintings, he 

includes references to anecdotal remarks from Klimt’s peers (e.g., from the Wiener 

Werkstätte circles) that reveal Klimt’s continuing interest in merging painting, design, 

and architecture on a grand scale. 

In summary, 

Frank Whitford’s Klimt devotes close attention to how Klimt’s last works signal new 

directions—less gilded ornamentation, more dynamic color fields, and an increased focus on 

allegory and the female form. Whitford argues that Klimt, right up to his death, was devising 

fresh thematic cycles and monumental compositions. Although these projects remain 

tantalizingly incomplete, they hint at a further step in Klimt’s artistic evolution—one that 

would have likely combined his well-honed decorative aesthetic with more expressive, 

modern tendencies emerging in early 20th-century Austrian art. 

*************************************************************************** 

Describe and analyze please the work of Christian M. Nebehay „Gustav Klimt: From 

Drawing to Painting” in terms of artisitc plans that Klimt had in mind before his death  in 

detail. 
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Overview of Christian M. Nebehay and the Monograph 

Christian M. Nebehay (1909–2003) was a renowned Viennese art dealer, collector, and art 

historian who devoted much of his scholarly work to Gustav Klimt and Egon Schiele. His 

monograph Gustav Klimt: From Drawing to Painting (sometimes subtitled or republished 

under slightly varied titles) provides both a richly illustrated catalog of Klimt’s sketches and 

paintings as well as a biographical-critical narrative of the artist’s development. In particular, 

Nebehay devotes careful attention to Klimt’s distinctive process of moving from preliminary 

drawings—often highly detailed figure studies—into the final painted compositions. 

While the book spans Klimt’s entire career, Nebehay pays special attention to Klimt’s last 

years and the artistic plans he was unable to complete due to his sudden death in 1918. 

Nebehay’s narrative draws on documents from Klimt’s studio, surviving sketchbooks, and the 

recollections of Klimt’s contemporaries (including his partner Emilie Flöge and friends in the 

Viennese cultural sphere) to reconstruct the artist’s creative trajectory in the final months of 

his life. 

Below is a detailed discussion, focusing on Klimt’s unfinished projects and how Nebehay 

contextualizes Klimt’s intentions for those late works—what one might call the artistic plans 

Klimt had in mind before his death. 
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1. Klimt’s Late Style and Its Evolution from Sketches 

A Move Toward Freer Composition 

• Freer, More Painterly Brushwork: In contrast to Klimt’s “Golden Phase” (roughly 

1903–1908) dominated by gold leaf, intricate patterns, and flat, mosaic-like planes, 

Nebehay emphasizes that Klimt’s later style (post-1909) displayed looser brushwork 

and a more experimental use of color. Rather than rely as heavily on ornamentation, 

Klimt began pursuing a subtler interplay of light, shadow, and texture—often 

indicated by his numerous preparatory drawings. 

• Exploration of Non-traditional Themes: Klimt’s earlier “symbolic-allegorical” 

works (e.g., the University Paintings) gave way to intimate portraits and allegorical 

works focused on the female figure. Nebehay tracks this change via Klimt’s sketches 

for allegorical paintings such as The Bride (Die Braut) and Adam and Eve, where the 

human form is rendered in intricate detail first in pencil or chalk before Klimt mapped 

out the color fields for the final painting. 

Drawing as a Core Creative Tool 

• Hundreds of Surviving Studies: Nebehay notes that Klimt’s legacy includes 

thousands of drawings—some quick figure sketches, others refined studies with 

shading and contour lines. Klimt’s practice was to explore every nuance of posture, 

gaze, and drapery in his pencil sketches before deciding how these elements would fit 

into the final composition. 

• Focus on the Female Figure: Even more so in his later years, Klimt’s prime subject 

was the female form. Nebehay reproduces many of Klimt’s drawings that capture a 

range of intimate poses—lounging, reclining, or partially draped—often with a sensual 

candidness that would then be transfigured into more symbolic or decorative forms in 

the final painting. 

 

2. Unfinished Works and Artistic Plans Cut Short 

Klimt’s sudden death on February 6, 1918 (following a stroke and subsequent pneumonia) left 

several major paintings in various stages of completion. Nebehay explores these incomplete 

works as windows into the artist’s evolving intentions: 

“The Bride” (Die Braut) 

• Project Overview: The Bride was planned as a large-scale allegory of fertility, 

transformation, and eroticism. Nebehay’s analysis of Klimt’s preparatory drawings 

reveals that Klimt was orchestrating a complex layering of figures—some nude, some 

clothed—arranged around a central bridal figure. 

• Stylistic Shifts: The extant canvas shows Klimt’s departure from metallic 

ornamentation toward a more painterly approach, with brushy color fields and only 
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partial gilding. Many figures remain sketched in charcoal, capturing a sense of the 

composition still “in flux.” 

• Nebehay’s Interpretation: According to Nebehay, Klimt’s sketches emphasize the 

psychological relationships between figures, foreshadowing a more narrative or 

emotional dimension than in earlier decorative works. This suggests Klimt’s plan for 

an artwork that balanced sensual symbolism with a new kind of expressive depth. 

“Adam and Eve” 

• Mythic Allegory with Modern Resonances: Klimt returned to biblical or mythic 

subjects throughout his career, but Nebehay notes how the incomplete Adam and Eve 

shifts the emphasis from overt ornamentation to a softer, more emotional portrayal of 

the two figures. 

• Late-Stage Drawings: Klimt’s surviving studies for Adam and Eve often show 

multiple variants of Eve’s pose, hair arrangement, and expressions. Nebehay argues 

that Klimt was seeking a synthesis of sensuality and spiritual resonance, an interest he 

had quietly pursued since paintings like Hope II. 

• Influence on Future Generations: Even in its unfinished state, this painting would 

become influential for younger Viennese artists (Egon Schiele, Oskar Kokoschka) 

who admired Klimt’s ability to fuse realism and symbolism. 

“Lady with Fan” and Other Late Portraits 

• Iconic Yet Unfinished: Lady with Fan is frequently cited as one of Klimt’s final 

works on the easel at the time of his death. Nebehay stresses that while the painting 

appears nearly finished, some details and background motifs remained only lightly 

indicated. 

