
Replicating  the  masters?  Artificial  
intelligence  and  current  
dialogues  with  the  Spanish  pictorial  tradition*

guillermo.juberias@uv.es 0000-0003-0098-5287

Replicating  the  masters?  Artificial  intelligence  
and  current  dialogues  with  the  Spanish  
pictorial  tradition

*  This  publication  has  been  prepared  within  the  framework  of  the  grant  JDC2022-048681-I,  funded  by  MCIN/
AEI/10.13039/501100011033  and  by  the  European  Union  “NextGenerationEU”/PRTR.

The  study  and  replication  of  the  style  of  artists  of  the  past  has  been,  throughout  the  history  of  art,  a  constant  
in  artistic  education.  Copying  has  played  a  substantial  role  in  the  training  of  artists,  as  demonstrated,  in  the  
Spanish  case,  by  the  visits  of  copyists  to  the  Prado  Museum.  In  recent  years,  the  emergence  of  artificial  

intelligence  (AI)  in  artistic  praxis  has  given  rise  to  experiences  in  which,  with  the  assistance  of  these  new  
technologies,  the  human  learning  process  can  be  recreated  and  works  of  art  that  imitate  the  style  of  artists  of  
the  past  can  be  generated.  Despite  the  considerable  media  coverage  that  these  experiences  have  received,  
art  history,  in  the  Spanish  context,  has  not  yet  paid  attention  to  them.  Through  this  article,  from  the  field  of  
study  of  visual  culture,  we  offer  certain  keys  for  the  historical-artistic  analysis  of  these  new  works  of  art  that  
have  raised  controversial  debates  on  the  notions  of  authorship,  authenticity  and  originality.  To  this  end,  we  

conducted  a  comparative  study  of  three  projects  to  recover  the  art  of  the  masters  with  the  assistance  of  AI:  
the  recreation  of  the  lost  canvas  by  Velázquez  The  Expulsion  of  the  Moriscos  (1627),  with  an  art-historical  
purpose;  the  genesis  using  AI  of  drawings  that  follow  the  style  of  Goya,  with  an  educational  objective;  and  

the  recovery,  for  commercial  purposes,  of  a  painting  by  Santiago  Rusiñol,  View  of  the  Parc  del  Laberint  
d'Horta,  underlying  an  oil  painting  by  Pablo  Picasso.
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1.  Introduction:  the  replica  in  Spanish  painting  
from  a  historical  perspective

This  famous  aphorism  by  the  noucentista  writer  Eugenio  D'Ors,  published  in  the  magazine  La  Veu  de  

Catalunya  in  1911  and,  years  later,  engraved  on  the  walls  of  the  Casón  del  Buen  Retiro  in  Madrid,  has  

taken  on  renewed  relevance  today,  following  the  emergence  of  artificial  intelligence  (hereinafter,  AI)  in  

artistic  praxis  and  the  experiences  of  certain  contemporary  artists  in  trying  to  replicate  the  style  of  the  

masters  of  the  past.

In  this  sense,  despite  the  rigorous  relevance  of  this  type  of  experiments,  we  must  place  these  

creations  within  a  long-standing  phenomenon  in  the  history  of  art:  that  of  dialogue  with  the  masters,  a  

series  of  practices  that  oscillate  between  copying,  quoting  and

Anything  that  is  not  tradition  is  plagiarism.

Outside  of  tradition,  there  is  no  room  for  true  originality.

Among  the  many  applications  of  AI  in  the  field  of  artistic  creation,  one  of  those  that  is  having  the  

greatest  media  resonance  is  the  images  in  which  the  style  of  the  masters  of  the  past  is  replicated  to  

generate  new  works  or  imagine  those  that  disappeared  in  the  course  of  history.  Thus,  recently,  some  

media  outlets  have  echoed  the  recovery  of  "a  hidden  landscape  in  a  work  by  Picasso"  (Montoto,  2021)  

or  the  possibility  of  "resurrecting  Velázquez"  (Zorita,  2023).  In  Spain,  these  experiences  are  also  being  

developed  in  academic  environments,  see  an  initiative  undertaken  by  three  Fine  Arts  professors  at  the  

University  of  Granada  who  have  'educated'  an  AI  -  Stable  Diffusion  -  to  produce  drawings  based  on  

