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Edgar Degas began his artistic career in 1853 by studying
under professional artists, as was common practice.
After a short stint at the École des Beaux-Arts in Paris in
1855, he focused on copying European paintings in the
collection of the Louvre.  Throughout, he learned the
basics of figure drawing and arranging a composition.
Jean Auguste Dominque Ingres (1780–1867) was
particularly influential to Degas; indeed, Degas was said
to “look upon Ingres as the first star in the firmament of
French art.”  He met Ingres on three occasions and
often repeated the advice the elder artist provided:
“Study line; draw lots of lines, either from memory or
from nature.”  For the rest of his life, Degas sustained a
particular focus on the craft of drawing in graphite,
charcoal, and especially pastel. In addition to paintings,
monotypes, and wax sculptures, he created thousands of
drawings in thirty-eight bound notebooks, on loose
sheets of paper, and also as larger-scale works mounted
on board. From his roots in academic art, Degas
transitioned to his own style that merged older
influences with an emphasis on color and mark making
over the accuracy of forms. After the Bath is an example
of his established style in the mid-1880s; in it, the artist
represents a modern woman instead of a classical nude.
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It was a subject that appealed to collectors in Kansas City
and helped to shape the early collection of the Nelson-
Atkins Museum of Art.

Here, a nude woman sits on a red-patterned slipper
chair draped in white fabric. With her back toward the
viewer, she leans forward, drying the back of her neck
with a towel she holds in her right hand. Wrapped inside
the towel, her hand obscures her face from view. She
presses her left arm behind her as she balances her
body. She appears to brace herself with her legs as she
leans forward, but the viewer sees only one rather
abnormally elongated right leg, partially concealed by
the drapery. Her mahogany-brown hair is piled into a
messy topknot. With careful, gestural lines, Degas
articulates the folds of the fabric, the indentations of the
tufted chair, and the deep shadow near her left arm.
Heavy strokes of charcoal deepen the tantalizing outline
of the model’s right breast and clinched abdomen.
Charcoal shading and reductive erasures describe the
muscles and bones of the woman’s back: her spine
arches gently in the middle, and her shoulder blades
softly reflect the light. This was a modern representation
of a woman’s body, not idealized or perfectly balanced
like the ones from which Degas had learned. In
particular, the leg is not exact to the proportions of a
real woman (unless she was especially tall)—but that
level of realism was not Degas’s intent. Instead, he
sought to describe the essence of the body, the shadow,
and the color.

Degas often borrowed poses from earlier works he
made from models in his studio and adapted them for
new compositions.  In After the Bath: Seated Woman
Drying Herself, he may have been deliberately self-
referential. For example, he seems to have reused his
own 1873 study of a seated dancer for this non-ballet
purpose (Fig. 1). The pose of the clothed model in Seated
Dancer, Turned to the Right, leaning forward with her
right hand scratching her neck and her left arm
extending behind her, is arguably a direct source for
After the Bath—although Degas lowered the bather’s
right arm from the higher trajectory of the dancer’s.
Degas also repeated the dancer’s pose more
straightforwardly in several ballet works, including two
versions of The Rehearsal of the Ballet Onstage (ca. 1874;
both Metropolitan Museum of Art, 29.100.39 and
29.160.26).

Ingres was a lasting influence on Degas. In addition to
copying works by his role model,  Degas also collected
many works by Ingres, including twenty paintings and
thirty-four drawings.  In his bedroom on the rue Victor

Fig. 1. Edgar Degas, Seated Dancer, Turned to the Right, 1873, brush drawing
in oil and essence on blue paper, 9 x 11 7/16 in. (22.8 x 29.7 cm), Musée
d’Orsay, Paris, Achat, 1922, RF16723. Photo: © Photo Josse / Bridgeman
Images
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Fig. 2. Jean Auguste Dominique Ingres, Seated Female Nude, Study for “The
Golden Age,” 1843–1848, graphite on wove paper, 10 7/8 x 8 3/4 in. (27.6 x
22.2 cm), Philadelphia Museum of Art, The Louis E. Stern Collection, 1963,
1963-181-157
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Massé from at least the early 1890s, Degas displayed
(along with nudes by other artists ) Ingres’s study for his
mural The Golden Age (1843–1847; Château de
Dampierre, France), depicting a seated nude woman. A
similar study, although not the one owned by Degas, is
today at the Philadelphia Museum of Art (Fig. 2). Her
back is arched as she leans forward to wrap her arms
around another figure. She turns her head to her left to
look at the viewer with surprise. The way her abdomen is
clenched and her belly slightly protrudes, with her arm
raised to reveal small breasts, echoes the figure in
Degas’s After the Bath.