• Hints of Changing Color Palette: The color transitions are more vibrant, with certain 

references to East Asian decorative patterns in the background. Nebehay speculates 

that Klimt may have planned to further refine the background with additional 

patterning or symbolic motifs, continuing his lifelong fascination with both Japanese 

prints and Chinese art. 

Portrait of Johanna Staude 

• Commissioned Yet Unresolved: Another portrait left incomplete was that of Johanna 

Staude. Klimt had established her pose in numerous pencil drawings, but the canvas 

itself remained in a partial state. Nebehay notes that the face and hands were most 

developed, signifying Klimt’s practice of finalizing the sitter’s expression first. 

• Subtle Reworking of Patterns: The partial background indicates Klimt intended a 

richly decorative setting, though not as overtly gilded or stylized as earlier “golden” 

portraits. Nebehay highlights the tension between the exact, polished rendering of the 

sitter’s features and the atmospheric, nearly abstract approach to the garment and 

background. 

 

3. Klimt’s Broader Artistic Intentions Before His Death 
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Through the lens of these unfinished canvases and a plethora of late drawings, Nebehay 

distills key points about Klimt’s final ambitions: 

1. Balance of Ornament and Naturalism 

Klimt was increasingly exploring the interplay between the real, physical body (a 

naturalistic depiction) and the decorative field around it. The ornaments were no 

longer purely flat patterns; instead, they were becoming more painterly and integrated 

with the figure’s silhouette. 

2. Heightened Emotional and Psychological Resonance 

Nebehay underlines a shift in Klimt’s approach to subject matter. While his works 

always contained symbolic and erotic elements, the late period suggests a deeper 

psychological charge—e.g., The Bride had layered figures interacting in dreamlike 

states. 

3. Exploration of Color Harmonies and Textural Complexity 

Klimt’s final works—judging by Lady with Fan—show him combining luminous 

colors with looser brushstrokes, especially in how clothing or drapery interacts with 

the body. According to Nebehay, the layering of textures points to a new mode of 

expression that might have evolved significantly if Klimt had not passed away. 

4. Drawings as Ends in Themselves 

Although many of Klimt’s drawings were preparatory, Nebehay observes that, in the 

late period, Klimt produced many large-format, fully rendered drawings—sometimes 

in chalk or colored pencil—that stand on their own as finished artworks. This indicates 

Klimt’s increasing emphasis on draftsmanship as a vehicle for capturing the 

immediacy of the model’s pose or mood. 

 

4. Nebehay’s Critical Perspective and Scholarly 

Contribution 

• Biographical Framework: Nebehay had access to firsthand sources (including 

letters, diaries, and anecdotal accounts) that give his work a particularly intimate angle 

on Klimt’s last months. He reconstructs the timeline of Klimt’s commissions, his 

social circle’s impressions, and the personal relationships that shaped the subject 

matter (for instance, how Emilie Flöge or other models influenced these final 

projects). 

• Comparative Analysis: Nebehay often compares Klimt’s drawings and painted 

fragments to earlier phases, highlighting both continuity (the ever-present fascination 

with the female figure) and evolution (the abandonment of certain highly ornamental 

patterns or heavy gilding). This approach helps illuminate Klimt’s likely intentions 

had he been able to complete each piece. 

• Legacy and Influence: Concluding chapters or sections in From Drawing to Painting 

typically address how Klimt’s late works, though incomplete, signaled directions that 

Viennese modernism might have taken. Klimt was a major figurehead for younger 

Expressionists and Secessionists; Nebehay posits that Klimt’s new painterly freedom 

could have deepened had he lived longer. 
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5. Conclusion 

In Gustav Klimt: From Drawing to Painting, Christian M. Nebehay offers a meticulous 

portrait of Klimt’s process and particularly emphasizes the importance of Klimt’s final 

sketches and incomplete paintings as evidence of an evolving artistic vision. According to 

Nebehay: 

• Klimt was forging a synthesis between the decorative brilliance for which he was 

renowned and a more fluid, emotive brushwork. 

• He increasingly spotlighted intimate psychological narratives and symbolist 

undercurrents, especially in works like The Bride and Adam and Eve. 

• Klimt’s method of constructing compositions from countless sketches attests to a 

rigorous, iterative approach—one that moved from drawing to painting in a literal and 

conceptual sense. 

• The late works, though unfinished, reveal that Klimt planned to continue exploring 

fresh color harmonies, new forms of symbolic representation, and more naturalistic 

portraiture—elements that might have profoundly shaped Viennese art had he not died 

prematurely. 

Nebehay’s study thus stands as a key text for understanding not only Klimt’s oeuvre but also 

the rich potential cut short by Klimt’s untimely passing. It offers a compelling glimpse into 

the “what if” of Klimt’s last artistic plans, underlining the dynamism and ever-evolving nature 

of an artist who, even in his final months, was breaking new ground in modern European 

painting. 
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 Salvador Dalí's artistic plans before his death 
 

 

 

 

 

 

Please describe what other artistic tasks Salvador Dalí was planning to carry out before his 

death, but which were not carried out because of his death? Also, list the authors who have 

analysed this issue in the context of Dalí's career and outline their main conclusions. 
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Salvador Dalí’s final decade (roughly the early 1980s until his death in 1989) was marked by 

severe health problems, the loss of his wife and muse Gala (in 1982), and considerable 

upheaval in his personal circle. These factors led to a precipitous decline in his artistic output. 

Nonetheless, various biographers and Dalí scholars have noted that Dalí spoke—or at least 

hinted—of additional creative endeavors he hoped to realize but never did. Because many of 

Dalí’s “plans” remained at the level of sketches, passing remarks, or unrealized concepts, the 

documentation can be scattered or speculative. Below is an overview of the principal projects 

often cited as “unrealized” or “unfulfilled,” followed by the major authors who discuss them 

and their conclusions. 

1. Notable Unfinished or Unrealized Projects 

A. Further Experiments with Holograms and Optical Illusions 

• Background: Dalí had been fascinated with scientific and optical experimentation 

since the 1950s, and by the 1970s he was exploring stereoscopic paintings, holograms, 

and other “illusions” that combined art and emerging technologies. 