Goya's  style,  exploring  the  possibilities  of  AI  in  drawing  learning  (Marín-Viadel,  Campos  and  Roldán,  

2024,  pp.  329-343).  These  three  teachers  started  from  the  premise  that  the  study  of  the  works  of  the  

masters  has  always  played  a  key  role  in  artistic  training.
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artistic  practice  has  led  to  experiences  wherein,  with  the  aid  of  these  new  technologies,  human  learning  processes  can  be  

replicated  and  artworks  can  be  produced  that  emulate  historical  artists'  styles.  Despite  the  extensive  media  attention  these  

experiences  have  garnered,  art  history  within  the  Spanish  context  has  yet  to  give  them  substantial

consideration.  This  article  aims  to  provide  insights  from  visual  culture  that  contribute  to  an  art-historical  analysis

the  visits  made  by  copyists  to  the  Prado  Museum  in  Spain.  Recently,  the  emergence  of  artificial  intelligence  (AI)  in

d'Horta,  underlying  an  oil  painting  by  Pablo  Picasso.
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Throughout  the  history  of  art,  the  examination  and  imitation  of  past  artists'  styles  have  consistently  been  integral  to  artistic  

education.  The  practice  of  copying  has  significantly  contributed  to  the  training  of  artists,  as  evidenced  by
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originality.  To  this  end,  we  conducted  a  comparative  study  of  three  projects  aimed  at  recovering  the  art  of  the  masters  

through  artificial  intelligence:  the  recreation  of  Velázquez's  lost  canvas,  The  Expulsion  of  the  Moors  (1627),  with  an  art-

historical  objective;  the  generation  of  drawings  in  the  style  of  Goya  through  AI,  intended  for  educational  purposes;  and  the  

recovery,  for  commercial  reasons,  of  a  painting  by  Santiago  Rusiñol  entitled  View  of  the  Parc  del  Laberint
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The  criterion  of  nationality,  as  could  not  be  otherwise,  was  a  decisive  element  for  the  
establishment  and  future  of  the  Prado  Museum.  In  part,  the  Museum  was  born  as  an  
instrument  destined  to  spread  and  vindicate  the  glories  of  Spanish  painting  (…).

This  canonization  of  the  Spanish  masters  can  be  seen  in  the  conquest  of  spaces  in  the  

museum.  In  1898,  the  plans  were  drawn  up  for  the  rooms  that  would  be  dedicated  to  Goya  on  

the  ground  floor  of  the  Museum,  including,  in  a  disorderly  manner,  such  diverse  facets  of  his  

production  as  part  of  the  Black  Paintings,  the  cartoons  for  tapestries,  some  costuming  paintings  

and  court  portraits,  trying  to  make  the  most  of  the  available  space  (Matilla  and  Portús,  2004,  p.  

83).  A  year  later,  in  1899,  on  the  occasion  of  the  third  centenary  of  the  birth  of  Velázquez,  the  

so-called  Queen  Isabel  Room  —which  functioned  as  a  tribune  of  the  museum,  open  to  the  

central  gallery—  was  dedicated  monographically  to  the  Sevillian  master.  In  1901,  Murillo's  

paintings  were  installed  in  a  room  at  the  southern  end  of  the  central  gallery,  and  Ribera's  

paintings  were  also  displayed  in  a  monographic  format  in  a  room  facing  the  botanical  garden  

(Portús,  2012,  p.  148).  Thus,  the  Prado  was  the  vehicle  for  the  dissemination  of  a  Spanish  

artistic  canon  that  endures  to  this  day  and  whose  projection  reaches  the  image  banks  that  feed  

the  AI.

This  cult  of  the  Spanish  masters  is  not  only  expressed  through  copying.  On  occasion,  

artists  reproduced  the  style  of  the  masters  to  create  new  works  that  were  not

The  vindication  of  the  masters  of  the  Spanish  pictorial  tradition  was  a  fundamental  process  

in  the  genesis  of  a  Spanish  national  culture,  which  came  hand  in  hand  with  the  problematic  

definition  of  what  the  "Spanish  school"  of  painting  would  be.  In  this  regard,  the  Museo  del  Prado  

was  an  active  part  of  these  aesthetic  and  identity  debates  -  in  the  same  way  that,  currently,  it  

contributes  to  the  reflection  on  AI  and  information  and  communication  technologies.  In  the  

words  of  Javier  Portús  (2012,  p.  131):

reinterpretation  of  the  works  of  painters  who  form  part  of  the  so-called  national  artistic  canon,  a  

notion  generated  during  the  19th  century,  at  the  time  of  the  rise  of  Spanish  cultural  nationalism.  