Degas also found inspiration in older examples of nudes
that were considered modern again in the late
nineteenth century. He was a collector of Japanese
prints, and a rare and expensive one hung in a prime
place over his bed: Interior of a Bathhouse by Torii
Kiyonaga (Japanese, 1752–1815), an  diptych
created around 1787 (Fig. 3).  Eight elegant young
women, in various states of undress, wash or dry
themselves; it may have been because of this extensive
display of nudity that only a handful of prints survived.
Kiyonaga simplifies the figures’ forms to unshaded
outlines, drawing the viewer’s eye to the flat patterns in
their individualized kimonos. Adding a subtle voyeurism
to the picture, Kiyonaga shows the man who delivers hot
water peeking through a small window at upper left. The
naturalism of Kiyonaga’s posed figures is evident
throughout the print: one woman wipes the face of her

struggling toddler son at lower right, and the two nudes
at the upper left turn toward each other, probably
chatting, while one lays her hand gently on the other’s
knee. With her back to the viewer and her gluteal cleft
just visible, she turns her head to the right, calling to
mind the woman in After the Bath, with her topknot,
extended arm, and just-visible bottom. The subtle
influence of this image and other Japanese prints on
Degas’s art  contributed to his obsession, from the
1880s on, with depicting nude women bathing in interior
settings, oblivious to or unconcerned by the viewer
watching them.  His women bend, twist, wash, scratch,
and stretch in awkward positions more indicative of
private moments than the nude goddesses of academic
easel painting.

For the eighth Impressionist exhibition in 1886, Degas
exhibited what he entitled a “Suite of nude women
bathing, washing, drying, wiping, combing or being
combed (pastels).”  While it is unlikely that the Nelson-
Atkins pastel was exhibited as part of this group,  it is
clearly part of his larger series of bathers. The way critics
responded to these works is enlightening. They seemed
particularly upset by the unflattering angles and
ungraceful poses of the women. For example, Félix
Fénéon wrote, “these bodies damaged by weddings,
childbirth, and illness are dissected or stretched. . . . The
lines of this cruel and sagacious observer elucidate,
through the difficulties of wildly elliptical shortcuts, the
mechanics of all movements; of a being who moves, they
not only record the essential gesture, but its most
minimal and distant mythological repercussions.”

Gustave Geffroy, who would go on to become an early
historian of Impressionism, wrote a lengthy tribute to
Degas’s contributions to the exhibition, providing an
accurate picture of the artist’s working process: “The
man [Degas] is mysterious and taunting . . . [having] the
existence of a recluse, locked up with models and
sketches. . . . He thus accumulated the materials, piled
up an enormous documentation, composed a dictionary
of details which would provide, at the first mention, the
whole of a decorative work, perhaps the most original,
the most personal of this second half of the nineteenth
century.”  Geffroy goes on to analyze the suite of
bathers, pointing out the voyeurism of the poses: “He
wanted to paint the woman who does not know she is
being looked at, as we would see her, hidden by a
curtain, or through a keyhole.”