• Planned Work: In interviews and conversations from the late 1970s and early 1980s, 

Dalí occasionally alluded to wanting to push further into “painting with light” or 

creating advanced holographic tableaux. Several associates recall him discussing 

collaborations with technicians to create new holograms for the Dalí Theatre-Museum 

in Figueres. 

• Why Unfinished: After Gala’s death and Dalí’s own physical decline (including a 

near-fatal fire in his bedroom in 1984), he was unable to pursue these large-scale 

experiments. There is no evidence that technical development ever went beyond 

cursory planning. 

B. Expansions or Reconfigurations at the Dalí Theatre-Museum (Figueres) 

• Background: Dalí had painstakingly designed and curated his “Teatre-Museu Dalí” in 

Figueres, Spain, which opened to the public in 1974. He continued to add to or alter its 

exhibits during the late 1970s. 

• Planned Work: Late accounts suggest that Dalí contemplated further modifications—

such as an additional wing or interactive installations that would incorporate moving 
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sculptures, mirrored halls, or immersive “Surrealist labs.” Some close associates 

believed he wanted to design a more elaborate crypt arrangement as well. 

• Why Unfinished: By the mid-1980s, Dalí’s frail health prevented extensive oversight 

of new construction, and disagreements among his caretakers made it nearly 

impossible to finalize any expansion. Most of his energies were consumed by medical 

care and sporadic legal/financial matters. 

C. Renewed Interest in Cinematic or Multimedia Collaborations 

• Background: Dalí famously worked on film and animation projects throughout his 

career (e.g., with Luis Buñuel on Un Chien Andalou and L’Âge d’Or; with Walt 

Disney on the unfinished Destino in 1946). 

• Planned Work: Although Destino was never completed in Dalí’s lifetime, there are 

anecdotes that, during the early 1980s, Dalí entertained the idea of returning to a film 

project—whether by revisiting Destino or initiating a new short using contemporary 

animation techniques. 

• Why Unfinished: Any nascent plans remained unproduced. Destino was only 

completed decades later by Roy E. Disney and Disney animators (released in 2003). 

There is no conclusive evidence Dalí made substantial headway on a new film, only 

that he expressed an interest in exploring the medium once again. 

D. Final Series of “Nuclear Mysticism” Paintings or Religious Iconography 

• Background: From the 1950s onward, Dalí introduced themes of science (particularly 

nuclear physics), Catholic mysticism, and mathematics in his painting. 

• Planned Work: Some scholars suggest Dalí planned a “capstone” painting or series 

summarizing his so-called “nuclear mysticism”—a grand statement piece that would 

fuse religious imagery, geometry, and scientific symbolism. A few pencil sketches and 

cryptic notes from his studio hint at continued conceptual work. 

• Why Unfinished: Dalí’s physical inability to paint—shaky hands, general frailty—

became pronounced in the 1980s. Thus, while he may have had a desire for one final 

major piece, it remained at best a theoretical ambition. 

2. Major Authors Who Have Analyzed These Unfulfilled 

Plans 

Below are some of the principal Dalí scholars and biographers who discuss Dalí’s last years 

and mention (sometimes briefly) the projects he left undone. Their main conclusions vary, but 

they typically converge on the idea that Dalí’s declining health and unstable personal situation 

effectively halted any significant new output. 

1. Ian Gibson 

o Key Work: The Shameful Life of Salvador Dalí (first published 1997). 

o Discussion: Gibson’s biography devotes considerable attention to Dalí’s later 

years, emphasizing how physical illness, the 1984 fire, and the loss of Gala left 

Dalí in a state of near isolation and depression. Gibson notes that while Dalí 

toyed with large-scale ideas (including additional holographic or optical 

experiments), he was effectively unable to complete them. 
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o Conclusion: Dalí’s “grand visions” for final artworks were never concretely 

organized, and were overshadowed by his declining capacity and by disputes 

among those managing his affairs. 

2. Robert Descharnes and Gilles Néret 

o Key Work: Dalí: The Paintings (Taschen). 

o Discussion: Descharnes was both a photographer and a close associate of Dalí 

for many years, documenting his work and personal life. In Dalí: The 

Paintings, he provides an extensive catalogue raisonné and insight into Dalí’s 

creative processes. He mentions that Dalí spoke about revisiting holograms and 

museum additions, but that by the mid-1980s he was too frail to realize 

anything new. 

o Conclusion: Most of Dalí’s “final projects” were more daydream than well-

structured plan. Descharnes stresses that Dalí’s progressive health decline and 

the circle of assistants who sometimes exploited his fragile state made further 

serious undertakings impossible. 

3. Dawn Ades 

o Key Work: Dalí (various editions), exhibition catalog essays for major Dalí 

retrospectives. 

o Discussion: An eminent scholar of Surrealism, Ades examines Dalí’s oeuvre 

chronologically, focusing on the evolution of his style. In her writings on 

Dalí’s late period, she suggests that although Dalí kept talking about “new 

expansions” on his “nuclear mysticism,” almost no material from that time 

indicates concrete progress on additional paintings or multimedia works. 

o Conclusion: The gap between Dalí’s expressed aspirations and practical 

output widened drastically after 1983. Ades contends that after The Swallow’s 

Tail (his last major painting, 1983), Dalí scarcely produced significant new art. 

4. Fèlix Fanés 

o Key Work: Salvador Dalí: The Construction of the Image, 1925–1930 and 

essays on Dalí’s later years. 

o Discussion: Fanés, though focusing primarily on Dalí’s earlier Surrealist 

phase, has contributed essays discussing Dalí’s late-career retrospection. He 

notes that Dalí’s repeated reference to future projects must be seen in the 

context of his self-fashioning—a lifelong habit of grandiose proclamations, 

some of which were strategic publicity rather than concrete plans. 

o Conclusion: Dalí’s health struggles, along with a diminished circle of reliable 

collaborators, meant most late-life artistic “plans” stayed on paper (if they 

were ever fully on paper at all). Fanés reads them partly as Dalí’s desire to 

maintain his persona as a visionary, even when he could no longer physically 

execute large projects. 