This  was  a  complex  phenomenon  by  which  certain  painters,  especially  after  the  Bourbon  

Restoration  of  1874,  were  elevated  to  the  "altars  of  the  fatherland",  in  the  words  of  historian  

Ignacio  Peiró  (2017).

The  end  of  the  19th  century  and  the  beginning  of  the  20th  century  was  the  golden  age  of  

the  influx  of  copyists  to  the  Prado  Museum.  The  better  representation  of  Spanish  masters  in  

the  rooms  dedicated  to  them  made  copying  easier.  The  internal  regulations  of  the  museum  

regulated  the  practice  of  copyists,  who  could  copy  the  canvases  on  display  always  under  the  

authorization  of  a  curator.  From  1909,  copyists  began  to  be  charged,  a  task  that  they  had  

previously  performed  without  having  to  pay  any  amount  (Barroso  Gutiérrez,  2017,  p.  113).  

Among  the  motivations  that  led  artists  to  go  to  the  Prado  to  copy  was  that  of  learning,  but  there  

was  also  the  figure  of  the  professional  copyist,  who  sold  his  replicas  of  the  paintings  in  the  

museum.  This  is  indicated  in  an  article  in  the  newspaper  El  Imparcial,  in  1909  (p.  3).  It  contains  

statistics  on  the  most  copied  painters  in  1907  and  1908,  and  Velázquez,  Murillo  and  Goya  

constitute  the  triad  of  most  replicated  artists.  These  motivations  for  copying,  between  learning  

and  commercial  exploitation,  are  common  to  the  AI-assisted  replicas  that  we  analyse  later.
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2.  Methodology:  interpreting  the  imitation  of  
art  from  the  past  assisted  by  artificial  intelligence

In  the  case  of  Velázquez,  his  painting  fascinated  foreign  artists  who  came  to  Spain,  especially  in  the  second  half  of  the  19th  century.  

French  painters  such  as  Édouard  Manet,  Carolus  Duran  and  Léon  Bonnat  studied  his  canvases  as  a  source  for  the  renewal  of  realism  in  19th-

century  painting  (Tinterow  and  Lacambre,  2003).  This  influence  of  Velázquez  is  also  evident  in  British  authors  such  as  John  Everett  Millais,  

author  of  a  Souvenir  of  Velázquez  (1868,  Royal  Academy  of  Arts,  London,  inventory  no.:  03/721),  in  which  he  reinterpreted,  following  certain  

Victorian  codes,  the  Infanta  Margarita  of  Austria  from  Las  Meninas.

(Preckler,  2003,  p.  169).  Authors  such  as  Eugenio  Lucas  Velázquez,  Francisco  Lameyer,  Antonio  Pérez  Rubio,  

Ángel  Lizcano  and  Francisco  Domingo  Marqués  followed  this  line.  Some  of  their  works  so  faithfully  imitate  

Goya's  brushstrokes  that  they  were  acquired  by  renowned  museums  as  originals  by  the  painter  from  

Fuendetodos.  All  these  cases  would  be  the  precedent  for  the  experiences  of  stylistic  imitation  assisted  by  AI  

that  we  analyze  here.

These  references  were  joined  by  that  of  Francisco  de  Goya,  a  painter  much  imitated  by  the  so-called  artists  

of  the  wild  vein,  "a  traditional  and  Hispanic  way  of  painting,  energetic,  strong  and  spirited"

copies  of  pre-existing  ones.  This  practice,  which  artists  used  to  carry  out  for  purposes  somewhere  between  

learning  and  paying  homage,  was  used  maliciously  by  certain  agents  in  the  art  market,  who  passed  off  these  

contemporary  paintings  as  originals  from  previous  centuries.  In  this  regard,  we  can  cite  the  case  of  Antonio  