The idea of viewing a nude woman through a keyhole is
often repeated in current criticism surrounding Degas,
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Fig. 3.  Torii Kiyonaga (Japanese, 1752–1815), publisher: Iseya Jisuke
(Japanese), Interior of a Bathhouse, ca. 1787 (Edo period), woodblock print;
ink and color on paper, vertical ôban diptych, 15 1/4 x 20 1/2 in. (38.7 x 52
cm), Museum of Fine Arts, Boston, Museum purchase with funds by
exchange from the William Sturgis Bigelow Collection, 30.46-7
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and while the effect is accurate, it seems to disregard the
working process that Geffroy acknowledged—that of an
obsessive draftsman sketching from models in his
studio, repeatedly reworking and reusing poses. The
woman pictured in After the Bath assuredly knew of the
presence of the artist’s gaze, since she was modeling for
Degas in his studio. The wildly patterned and tufted red
slipper chair appears in at least seven other works,
including Leaving the Bath (ca. 1884; private collection),
making it likely that it was a piece of furniture in Degas’s
rooms.

As noted, Degas did not depict academic nudes like
those of some of his contemporaries; Jean-Léon
Gérôme’s (1824–1904) Moorish Bath (Fig. 4), from his
group of bathing scenes from the 1870s, is a typical
example.  Gérôme’s painting is meticulously rendered:
the women’s proportions are modeled on classical
ideals, and the details of the architecture and
accessories are convincing, making it appear as if the
viewer could enter a real space. Degas’s nudes, on the
other hand, are depicted in awkward positions, usually
mid-motion, and in a looser style. “The four studies from
the nude which Degas exhibits are at once a terror and a

delight to behold,” exclaimed George Moore in his
review of the 1886 Impressionist exhibition. “Here we
are far from the slender-hipped nymphs who rise from
the sea, or dream in green landscapes painted in the
vicinity of Ville d’Avray.”  Instead, Degas emphasized
the reality of a modern, working woman’s figure, with
her curves, the disproportions from an odd viewing
angle, and the realistic task of washing up.

In France, the concept of getting naked, submerging
oneself in water (especially warm or hot water), or even
touching one’s body was seen as immoral and
impractical; this feeling prevailed until at least the early
twentieth century.  Most households did not have
running water or plumbing, and people from all classes
and genders tended not to fully bathe. If a full bath was
required, pitchers of water would have to be carried
from a courtyard fountain, often up a flight of stairs,
requiring about thirty trips to fill a tub.  Beyond the
inconvenience, religion and morality warned that the
body was “an instrument of sin” and that, if touched too
often, it could arouse evil desires.  Laure Marie Pauline
de Broglie, Comtesse de Pange, who was born in 1888,
exclaimed in her memoirs, “No one in my family took a
bath! The idea of plunging into water up to our necks
seemed pagan.”  Instead, people limited themselves to
washing their faces, hands, and feet. Prostitutes, on the
other hand, were required to bathe in a bathtub before
each new client.  Nevertheless, in After the Bath, Degas
has removed any attributes like a bathtub, stockings, or
a bed, which, if included, might indicate she was a sex
worker. This could be any woman going about her
routine—the subject’s mundanity is a hallmark of
Impressionism.

Degas’s dealer Paul Durand-Ruel purchased this pastel
about ten years after its 1885 creation. Perhaps Degas
kept After the Bath in his studio all that time as a
template for other works, such as a later, more quickly
executed pastel also titled After the Bath (Fig. 5).  The
Nelson-Atkins After the Bath spent a year in the Paris
gallery of Durand-Ruel until Kansas Citian William
Rockhill Nelson (1841–1915) purchased it in July 1896.
According to Jean Sutherland Boggs, Nelson persuaded
Degas (probably through Durand-Ruel) to sign the pastel
before his purchase.  In the upper left corner, a
preliminary signature in charcoal, “Deg,” has been
rubbed out and then partially covered in red pastel;
finally the artist added a second, complete signature in
charcoal on top of the red pastel.
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Fig. 4. Jean-Léon Gérôme, Moorish Bath, 1870, oil on canvas, 20 x 16 in. (50.8
x 40.6 cm), Museum of Fine Arts, Boston, Gift of Robert Jordan from the
collection of Eben D. Jordan, 24.217
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Nelson was the co-founder (with Mary Atkins, 1836–
1911) of the Nelson-Atkins Museum of Art, but in the late
1890s the idea of a museum for Kansas City was only
beginning to spark his imagination.  After a two-year
tour of Europe, including an influential visit to Italy,
Nelson decided to bring copies of European old master
paintings to Kansas City.  In February 1897, just a few
months after his return from Europe, he opened the
Western Gallery of Art, which displayed dozens of
painted copies, plaster reproductions, and hundreds of
photographs of other works—but none of modern art.
Although Nelson left Kansas City’s new museum $12
million for the purchase of works of art, his will
stipulated that no work could be purchased by an artist
who had not been dead at least thirty years.
Interestingly, the Degas pastel was one of five modern
pictures owned and displayed in Nelson’s home, Oak
Hall.  Most ultimately came to the museum after
Nelson’s family’s deaths in the 1920s,  but the Degas
pastel took a circuitous route.