5. Meredith Etherington-Smith 

o Key Work: The Persistence of Memory: A Biography of Dalí. 

o Discussion: Etherington-Smith provides a portrait of Dalí’s personal life and 

career ups and downs, noting that by the 1980s Dalí seemed both eager and 

anxious—he wanted to remain relevant and “spectacular,” but was constrained 

by ill health and difficult legal/financial entanglements. 

o Conclusion: Etherington-Smith underscores that Dalí’s “unfinished tasks” 

were mostly overshadowed by the drama of guardianship and alleged forgeries 

or forced signings of blank canvases. Thus, any last major statement from Dalí 

was effectively derailed by circumstances out of his control (and by his own 

physical limitations). 
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3. Summary of Scholarly Consensus 

• Magnitude of Projects vs. Reality: Scholars generally agree that while Dalí retained 

an expansive imagination to the end, his capacity to execute ambitious projects had 

drastically diminished by the early-to-mid 1980s. 

• Health and Personal Turmoil: His inability to paint for long hours, plus ongoing 

disputes in his entourage, prevented him from organizing or realizing new large 

artworks, large-scale museum expansions, or film/holographic experiments. 

• Documentation Is Limited: Much of what we know about “Dalí’s plans” in those 

final years comes from anecdotes and memoirs, rather than formal sketches or 

finalized proposals. Dalí’s own public statements were sometimes contradictory or 

purely performative. 

• Posthumous Interpretations: In the wake of Dalí’s death (1989), certain unrealized 

ideas—like the completion of Destino—were taken up by others, indicating that while 

Dalí may have originated or hinted at these concepts, they only reached fruition (if at 

all) through external initiatives. 

In essence, although Dalí was known for imaginative and far-reaching ideas right up to his 

death, he did not leave behind any well-documented, firmly structured masterwork or project 

that simply remained “half-finished.” Instead, biographers and art historians typically find that 

his declining health, the aftermath of Gala’s death, and controversies around his caretakers 

conspired to keep these final plans in the realm of rumor or preliminary musing rather than 

executable projects. 

************************************************************************** 

Describe and analyze please the work of Ian Gibson „The Shameful Life of Salvador Dalí”  in 

terms of artisitc plans that Salvador Dalí had in mind before his death  in detail. 
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Ian Gibson’s The Shameful Life of Salvador Dalí (originally published in 1997) is a richly 

detailed and critical biography of the Spanish Surrealist, chronicling his life from childhood 

through his final years. While Gibson’s study addresses the entire breadth of Dalí’s career—

his early influences, the Surrealist period, his exile, and the later period marked by fame and 

controversy—it also closely examines the artist’s final years, personal struggles, and artistic 

intentions as he neared the end of his life. Below is an overview of how Gibson presents 

Dalí’s late-life artistic plans, desires, and the complexities surrounding them. 

 

1. Context of Dalí’s Final Years 

In the last decade of his life (the mid-1970s to 1989), Dalí was plagued by multiple health 

problems, the death of his wife and muse Gala (in 1982), and mounting controversy over his 

business practices and the authenticity of his late works. Gibson underscores that Dalí’s final 
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years were a swirl of rumor, legal entanglements, and physical decline. Yet, despite these 

difficulties, Dalí continued to harbor grand artistic and intellectual ambitions: 

• Desire for Technological Innovation: Dalí had long been fascinated by scientific 

progress, new media, and the merging of art with technology. In his later years, he still 

expressed interest in pushing technical boundaries—experimenting with holograms, 

stereoscopic images, and other optical illusions. 

• Religious and Mystical Themes: From the 1950s onward, Dalí’s work displayed a 

growing engagement with mysticism and Catholic iconography. Even late in life, he 

expressed the desire to create religious-themed “ultimate” masterpieces that would 

fuse his scientific curiosity with his spiritual concerns. 

• Legacy and Preservation: According to Gibson, Dalí was acutely aware of his own 

mortality, and part of his “artistic plan” entailed ensuring that his brand, persona, and 

artworks would outlive him. This motive underpinned much of his focus on the Dalí 

Theatre-Museum in Figueres, conceived as a grand memorial to himself. 

 

2. The Dalí Theatre-Museum: A Central Late-Life Project 

A key component of Dalí’s end-of-life planning centered on the Dalí Theatre-Museum 

(Teatre-Museu Dalí) in his hometown of Figueres, Spain. Though the museum had opened in 

1974, Dalí continued to shape and refine it throughout the late 1970s and 1980s. 

• A “Surrealist Monument” to Dalí: Gibson emphasizes that Dalí regarded the 

Theatre-Museum as his greatest single work of art—a unique environment where 

visitors could be immersed in his world. Even as his health faltered, Dalí tried to direct 

and oversee renovations, installations, and the design of new galleries. 

• Architectural/Installation Plans: Dalí envisioned theatrical, oftentimes fantastical 

additions—ranging from reconfigured displays of his sculptures and paintings to 

illusions and three-dimensional constructions that would evoke his signature 

dreamlike imagery. Gibson describes these plans as ambitious but often impeded by 

Dalí’s declining energy and by practical constraints on funding and management. 

• Funerary and Posthumous Plans: Dalí took an almost obsessive interest in how he 

would be remembered. Gibson shows how Dalí’s preoccupation with immortality 

translated into curatorial decisions for the museum: he wanted the building itself, even 

the crypt in which he would be interred, to serve as an artistic statement. Ultimately, 

Dalí was buried in the museum’s crypt, fulfilling his vision of making the site an 

eternal resting place—and a showpiece of his life’s work. 

 

3. Ambitious Projects Left Unfinished 

Despite his continuing grand visions, Dalí’s ability to paint and execute ambitious projects 

declined sharply in the early to mid-1980s. Gibson lays out several factors: 

• Physical Incapacity: A fire in Dalí’s bedroom in 1984 seriously weakened him, 

leading to chronic pain and reduced mobility. His tremors and frailty made painting 
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far more difficult. Nonetheless, he spoke of wishing to produce a “final masterpiece,” 

although he never realized it to the extent he had hoped. 