María  Esquivel,  a  romantic  artist  from  Seville  trained  at  the  Academy  of  Fine  Arts  of  Santa  Isabel  de  Hungría  in  

the  capital  of  Seville,  who  fully  adopted  the  style  of  Bartolomé  Esteban  Murillo,  who  was,  along  with  Velázquez,  

the  most  copied  artist  from  the  Prado  in  the  mid-  nineteenth  century,  and  who  became  an  indisputable  reference  

for  the  artists  of  the  Seville  school.  In  the  words  of  Ángel  Salcedo  y  Ruiz  (1914,  p.  680):  "a  very  happy  imitator  

of  Murillo,  at  that  time  our  great  fashionable  painter  in  Europe,  and  whose  style  Esquivel  came  to  master  so  

perfectly  that,  like  Murillo,  many  of  his  paintings  were  sold  in  England  and  elsewhere  (...)".

The  emergence  of  AI  in  artistic  praxis  has  sparked  an  intense  debate  around  issues  such  as  the  originality  of  

the  works,  their  authorship  or  the  status  of  the  work  of  art  itself.  Thus,  certain  artists  and  art  historians  have  

taken  positions  that  have  been  labeled  as  technophobic,  rejecting  the  possibilities  offered  by  AI  in  the  processes  

of  artistic  creation  (Mazzone  and  Elgammal,  2019,  p.  6).

However,  due  to  its  own  vitality,  artistic  reality  advances  faster  than  theoretical  reflection  and,  at  present,  

AI  is  already  fully  integrated  into  artistic  practices.  In  the  Spanish  context,  the  latest  edition,  in  2024,  of  ARCO,  

the  International  Contemporary  Art  Fair  of  Madrid,  can  serve  as  an  example,  in  which  authors  such  as  Daniel  

Canogar,  Marina  Núñez  or  Rafael  Lozano-Hemmer  exhibited  creations  in  which,  in  some  way,  AI  had  intervened.  

In  contrast  to  the  more  skeptical  positions,  Canogar  advocates  “humanizing”  AI  and  incorporating  it  into  artistic  

discourses  (ABC,  2024).
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In  this  regard,  not  all  algorithms  trained  to  produce  artistic  images  work  in  the  same  way.  

This  study  addresses  those  that  have  been  trained  to  imitate  the  paintings  of  artists  of  the  past;  

however,  platforms  such  as  AICAN  use  a  system  designed  to  move  away  from  copying  and  

repetition,  enhancing  creativity,  based  on  numerous  images  taken  from  five  hundred  years  of  

Western  art  history  (Mazzone  and  Elgammal,  2019,  p.  5).

Focusing  on  the  genesis  of  images  that  imitate  the  style  of  artists  of  the  past,  one  of  the  

first  initiatives—publicized  with  enormous  media  coverage—was  presented  in  the  Netherlands  

in  2016.  It  was  a  work  called  The  Next  Rembrandt,  the  result  of  a  research  and  computational  

creation  project  in  which  346  known  images  of  the  famous  Dutch  master  were  analyzed  in  

detail  using  AI.  The  programmers  who  developed  this  image  used  Linux  virtual  machines,  

which  analyzed  and  hosted  the  data  thanks  to  the  Microsoft  Azure  platform,  creating  a  

complete  and  new  painting  based  only  on  digital  coordinates.  The  project  had  the  help  of  

advisors  from  the  Delft  University  of  Technology  (TU  Delft),  The  Mauritshuis  and  the  Het  

Rembrandthuis  Museum.  This  entire  project,  developed  over  18  months  of  work,  had  the  

ultimate  goal  of  reproducing  Rembrandt's  style.  It  is  interesting  how  the  project  communication  

stated  that  one  of  the  elements  that  guided  the  process  was  'respect'  for  Rembrandt's  painting,  

going  so  far  as  to  say  "To  put  the  time,  energy  and  emotion  into  understanding  his  craft,  

Rembrandt  may  well  have  even  been  flattered."