The pastel was initially marked for acquisition by R. A.
Holland, art advisor to the Nelson-Atkins trustees, in
December 1927, when he reviewed the Nelson family’s

collection remaining in Oak Hall.  However, it somehow
remained hanging in the Nelsons’ drawing room when
the entire contents of the mansion were purchased by
Loew’s Incorporated a month later.  Herbert Woolf,
who was instrumental in founding Midland Theater with
Loew’s in downtown Kansas City,  invited his sister
Gertrude Woolf Lighton to view the Oak Hall collection in
1928, and from it she selected the Degas pastel to keep.
Lighton had a vested interest in the city’s nascent
museum and particularly in contemporary art; she was
one of the founding members of the Friends of Art, a
group specifically organized to purchase contemporary
art for the Nelson-Atkins and circumvent William Rockhill
Nelson’s thirty-year rule.  The group was founded in
December 1934, and barely four months later, the
museum’s first director, Paul Gardner, convinced
Lighton of the mistake the trustees had made by not
keeping the Degas. She graciously agreed to give the
pastel to the museum.

Drawing from precedents by Ingres and Kiyonaga, as
well as multiple drawings of his own, Degas created After
the Bath as a contemporary version of a timeless theme.
Through the discerning efforts of important Kansas
Citians, the Nelson-Atkins acquired this modern pastel
by Degas, one of the first Impressionists and the first
work by Degas to enter the collection.

Meghan L. Gray
October 2023
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improvements, helping to make the city the “Paris
of the Plains.” Now he directed his wealth and
noblesse oblige toward educating Midwesterners
in art, but his interest in elevating Kansas City’s art
knowledge was not unusual. It followed a trend
starting in 1887 New York with donations by
wealthy collectors to the Metropolitan Museum of
Art. See Leanne M. Zalewski, The New York Market
for French Art in the Gilded Age, 1867–1893 (New
York: Bloomsbury Visual Arts, 2023), 7, 9–10.

31. Charles Cowdrick, “The Robust Beginning and the
Fateful End of the Western Gallery of Art,” Pitch
Weekly, no. 454 (January 23–29, 1997): 11.

32. Nelson’s will allowed for the purchase of
reproductions of famous works of art, but the
museum quickly decided against that. The
museum’s first director, Paul Gardner, had no
interest in displaying the Western Gallery’s copies
at the newly opened art museum. See Cowdrick,
“Robust Beginning,” 12. Instead, most were
dispersed to area schools on long-term loan.
About two dozen have been returned to the
museum or remain there in off-view locations.

33. These included a 1907 portrait of Nelson by
William Merritt Chase (American, 1849–1916),
whom the museum would not be able to collect,
according to Nelson’s will, until 1946; Snow Effect
at Argenteuil by Claude Monet (1875; 1840–1926),

an artist unpurchasable until 1956; Camille
Pissarro, Poplars, Sunset at Eragny (painted just
two years before Nelson acquired it at Durand-
Ruel in 1896 and off-limits to the museum until
1933); and an unidentified interior by candlelight
by Paul Albert Besnard (1849–1934), an artist the
museum would not have been able to purchase
until 1964. The Besnard appeared on the same list
as the Degas pastel that art advisor R. A. Holland
made of Nelson’s objects that he recommended
the museum retain. See list attached to letter from
Fred C. Vincent, Laura Nelson Kirkwood Trustee, to
Herbert V. Jones, NAMA Trustee, December 28,
1927, NAMA curatorial files.