• Controversy over Authentications and “Signature Mills”: As Gibson details, there 

was suspicion that in Dalí’s last years, assistants and business associates pressured him 

(or exploited him) to sign blank canvases or lithograph sheets that were later sold as 

“genuine” Dalí works. This caused legal and ethical controversies. It also complicated 

the question of which late works truly represented Dalí’s final artistic intentions. 

• Unrealized Multimedia/Holographic Endeavors: Dalí had repeatedly experimented 

with holograms (for instance, in collaboration with artist Alice Cooper in the 1970s). 

Gibson records that Dalí remained intrigued by cutting-edge technology—he 

discussed theatrical or holographic installations that might combine sound, light, and 

illusions. However, with his failing health and the absence of steady technical support, 

these ideas never coalesced into major final works. 

 

4. Dalí’s Personal Turmoil and Its Impact on Art 

Ian Gibson devotes significant attention to Dalí’s emotional state after Gala’s death (1982) 

and how it affected his last projects: 

• Deep Grief and Depression: Gala’s passing left Dalí in a depressed, often reclusive 

state. He retreated to his castle in Púbol (which Gala had owned), limiting his public 

appearances. This isolation hampered any remaining capacity he had for sustained 

creative work. 

• Reliance on Caretakers and Confidants: With Dalí’s impaired condition, daily tasks 

and even communication about new art projects were facilitated by close aides and 

friends. Gibson argues that these surrogates had conflicting agendas—some genuinely 

wanted to help him realize last projects, while others were more interested in 

monetizing his fame. 

• Shifts in Artistic Style or Themes: In these twilight years, any works Dalí managed 

to produce—often small sketches or re-workings—were overshadowed by his mental 

and physical frailty. Gibson suggests that, while Dalí’s imagination remained intact, 

his execution suffered so greatly that most “late plans” did not reach a cohesive stage. 

 

5. Gibson’s Critical Perspective 

Gibson’s biography is notably direct—even harsh—in its portrayal of Dalí’s moral and ethical 

compromises, hence its title, The Shameful Life of Salvador Dalí. Concerning Dalí’s final 

artistic intentions, Gibson often strikes a skeptical tone: 

• Questioning Authenticity and Motivation: Gibson explores how money and fame 

factored into Dalí’s decisions about late projects. Dalí was both enthralled by—and 

afraid of—his legacy being overshadowed or exploited. He wanted to bolster his 

legacy (e.g., via the Theatre-Museum), yet found himself entangled in questionable 

commercial enterprises. 



183 

 

• Dalí’s Self-Promotion vs. True Creativity: One of Gibson’s central arguments is 

that Dalí’s genius persisted but was increasingly subservient to an image-conscious, 

self-promotional drive. By the end, the real “artistic plans” were often overshadowed 

by negotiations with galleries, publishers, and collectors. 

• Romantic vs. Realistic Assessment of Late Art: While Dalí spoke of transcendent 

final paintings and advanced multimedia works, Gibson points to a mismatch between 

Dalí’s declarations and what he could physically accomplish. He sees this disjunction 

as emblematic of Dalí’s broader life: an extraordinary imagination constrained by 

human frailty and entangled in complicated relationships. 

 

6. Conclusion: The Legacy of Dalí’s Final Plans 

In The Shameful Life of Salvador Dalí, Ian Gibson provides a multifaceted view of Dalí’s last 

ambitions. On one hand, Dalí desperately wanted to leave behind monumental statements—

expanding his Theatre-Museum, employing new technologies, and creating religious 

masterpieces that would symbolize his fusion of mysticism and science. On the other hand, 

his deteriorating health, the death of Gala, and the commercial controversies swirling around 

him made the realization of these late projects extraordinarily difficult. 

Key Takeaways from Gibson’s Account 

1. Dalí remained intellectually curious until the end, fascinated by science, religion, and 

the promise of new media. 

2. Much of his final energy went into sustaining—and being sustained by—the Dalí 

Theatre-Museum, which stands as his largest, most enduring late-life achievement. 

3. Practical obstacles (poor health, questionable business dealings, caretaker disputes) 

severely limited the scale and completion of new works. 

4. Gibson’s tone is often critical, spotlighting Dalí’s surrender to commercial pressures 

and the murkiness around his late signatures. This underscores the complex moral 

panorama of Dalí’s last years. 

Ultimately, the plans Dalí nurtured before his death reflect both his enduring imaginative 

spirit and the tragic realities of a once-towering creative force weakened by time, loss, and 

controversy. Gibson’s biography does not diminish Dalí’s genius but lays bare the struggles, 

scandals, and unfinished ambitions that characterized his final chapter. 

************************************************************************** 

Describe and analyze please the work of Fèlix Fanés „Salvador Dalí: The Construction of the 

Image, 1925–1930” in terms of artisitc plans that Salvador Dalí had in mind before his death  

in detail. 
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Overview of Fèlix Fanés’s Book 

Fèlix Fanés’s Salvador Dalí: The Construction of the Image, 1925–1930 is a scholarly 
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monograph that focuses on Dalí’s transformative years just before and during his earliest 

engagement with Surrealism. In these five pivotal years, Dalí gradually moved away from his 

youthful academic exercises and flirtations with Impressionism, Cubism, and Catalan 

Noucentisme, toward developing the distinctive, dreamlike style that later became 

synonymous with his name. Fanés marshals archival documents—letters, diaries, and critical 

reviews of the period—along with close visual analyses of Dalí’s paintings, drawings, and 

writings. This approach creates a detailed picture of how Dalí was “constructing” his unique 

pictorial language well before he became fully integrated into André Breton’s Surrealist 

circle. 

While the book itself concentrates on the late 1920s, Fanés’s findings have implications for 

Dalí’s entire career. By studying the decisive early years, one can see the foundations of what 

would ultimately become Dalí’s mature vision: his obsession with optical illusions, 

psychoanalysis, sexuality, and theatrical self-presentation. Even though The Construction of 

the Image stops at 1930, it clarifies key elements in Dalí’s lifelong artistic trajectory—

including certain overarching “plans” and ambitions that persisted until his death. 

 

1. Key Themes in The Construction of the Image, 1925–

1930 

a) From Student Exercises to Surrealist Imagery 

Fanés traces Dalí’s departure from more traditional academic exercises at the San Fernando 

Academy in Madrid to the emergence of bold, often disquieting imagery by the late 1920s. 