However,  these  practices  are  not  exempt  from  controversy.  The  use  of  AI  in  artistic  creation  

generates  confusion  when  new  works  intentionally  seek  to  imitate  the  style  of  other  artists.  In  

this  regard,  some  current  illustrators  have  denounced  AI  tools  such  as  Lensa  for  plagiarism,  

whose  learning  is  based  on  the  prior  study  of  works  by  these  artists  existing  on  platforms  such  

as  Pinterest  or  DevianArt  (Aguilar  Campos,  2023,  p.  184).  These  creators  claim  that  AI  imitates  

stylistic  features  without  restrictions  and  replicates,  in  a  matter  of  minutes,  a  considerable  

effort  developed  by  humans  in  a  much  longer  time.  These  controversies  prove  how  this  area  

of  collective  practice  is,  in  the  words  of  philosopher  Eric  Sadin  (2020,  p.  276),  "a  virgin  land  of  

ethical  theory",  hence  numerous  agents  involved  in  or  affected  by  AI  are  drafting  letters  and  

collective  agreements  to  try  to  regulate  its  use  (Aguilar  Campos,  2023,  pp.  173-195).

At  the  same  time,  the  discipline  of  art  history  is  undergoing  an  update,  and  recent  studies  

such  as  the  one  published  by  David  G.  Stork  in  Nature  (2023,  pp.  685-687)  highlight  the  

interest  in  the  collaboration  of  computer  scientists  with  art  history  researchers.  The  former  are  

capable  of  developing  tools  for  the  effective  analysis  of  pictorial  elements  such  as  colour,  

lighting  or  composition.  However,  Stork  states:  «Artworks  are  complicated  compositionally  

and  materially  and  are  replete  with  human  meaning-nuances  that  algorithms  find  hard  to  

fathom».  These  are  the  fields  of  intervention  of  the  art  historian,  contributing  his  knowledge  on  

social  norms,  history  of  styles  or  iconography  (Stork,  2023,  p.  685).  Thus,  the  application  of  AI  

and  the  most  powerful  computing  technology  has  also  made  it  possible  to  recreate  lost  works,  

such  as  the  fresco  Medicine  by  Gustav  Klimt  (1901),  whose  colours  have  been  restored  from  

a  black  and  white  photograph.
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A  first  aspect  to  be  assessed  is  the  technical  material.  The  use  of  technique  and  technology  by  artists  has  not  

only  depended  on  the  development  of  these,  but  also  on  the  socioeconomic  conditions  of  the  creators,  whose  

financial  situation  and  social  position  have  historically  conditioned  their  access  to  techniques  and  materials.  In  the  

case  of  AI,  the  possibility  of  having  more  advanced  software  that  presents  more  efficient  algorithms  or  more  evolved  

systems  for  analyzing  works  of  art  will  determine  the  possibilities  of  using  technology  and  techniques.

results  of  these  imitative  experiences.

Some  of  these  initiatives  have  sought  to  simulate  the  style  of  certain  Spanish  painters,  experiences  whose  evaluation,  

in  art-historical  terms,  constitutes  the  object  of  this  study.  We  conceive  these  images  as  products  that  form  part  of  a  

visual  culture.  Following  a  perspective  put  forward  by  Peter  Burke  in  his  famous  article  “How  to  Interrogate  Visual  

Testimonies”  (2008,  pp.  29-40),  we  can  affirm  that  these  creations  do  not  come  from  direct  observation  of  reality,  

but  are  based  on  other  images,  taking  advantage  of  storage  technologies  that  allow  tens  of  thousands  of  images  of  

works  of  art  to  be  stored  on  a  single  platform.  This  circumstance  makes  it  evident  that  images  produced  by  AI,  like  

any  other  visual  creation,  are  usually  situated  in  their  own  cultural  tradition.  The  functioning  of  these  AI  reproduces  

codes  present  in  the  course  of  history,  such  as  the  survival  and  imitation  of  the  past,  formulations  that  were  theorized  

by  Aby  Warburg  and  Walter  Benjamin  in  their  reflections  on  life,  collective  memory  and  tradition  (Vargas,  2014,  pp.  

317-331).  Thus,  both  authors  discussed  the  concept  of  nachleben,  that  way  of  surviving  in  the  memory  of  

descendants  and  imitating  by  taking  someone  as  an  example.  For  Warburg,  images  transmit  and  conceptualize  the  

survival  of  the  past,  projecting  their  Pathosformeln  onto  the  productions  of  the  present.  For  his  part,  Benjamin  applied  

this  notion  of  survival  to  works  of  art,  stating  that  they  have  a  natural  life  and  that,  in  history,  the  originals  'survive'  

through  new  versions  (Vargas,  2014,  p.  323).  Thus,  from  these  approaches,  we  propose  several  criteria  for  the  

historical-artistic  analysis  of  these  imitations  of  the  style  of  artists  of  the  past  developed  using  AI.