34. His wife, Ida, died in 1921, and his daughter and
son-in-law died four years later.

35. List attached to Vincent to Jones, December 28,
1927.

36. “Lump Oak Hall Sale,” Kansas City Star, January 23,
1928. The drawing room contained works
primarily featuring women, including unidentified
works by Sir Joshua Reynolds (English, 1723–1792),
Portrait of a Woman; Sir William Beechey (British,
1753–1839), Portrait of a Woman; Sir Thomas
Lawrence (English, 1769–1830), Portrait of Miss
Stack; Gerard (Gerrit) Dou (Dutch, 1613–1675),
Monk and Angel, on oak panel; Nicholas (Nicolaes)
Maes (Dutch, 1634–1693), Old Woman Sewing, on
oak panel (from Kums collection); and,
interestingly, five Japanese prints. No details have
been found to identify any of these works. For this
list, see “Oak Hall Open Wednesday,” Kansas City
Star, October 2, 1927.

37. Daniel Coleman, “Herbert M. Woolf: Founder of
Woolf Brothers Clothing Store, 1880–1964,”
Missouri Valley Special Collections: Biography, 2007,
https://kchistory.org/islandora/object/kchistory:
115379.

38. Michael Churchman and Scott Erbes, High Ideals
and Aspirations: The Nelson-Atkins Museum of Art,
1933–1993 (Kansas City, MO: Nelson-Atkins
Museum of Art, 1993), 54–55.
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After the Bath: Seated Woman Drying Herself is a quickly
completed study of a model in the artist’s studio. Edgar
Degas was working out proportion and composition, and
he recycled these elements into contemporaneous
drawings such as Harvard Art Museums’ After the Bath
(see Fig. 5), and later artworks, such as After the Bath,
Woman Drying Herself (about 1890–1895; National
Gallery, London), where the model’s position and the
drape of the drying cloth are reversed but closely
replicated.

Degas used the screen side of a machine-made, thick,
moderately textured, cream .  There is no

 or other evidence of mill or manufacturer.
The overall dimensions are 35.6 x 26.8 cm (14 x 10 1/2
in); however, the paper is a slight trapezoid with the

upper, left, and right edges scored and then torn along a
straight edge (Fig. 6). The lower edge is cleanly cut with a
sharp blade. The composition, 34 x 24.8 cm (13 3/8 x 9
3/4 in), is outlined with charcoal. There is another line at
right and upper right that outlines an original, slightly
larger composition size of 34.3 x 25.2 cm (Fig. 7). The
media occasionally extends beyond the lines that
indicate the borders.

The image is executed predominantly in ,
with red, yellow, and magenta  added late in the
production process. In addition to working quickly,
Degas was economical in his media application, leaving a
draped form at upper right and the model’s oddly
elongated leg without significant indication of shadows.
Degas concentrated his efforts on the model and the
folds of the drapery, and he utilized bare paper for lights
and highlights. He began with the charcoal outlines of
the model and a few strokes to locate the furniture and
the draped forms in the background. He adjusted the
model’s right arm to a lower position, and, with 

Fig. 6. Detail of the upper edge at center, After the Bath: Seated Woman
Drying Herself (ca. 1885). The black arrow indicates an indentation made by
a blunt scoring tool and a tag of paper created by tearing against a straight
edge. The blue arrow indicates an indented line created by the pressure of a
mat from a previous framing campaign.

wove paper 1

watermark

Fig. 7. Reflected infrared digital photograph showing only the charcoal
application. The lines that indicate the image area are visible around the
perimeter. Also visible in the image is the original higher placement of the
model’s right arm and the outlines of her thigh. After the Bath: Seated
Woman Drying Herself (ca. 1885)

vine charcoal
pastel

reflected
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, the outlines of the leg are
visible though the drying cloth (Fig. 7). Lightly applied
and blended hatching defines the contours of the
woman’s spine, shoulder blades, hips, and arms. The
heavy charcoal lines in the model’s upswept hair are
blended. Degas then concentrated on the negative
spaces around the sitter. The area between the sitter’s
left arm and side, and the quadrangle defined by the
breast, drying cloth, thigh, and stomach, are emphasized
by heavily applied charcoal. The drapery at extreme left
and lower right are lightly shaded with strokes of
charcoal.