During this period, Dalí: 

• Experimented with styles: Influences from Spanish old masters (e.g., Velázquez, 

Zurbarán), the “New Objectivity,” and metaphysical painting (de Chirico) appear in 

small but telling details. 

• Refined his technique: Meticulous brushwork and a precise rendering of objects 

already signaled the hyper-realism that would characterize his famous Surrealist 

canvases (e.g., The Lugubrious Game, 1929). 

b) The Interplay of Psychoanalysis and Personal Symbolism 

Drawing on Freud’s theories, Dalí became fascinated by dreams, the unconscious, and the 

notion that images could simultaneously reveal and conceal hidden desires. Fanés highlights 

how, in the late 1920s, Dalí’s paintings already contained: 

• Sexual undercurrents and symbolism (ants, rotting donkeys, soft morphing forms). 

• Double images or slight illusions that would culminate in his “paranoiac-critical 

method” in the early 1930s. 

c) The Role of Writing and Self-Promotion 

Dalí wrote copiously in his youth: diaries, letters, manifestos, and brief essays. Fanés points 

out that these texts both forecast and engineer his ascent. Dalí was essentially building his 
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artistic identity in public, aligning it with Surrealist ideas, and making strategic claims to 

innovative methods—even before he was formally accepted into Breton’s group. This written 

dimension of Dalí’s practice laid the groundwork for the blend of painting, performance, and 

showmanship that distinguished his later career. 

d) The Emergence of the “Dalínian” Persona 

Fanés’s research into Dalí’s correspondence and early critiques helps us see how quickly Dalí 

realized that an eccentric personal image could generate intense interest. The flamboyant 

style, the cultivated mustache, the shocking remarks about taboo subjects—these were taking 

root in the period 1925–1930. Over time, Dalí’s personal theatrics interwove with his artistic 

inventions. This trajectory would color virtually everything Dalí did for decades to come. 

 

2. Connections to Dalí’s Later Career and Final Plans 

Although The Construction of the Image, 1925–1930 documents Dalí’s early steps, it 

implicitly sheds light on ideas and ambitions that carried through his life. By examining what 

Fanés uncovers about Dalí’s formation in the late 1920s, we can trace continuities in the 

artist’s plans and outlook right up until his death in 1989. 

a) Obsession with Immortality and Legacy 

• Seeded Early: Even as a young painter, Dalí was preoccupied with how history would 

remember him. He wrote about how his innovations in painting would guarantee him a 

place among the greats. 

• Final Years: This early desire for immortality eventually manifested in grand projects 

like the Dalí Theatre-Museum in Figueres, opened in 1974. In his last decade, as his 

health declined, Dalí’s focus turned to consolidating his legacy—ensuring that his 

personal brand of “Dalínian” spectacle would outlive him. Fanés’s study hints that this 

concern was present from the start: the flamboyance of 1925–1930 is the kernel of the 

fully theatrical environment Dalí planned in the 1970s and 1980s. 

b) The “Paranoiac-Critical Method” and Optical Experiments 

• Origins in the Late 1920s: Fanés identifies double images, dreamscapes, and 

illusions in Dalí’s earliest Surrealist works. These visual puzzles foreshadow Dalí’s 

formalization of the “paranoiac-critical method” in the early 1930s. 

• End-of-Life Continuation: Right up to his final years, Dalí remained entranced by 

optical illusions, holograms, stereoscopic images, and new media that could amplify 

paradoxical, dreamlike effects. The seeds of these illusions—split images, hidden 

figures—were developed in the period Fanés examines. So, even though the book ends 

in 1930, it clarifies why Dalí would later embrace cutting-edge technologies such as 

holography in the 1970s: he had been perfecting illusions and layered imagery all his 

life. 

c) The Theatrical Self-Presentation 
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• Early Publicity: Fanés shows that the flamboyant, exhibitionist dimension was 

already present when Dalí was only in his twenties, writing to friends about “new 

revelations” in painting or staging small press stunts. 

• Late Spectacle: By the time of his old age, this theatrical sensibility culminated in 

large-scale “exhibitions” of himself—think of the artist’s late TV appearances, the 

design of the Theatre-Museum in Figueres (meant as a grand immersive stage set), and 

the continuing mania for publicity. Thus, the early “construction of the image” that 

Fanés details was not just about painting technique; it was about Dalí constructing 

Dalí, a persona who would continue to perform almost until his final days. 

d) Scientific, Religious, and Mystical Overtones 

• Incipient Interest: Although Fanés concentrates on the Surrealist imagery of the 

1920s, there are passing references to Dalí’s growing interest in scientific discovery 

and psychoanalytic theory. 

• Full Flower in Later Work: In the 1940s and especially 1950s onwards, Dalí 

famously began synthesizing quantum physics, Catholic mysticism, and Renaissance 

perspective in works like The Sacrament of the Last Supper (1955). While Fanés’s 

book does not directly analyze those later pieces, it illuminates Dalí’s longstanding 

tendency to “assimilate and dazzle”—to collect provocative theories and weave them 

into his painting. The curiosity hinted at in his early diaries never waned, feeding what 

became his “nuclear mysticism” in the second half of his career. 

 

3. Implications for Dalí’s Final “Artistic Plans” 

By the time Dalí was approaching the end of his life (late 1970s and 1980s), he was weakened 

by illness and the loss of his wife and muse, Gala. Yet he remained committed—in principle if 

not always in practice—to a few overarching artistic goals: 

1. Continuation of Surrealist Illusion: Dalí always sought new ways to intensify the 

dreamlike experience. Even if his productivity declined, he toyed with innovations 

such as three-dimensional installations, projecting that he might create more 

immersive Surrealist spectacles had his health allowed it. 

2. Ensuring His Posthumous Reputation: As Fanés’s analysis shows, Dalí had been 

self-conscious about his legacy from the outset. In later decades, he poured energy into 

curating his own “Dalínian world.” The Dalí Theatre-Museum was, in effect, his final, 

monumental installation—blending paintings, illusions, labyrinthine spaces, and 

cryptic symbolism so that visitors would experience Dalí’s mind even after he was 

gone. 