This  media  experience  has  inspired  many  others  through  which  attempts  have  been  made  to  imitate  such  unique  

aspects  of  art  as  the  brushstroke  or  style  of  an  artist.

Thirdly,  an  element  that  is  difficult  to  assess  due  to  the  subjectivity  of  human  perception  itself  is  the  verisimilitude  

of  the  images  created.  In  this  type  of  imitation,  the  notion  of  originality  would  be  subordinated  to  fidelity  to  the  style  or  

brushstroke  of  certain  authors.  If  the  final  purpose  is  to  imitate  a  pre-existing  pictorial  language,  innovation  in  terms  

of  avant-garde  when  creating  new  languages  is  limited.  Through  our  analysis  we  evaluate  the  mechanisms  followed  

by  the  developers  of  these  AI  to  improve  this  stylistic  imitation,  making  it  credible.

The  second  issue  we  must  consider  is  the  intentionality  of  this  type  of  creation.  Alan  Morgado  (2023)  stated  how,  

by  definition,  any  image  created  by  AI  is  subject  to  human  thought.  Like  any  other  tool,  AI  lacks  intentionality  and  this  

human  contribution  will  be  decisive  when  analyzing  its  products.  The  purpose  of  these  creations  can  be  very  diverse,  

from  computational  experimentation  to  commercial  purposes,  including  mere  aesthetic  intentionality.
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(Ristol  and  Paz,  2024,  p.  43).

The  fruit  of  a  collaboration  between  the  Prado  and  the  Barcelona  Supercomputing  Center-National  

Supercomputing  Center  (BSC-CNS),  the  FrAI  Angelico  project  was  launched,  which  aims  at  the  

autonomous  recognition  of  objects  and  entities  present  in  the  paintings  of  the  museum's  collection.  

This  AI  has  been  trained  to  detect  details  that  can  go  unnoticed  by  the  human  eye  and  its  objective,  

according  to  Javier  Pantoja,  head  of  the  Digital  Development  Area,  is  "the  recognition  and  description  

of  objects,  figures  and  subject  matter  of  the  works"  (Museo  del  Prado,  2024b).

The  aim  of  the  system  was  to  offer  a  more  accessible  reading  of  the  museum's  descriptions  of  works,  

offering  an  explanatory  context  for  them,  which  contributes  to  achieving  a  more  effective  didactic  

reading  (Museo  del  Prado,  2024a).  The  system  offers  this  augmented  reading  automatically,  but  with  

the  supervision  and  guarantees  of  the  museum,  since  the  art  work  sheets  are  reviewed  by  the  

institution's  documentation  team,  as  explained  on  its  website.  Currently,  the  Prado  offers  this  

augmented  reading  service  for  a  total  of  5,603  works  in  Spanish  and  2,690  works  in  the  English  

version  of  the  website.  This  technology  not  only  serves  an  educational  purpose,  but  has  also  been  

useful  to  the  documentation  team,  since  the  system  has  extracted  new  entities  in  the  description  of  

the  works  of  art  and  has  incorporated  them  into  their  metadata  system,  which  has  contributed  to  the  

genesis  of  connections  between  them  that  had  previously  been  hidden.  All  of  this  has  been  processed  

through  a  GNOSS  platform  that  works  with  natural  language  understanding  (NLU)  and  AI.  These  

initiatives  promoted  by  the  Museo  del  Prado  contribute  to  "an  enriched  experience  of  approaching  

information"

Before  comparatively  analysing  the  three  particular  initiatives  discussed  here,  it  is  worth  pointing  out  

how  AI  has  been  used  for  years  by  Spanish  cultural  institutions  such  as  the  Museo  del  Prado.  In  2019,  

some  news  emerged  about  its  use  on  the  museum's  website  (Revista  de  Arte,  2019)  to  develop  an  

augmented  reading  system.