Color was added as an afterthought, and the same
might be said for Harvard’s After the Bath (Fig. 5),
because both the Kansas City and Harvard pastel
paintings feature a cool, dark magenta in the sitter’s
hair. In the Kansas City artwork, yellow appears only
over the light charcoal shading at lower right. Magenta is
present in the hair and blended with the red pastel and
charcoal in the draped form at upper left. Red is the
most liberally applied color. Degas used the pointed end
of the red pastel stick in the draped form, and he opted
for the broad side of the stick for the heavy, blended
strokes at lower left and along the upper edge.

There is no evidence of . The signature, “Degas,”
appears at upper right, in charcoal over the red pastel
(Fig. 8). It is directly below an effaced partial signature in
charcoal reading “Deg.”

infrared digital photography

fixative

Fig. 8. Detail of the upper left corner showing both the effaced partial
signature and Degas’s full signature, After the Bath: Seated Woman Drying
Herself (ca. 1885)

Fig. 9. Ultraviolet-induced visible fluorescence photograph of After the Bath:
Seated Woman Drying Herself (ca 1885). The white ultraviolet (UV)
fluorescence around the perimeter of the artwork indicates where an
adhesive was applied to the verso. Arrows in the lower portion of the image
indicate the locations of tidelines that formed during a past conservation
treatment that involved gummed linen tape removal.

The Nelson-Atkins Museum of Art | French Paintings and Pastels, 1600–1945



Mild media migration is present around the charcoal and
red pastel applications; however, the media is only
slightly friable. The front of the sheet is discolored to
beige, with the edges stained a light brown (Fig. 8). The
original cream color is well preserved on the back of the
artwork. Yellow adhesive residues on the back edges are
artifacts of a previous mounting or framing campaign.
The adhesive has penetrated the paper, causing the
paper edges to re-emit yellow when viewed with the aid
of  (Fig. 9). The adhesive has
kept the edges in plane but allows the center of the
sheet to contract and expand with changes in humidity,
resulting in the extreme undulations that mar the
artwork today (Fig. 10). There appear to have been at
least two later matting campaigns. There are tidelines
around the locations of gummed linen tape hinges used
in the second matting campaign, emphasizing the
discoloration of the paper. The pastel was most recently
hinged in the 1990s, using Beva gel as an adhesive to
prevent further formation of tidelines.

Rachel Freeman

October 2023

Notes

1. The description of paper color, texture, and
thickness follows the standard set forth in
Elizabeth Lunning and Roy Perkinson, The Print
Council of America Paper Sample Book: A Practical
Guide to the Description of Paper (Boston: Print
Council of America, 1996), unpaginated.

2. During the 1980s and 1990s, conservation staff at
The Nelson-Atkins Museum of Art sometimes used
Beva Gel (Beva 371 formula, an aqueous
dispersion of acrylic and ethylene vinyl acetate
resins) as a hinging adhesive for water-sensitive
papers or artworks with water-sensitive media. I
am indebted to Nancy Heugh for sharing this
knowledge with me when discussing possible
treatment methodologies. The identification of
Beva gel as a hinging adhesive also appears in her
2011 Technical Examination and Treatment
Report, Nelson-Atkins conservation file, 35-39/1.
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Provenance

Purchased from the artist by Galerie Durand-Ruel, Paris,
stock no. 3365, as La sortie du bain, June 29, 1895–July 6,
1896 [1];

Fig. 10. Raking light image of the artwork showing the undulations
throughout the center of the sheet and mild contraction of the edges, After
the Bath: Seated Woman Drying Herself (ca. 1885)

ultraviolet (UV) fluorescence

2
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Purchased from Durand-Ruel by William Rockhill Nelson
(1841–1915), Kansas City, MO, 1896–April 13, 1915;

To his wife, Ida Nelson (née Houston, 1853–1921), Kansas
City, MO, 1915–October 6, 1921;

By descent to their daughter, Laura Kirkwood (née
Nelson, 1883–1926), Kansas City, MO, 1921–February 27,
1926;