3. Exploration of Science, Religion, and Technology: Though not extensively covered 

in Fanés’s 1925–1930 study, the seeds of Dalí’s fascination with psychoanalysis and 

“hidden realities” blossomed over the years into explorations of atomic physics, DNA, 

holograms, and religious iconography. In his last statements and interviews, Dalí still 

mentioned the potential of scientific discoveries to transform visual art—showing that 

the drive to “expand the image” never left him. 

4. Personal Mythmaking: Dalí’s final years continued to be shaped by the mythical 

persona he developed early on. Fanés’s emphasis on Dalí’s self-marketing and 

outrageousness in the 1920s helps us understand why, until his final days, Dalí’s 
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public persona remained part of the artwork itself. His late-career interviews, eccentric 

pronouncements, and carefully orchestrated public appearances all trace back to that 

initial “construction of the image.” 

 

4. Conclusion: How Fanés’s Early Study Illuminates Dalí’s 

Lasting Artistic Vision 

Fèlix Fanés’s Salvador Dalí: The Construction of the Image, 1925–1930 might appear 

narrowly focused on half a decade, but in reality, it offers a key to understanding Dalí’s entire 

oeuvre. By charting the young Dalí’s experiments with double imagery, proto-Surrealist 

motifs, Freudian themes, and self-mythologizing, Fanés pinpoints the very habits of mind that 

fueled Dalí’s mature—and even final—artistic plans. 

• Consistency in Method: Dalí’s knack for fusing the real and the surreal, the scientific 

and the irrational, is already tangible in those early works, presaging the illusions he 

would attempt well into old age. 

• Lifelong Performance: Fanés’s meticulous reading of Dalí’s correspondence 

underscores that performance and publicity were inseparable from Dalí’s painting 

from the start. Dalí did not merely “become a showman” in mid-career; he always was 

one, culminating in the spectacle of his last interviews and his Theatre-Museum. 

• Foundation of the Legacy: The sense of orchestrating an enduring legacy—one that 

would extend beyond his lifetime—was present from early on. Fanés reveals the 

young Dalí as fiercely ambitious, acutely aware of art history, and keen to outshine his 

predecessors. These ambitions grew into the grand, and sometimes eccentric, projects 

of his late years. 

In short, Fanés’s study of 1925–1930 captures the starting blocks of Dalí’s lifelong race 

toward becoming a self-invented legend. The same impulses, strategies, and fascinations 

documented in those seminal years persisted—albeit with new technological and thematic 

twists—right up to the artistic schemes and self-curatorial efforts Dalí maintained before his 

death. 

************************************************************************** 

Describe and analyze please the work of Meredith Etherington-Smith „The Persistence of 

Memory: A Biography of Dalí” in terms of artisitc plans that Salvador Dalí had in mind 

before his death  in detail. 
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Overview of the Biography and Its Focus 

Meredith Etherington-Smith’s The Persistence of Memory: A Biography of Dalí (published in 

1992) offers a chronologically structured account of Salvador Dalí’s life—from his childhood 

in Figueres through the apex of his Surrealist fame, and ultimately to his reclusive final years. 

Etherington-Smith’s research draws upon letters, interviews, and archival material, weaving 

together Dalí’s personal life, creative influences, and relationships (particularly with Gala, his 
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wife and muse). A distinctive aspect of her biography is how it intertwines Dalí’s flamboyant 

public persona with the more private, often vulnerable facets of his character. 

When it comes to Dalí’s late-life vision and artistic plans, Etherington-Smith dedicates 

considerable attention to the questions of his physical decline, his business entanglements 

(including the production of prints sometimes contested for authenticity), and the culminating 

project of his life: the creation of the Dalí Theatre-Museum in Figueres. Below is a closer 

look at how Etherington-Smith depicts his final years and the artistic aspirations that 

preoccupied him before his death in 1989. 

 

1. The Dalí Theatre-Museum in Figueres 

One of the clearest “late projects” Etherington-Smith discusses is Dalí’s devotion to 

completing and expanding his Theatre-Museum in his hometown of Figueres (the museum 

originally opened in 1974, but Dalí continued to refine and add to it until the mid-1980s). 

According to the biography: 

1. Vision for a ‘Living Surrealist Monument’: Dalí saw the Theatre-Museum as his 

ultimate “total artwork,” a surreal stage-set that the public would be able to explore 

much like a dreamscape. Etherington-Smith underscores that Dalí’s plan was not 

merely to exhibit paintings in a static environment but to envelop visitors in his 

personal cosmos of illusions, installations, optical tricks, and staged experiences. 

2. Continual Adjustments and Additions: Even when age and illness curtailed Dalí’s 

ability to paint prolifically, he remained energetically involved in directing how new 

rooms or works would be presented. He oversaw the arrangement of pieces such as the 

Mae West Room (an early Surrealist work turned into a three-dimensional 

environment) and engaged in elaborate design decisions—down to lighting, mirror 

placement, and architectural oddities—that would enhance the sense of a dreamlike 

journey. 

3. Desire for Posthumous Impact: Etherington-Smith emphasizes that Dalí saw the 

Theatre-Museum as a vehicle for his immortality. He intended it to be the final 

statement of his creativity, an evolving Surrealist microcosm that would continue to 

inspire (and mystify) visitors long after his death. She points out that Dalí believed this 

complex would stand as a “total” retrospective and testament to his oeuvre. 

 

2. Experiments with New Media (Holography, 

Stereoscopy) 

Even as Dalí’s physical and mental states weakened during the late 1970s and early 1980s, 

Etherington-Smith notes his fascination with cutting-edge technologies: 

1. Holograms and Optical Illusions: Dalí’s interest in science—particularly physics, 

quantum mechanics, and optics—had already been visible in his “nuclear mysticism” 

paintings of the 1950s (e.g., Corpus Hypercubus). Etherington-Smith shows that in his 

final decade, Dalí looked at holograms as the next frontier for his art, envisioning 
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interactive displays that would blend painting, sculpture, and three-dimensional 

projection. 

2. Collaboration with Scientists and Engineers: Although his declining health limited 

how hands-on he could be, Dalí still collaborated with technicians and scientists to 

explore whether illusions and “solid images of light” could become part of large-scale 

installations. Etherington-Smith suggests that some of these ideas were never fully 

realized, but they remained part of Dalí’s late “wish list” for future expansions within 

(or adjacent to) his Theatre-Museum. 

3. Stereoscopic Paintings: Dalí had already begun to experiment with stereoscopic 

pairs (paintings designed to be viewed side-by-side, creating a simulated 3D effect) in 

the 1970s. Etherington-Smith points out that even in poor health, Dalí continued to 

express interest in new ways of achieving visual depth and “shattering the limitations 

of the canvas.” Some rough sketches and partially completed paintings still existed in 

his studio in his final years, though many remained unfinished. 

 

3. Final Paintings and Unfinished Projects 

Etherington-Smith devotes sections to Dalí’s diminishing capacity to paint, especially after 

Gala’s death in 1982 and his own deteriorating health (including a fire in his bedroom in 

1984, which further weakened him): 

1. Themes of Mysticism and Religion: Toward the end of his painting career, Dalí 

often returned to religious or mystical imagery, trying to merge Catholic iconography 

with scientific motifs. Etherington-Smith analyzes some of his half-finished sketches 

that fuse Christ-like figures or angels with atomic or crystalline structures—evidence 

that Dalí’s “nuclear mysticism” was still alive, even if his body could not always keep 

up with his imagination. 

2. Personal Turmoil and Business Controversies: With Dalí increasingly frail, a circle 

of managers, business agents, and “handlers” began to oversee the production and sale 

of Dalí prints (often criticized for authenticity issues). Etherington-Smith describes 

how this complicated his final artistic plans: while Dalí wanted to keep creating 

innovative works, legal battles and the question of “forged” signatures overshadowed 

his creative aspirations. This environment made it harder for him to focus on any 

major, cohesive new project. 

3. Inability to Complete Certain Works: Etherington-Smith’s narrative conveys an 

atmosphere of frustration in Dalí’s final phase—he had ambitious “futuristic” ideas 

(from multimedia collaborations to advanced painting techniques) that he either 

abandoned or entrusted to assistants, but none reached the scale of his earlier 

successes. The Theatre-Museum thus became the main realized vision of his latter 

years. 

 

4. Dalí’s Legacy and Posthumous Plans 

Etherington-Smith concludes the biography by reflecting on how Dalí meticulously shaped 

his own mythology right up to (and beyond) his death: 



190 

 

1. Dalí’s ‘Persistence’ in the Public Eye: The biography’s title, The Persistence of 

Memory, nods both to Dalí’s iconic melting-clock painting and to his obsession with 

immortality. Etherington-Smith underscores that Dalí deliberately wove his public 

image into his final legacy, ensuring that the illusions and “Dalínian wonders” within 

his museum could continue generating intrigue. 

2. Bequests and the Dalí Foundation: Etherington-Smith examines the complexities of 

Dalí’s will, noting how the “intellectual property” of his works and the physical 

holdings of his estate were eventually entrusted to the Spanish state and to the Gala-

Salvador Dalí Foundation, established after his death. She points out that these 

arrangements helped preserve Dalí’s entire body of work, but they also reflected his 

strategic plan to protect and promote his posthumous reputation. 

3. Hope for Future Technological Collaboration: Although the practical details were 

never fleshed out, Etherington-Smith references Dalí’s repeated interest in working 

with scientists and engineers to push Surrealism into realms he had only glimpsed 

(like digital art or more complex holographic installations). In effect, Dalí wanted 

Surrealism to evolve beyond him—an ambition that existed mostly in concept 

sketches and discussions, rather than completed public displays. 

 

5. Analytical Perspective: Etherington-Smith’s 

Interpretation 

In The Persistence of Memory, Etherington-Smith paints a portrait of a late-in-life Dalí whose 

failing health and complicated entourage hindered many of the art projects he still dreamed 

of. A few key analytical points: 

1. Contrast Between Earlier and Later Dalí: Etherington-Smith draws a stark contrast 

between the frenetic, highly productive Dalí of the 1930s–1950s and the more subdued 

figure of the 1980s. The shift underscores how deeply his creative process was tied to 

Gala’s presence and to his own physical vitality. 

2. Tension Between Vision and Reality: Much of the biography’s latter chapters 

revolve around Dalí’s ever-expanding ideas (museums, holograms, stereoscopic 

canvases, architectural expansions), set against the pragmatic difficulty of executing 

them. The author interprets this gap as not merely a tragic ending, but also as an 

inevitable outcome of Dalí’s own grandiosity—he believed art had to keep innovating, 

even when his resources and health were in decline. 

3. Dalí’s Quest for Immortality: Etherington-Smith’s title hints at how Dalí’s concept 

of memory and immortality shaped his last projects. The museum in Figueres is 

presented as the culmination of this vision—his attempt to curate and control how 

future generations would experience “Dalí.” The biography thus frames Dalí’s final 

years less as a coda to his earlier Surrealist feats and more as a meticulous staging of 

his permanent legacy. 

 

Conclusion 
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In The Persistence of Memory: A Biography of Dalí, Meredith Etherington-Smith delivers a 

nuanced portrayal of Salvador Dalí’s lifelong theatricality and innovation, culminating in his 

later years with: 

• The continued evolution of his Theatre-Museum in Figueres, serving as a grand 

Surrealist statement of immortality. 

• Unrealized experiments in holography, stereoscopy, and advanced optical illusions—

ideas that remained largely aspirational. 

• Personal struggles (the loss of Gala, physical ailments, and dubious business 

associations) that constrained his capacity to realize major new artworks at the very 

end. 

From Etherington-Smith’s perspective, Dalí’s ultimate “artistic plan” before his death lay in 

ensuring that the mythology and mystery surrounding his art would thrive posthumously—

hence his careful curatorial input into the Theatre-Museum and his fascination with new 

media that might outlive him. While many of his late visions remained unfinished or only 

partially realized, the biography underscores that Dalí’s drive for perpetual reinvention and 

spectacle persisted until his final days, shaping the unique cultural and artistic legacy he left 

behind. 

 

 

 

 