Inherited by her husband, Irwin Kirkwood (1878–1927),
Kansas City, MO, 1926–August 29, 1927;

Laura Nelson Kirkwood Residuary Trust, Kansas City, MO,
1927–January 23, 1928 [2];

Purchased from Laura Nelson Kirkwood Residuary
Trustees by Loew’s Incorporated, New York, January 23,
1928 [3];

Purchased from Loew’s by Herbert M. Woolf (1880–
1964), Kansas City, MO, after January 24, 1928;

Given by Woolf to his sister, Mrs. David M. Lighton (née
Gertrude Woolf, ca. 1877–1961), Kansas City, MO, ca.
1928–April 24, 1935;

Her gift to The Nelson-Atkins Museum of Art, Kansas
City, MO, 1935.

Notes

1. Email from Paul-Louis Durand-Ruel and Flavie
Durand-Ruel, Durand-Ruel et Cie., Paris, to Nicole
Myers, NAMA, January 11, 2016, NAMA curatorial
file.

2. As early as 1927, art advisor to the NAMA trustees,
R. A. Holland, noted the pastel in the contents of
Oak Hall, Nelson’s mansion, as one to keep for the
budding museum’s collection. Letter from Fred C.
Vincent, Laura Nelson Kirkwood Trustee, to
Herbert V. Jones, NAMA Trustee, December 28,
1927, NAMA curatorial files. It is unclear why the
pastel remained in Oak Hall to be sold to Loew’s.

3. Loew’s bought the entire contents of Oak Hall,
where the pastel still hung. A few artworks,
though not this pastel, were retained by the
museum trustees for the future museum. See
“Lump Oak Hall Sale,” Kansas City Star 48, no. 128
(January 23, 1928): 1. Starting the following day,
Loew’s resold objects that they could not use to
decorate their theater chains. See “A Resale from
Oak Hall,” Kansas City Star 48, no. 129 (January 24,
1928): 1.

Related Works

Same orientation

Edgar Degas, After the Bath, Woman Drying Herself, ca.
1888, pastel and charcoal on paper, 19 5/8 x 23 3/16 in.
(50 x 59 cm), Musée d’Art Moderne André Malraux, Le
Havre, France, 2004.3.105.

Edgar Degas, After the Bath, Woman Drying Herself, ca.
1884–1886, reworked between 1890 and 1900, pastel on
wove paper, 15 7/8 x 12 5/8 in. (40.5 x 32 cm), Musée
d’Art Moderne André Malraux, Le Havre, France,
2004.3.106.

Edgar Degas, After the Bath, ca. 1892–1894, charcoal and
pastel on off-white wove paper, 17 1/8 x 13 1/8 in. (43.5 x
33.2 cm), Harvard Art Museums/Fogg Museum,
Cambridge, MA, Inv. 1965.259.

Edgar Degas, Woman Drying Her Hair, ca. 1900–1908,
pastel on paper, 28 x 24 1/2 in. (71.1 x 62.2 cm), Norton
Simon Museum, Pasadena, CA, M.1969.06.P.

Edgar Degas, Woman at her Toilette, 1905–1907, charcoal
and pastel on tracing paper on cream cardboard, 30 1/4
x 27 1/4 in. (76.8 x 69.3 cm), Cabinet d’arts graphiques
des MAH Musées d’Art et Histoire, Geneva, Dépôt de la
Fondation Jean-Louis Prevost, 1985-0038.

Reversed orientation

Edgar Degas, Woman at her Toilette, ca. 1884, pastel over
monotype on paper mounted on panel, 23 9/16 x 14
15/16 in. (60 x 38 cm), private collection.

Edgar Degas, After the Bath (Exit from the Bath), 1885,
pastel, 24 1/4 x 19 3/4 in. (64 x 50 cm), private collection.

Edgar Degas, After the Bath, ca. 1885, charcoal and pastel
on white paper 27 x 22 1/4 in. (68.5 x 56.5 cm), private
collection.

Edgar Degas, After the Bath, Woman Drying Herself, 1888–
1892, pastel on paper, 18 15/16 x 24 in. (48.2 x 61 cm),
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private collection.

Edgar Degas, Woman Drying Herself, 1888–1892, pastel,
28 11/16 x 18 7/8 in. (73 x 48 cm), private collection.

Woman Drying Her Hair, ca. 1889, pastel and charcoal on
paper mounted on cardboard, 33 1/8 x 41 1/2 in. (84,1 x
105,4 cm), Brooklyn Museum, New York, Inv. 21.113.

Edgar Degas, After the Bath, Woman Drying Herself, ca.
1890–1895, pastel on wove paper laid on millboard, 41
3/8 x 39 in. (105 x 99 cm), National Gallery, London,
NG6295.

Edgar Degas, After the Bath, ca. 1890–1893 (dated in error
by another hand: 1885), pastel on paper mounted on
cardboard, 26 x 20 3/4 in. (66 x 52.7 cm), Norton Simon
Museum, Pasadena, CA, F.1975.02.P.

Edgar Degas, Woman Drying Herself, ca. 1896–1898,
pastel on paper on cardboard, 26 x 24 in. (66 x 61 cm),
Foundation E.G. Bührle Collection, Zurich, inv. 33.

Edgar Degas, Nude Woman Drying Her Hair, ca. 1902,
pastel on paper on cardboard, 25 1/4 x 27 1/2 in. (64.1 x
69.9 cm), Brooklyn Museum, New York, Inv. 54.54.

Edgar Degas, Woman at her Toilet, ca. 1902, pastel and
charcoal on paper, 29 1/8 x 25 9/16 in. (74 x 65 cm),
private collection.

Exhibitions

Oak Hall Exhibition, Oak Hall, Kansas City, MO, October 5–
9, 1927, no cat., as La Sortie du Bain.

Anatomy and Art, William Rockhill Nelson Gallery of Art
and Mary Atkins Museum of Fine Arts, Kansas City, MO,
May 8–June 5, 1960, no. 60, as Woman Bathing.

Drawings by Degas, City Art Museum of Saint Louis,
January 20–February 26, 1967; Philadelphia Museum of
Art, March 10–April 30, 1967; The Minneapolis Institute of
Arts, May 16–June 25, 1967, no. 132, as Woman Bathing.

Mary Cassatt Among The Impressionists, Joslyn Art
Museum, Omaha, NE, April 10–June 1, 1969, no. 28, as
Woman Bathing.

Master Drawings from The Nelson-Atkins Museum of Art,
Kansas City, Missouri, Washington University Gallery of
Art, St. Louis, September 22–December 3, 1989; The
Nelson-Atkins Museum of Art, Kansas City, MO, February
17–March 25, 1990, unnumbered, as Woman Bathing,
Seen from Behind.

European Drawings from Polish Collections (with additions
made from the Nelson-Atkins collection), The Nelson-
Atkins Museum of Art, Kansas City, MO, April 17–June 6,
1993, hors. cat.

Edgar Degas: The Many Dimensions of a Master French
Impressionist, Center for the Fine Arts, Miami, FL, April 2–
May 15, 1994; Mississippi Museum of Art, Jackson, MS,
May 30–July 31, 1994; Dayton Art Institute, August 13–
October 9, 1994, no. 14 (Dayton only), as After the Bath,
Seated Woman Drying Herself.

Dürer to Matisse: Master Drawings from The Nelson-Atkins
Museum of Art, The Philbrook Museum of Art, Tulsa, OK,
June 23–August 18, 1996; The Cummer Museum of Art
and Gardens, Jacksonville, FL, September 20–November
29, 1996; The Hood Museum of Art, Dartmouth College,
Hanover, NH, December 21, 1996–March 2, 1997, no. 74,
as After the Bath: Woman Seated Drying Herself.

Color and Line: Masterworks on Paper, The Nelson-Atkins
Museum of Art, Kansas City, MO, May 5–November 11,
2007, no cat.

Women in Paris, 1850–1900, The Nelson-Atkins Museum
of Art, Kansas City, MO, March 22, 2019–March 22, 2020,
no cat.
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