For  our  study,  the  first  example  selected  is  a  recreation  of  a  lost  canvas  by  Velázquez,  The  

Expulsion  of  the  Moriscos  (1627),  a  work  destroyed  as  a  result  of  the  fire  at  the  Alcázar  of  Madrid  in  

1734.  From  a  material-technical  point  of  view,  the  artist  Fernando  Sánchez  Castillo  and  the  researcher  

at  the  Complutense  University  of  Madrid  Paula  García  used  Midjourney,  an  AI  program  in  which  users  

can  create  images  from  written  descriptions.  This  was  a  particularly  useful  system  for  this  case,  since  

a  textual  description  of  the  canvas  by  the  painter  and  writer  Antonio  Palomino  is  preserved  (Harris,  

2003,  p.  201):

In  2023,  the  museum  announced  a  further  step  in  the  incorporation  of  AI  into  its  systems.

We  see  King  Philip  the  Third  armed,  with  a  staff  in  his  hand  pointing  to  a  troop  of  
men,  women  and  children,  who  are  crying,  led  by  some  soldiers,  and  in  the  distance  
some  carts,  and  a  piece  of  navy,  with  some  boats  to  transport  them.  To  the  right  of  
the  King  is  Spain,  represented  by  a  majestic  matron,  sitting  at  the  foot  of  a  building,  
in  her  right  hand  she  holds  a

3.  Resurrecting  Velázquez?  Artificial  intelligence  
and  replicas  of  the  masters:  three  case  studies
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Finally,  analysing  the  perception  of  this  work,  it  is  worth  highlighting  how  its  plausibility  and  the  solidity  of  

the  method  used  for  its  composition  have  allowed  the  piece  to  form  part  of  the  Alterations  exhibition  in  2024,  

held  at  the  Gallery  of  Royal  Collections  to  celebrate  one  year  of  its  inauguration  and  dedicated  to  the  rereading  

of  the  gallery's  collections  and  spaces  from  contemporary  art.  The  piece  is  legitimised  by  the  presence,  

alongside  it,  of  the  original  Milanese  armour  worn  by  Philip  III  in  his  court  portraits.  Furthermore,  this  restitution  

by  Velázquez  constituted  a  kind  of  phantom  painting,  whose  projection  appeared  and  disappeared,  conveying  

a  reflection  on  the  recovery  of  the  destroyed  heritage  and  also  on  the  consequences  of  the  expulsion,  for  

reasons  of  faith,

Almost  all  the  news  that  echoed  the  creation  of  this  work  in  which  AI  intervened  use  a  similar  lexicon  

"recreate",  "reveal",  "recover"  or  "reimagine".  This  semantic  field  would  be  completed  by  an  article  published  in  

2023  by  Miguel  Zorita  in  El  Plural  entitled  "Can  artificial  intelligence  resurrect  Velázquez?",  in  which  its  author  

wondered  if  it  would  be  possible  to  restore  by  means  of  AI  another  of  Velázquez's  canvases  lost  in  the  fire  at  

the  Alcazar,  the  one  entitled  Apollo  and  Marsyas.

Regarding  the  intention  behind  this  restitution,  it  is  worth  highlighting  the  words  of  Fernando  Sánchez  

Castillo,  which  demonstrate  his  particular  interest  in  this  lost  canvas:  “We  know  Velázquez  very  well,  we  have  

almost  all  of  his  work  in  Spain.  But  there  is  one  painting  that  is  missing.  I  have  always  been  obsessed  with  

knowing  what  it  could  have  been  like”  (Farre,  2024).

AI  can  be  nourished  by  textual  descriptions  and  visual  references.  Thus,  Miguel  Ángel  García  Vega  (2024)  

explained  in  an  article  published  in  El  País  on  the  subject  of  this  work,  how  its  authors  had  also  included  a  

sketch  of  the  portrait  of  Philip  III  for  the  original  canvas,  attributed  to  Velázquez,  discovered  in  the  art  market  in  

1988  and  currently  integrated  into  the  collections  of  the  Museo  del  Prado  (inventory  number:  P008374).  William  

B.  Jordan,  who  identified  this  sketch  attributed  by  an  auction  house  to  another  artist,  proposed  in  2017  a  

hypothesis  for  the  reconstruction  of  the  canvas.  Added  to  this  are  some  sketches  by  other  painters  who  

competed  with  Velázquez  in  1627  to  obtain  the  commission  for  this  history  painting,  see  a  sketch  by  Vicente  

Carducho.  For  the  composition  of  the  final  image  they  used  Adobe  Photoshop  in  its  latest  version,  making  use  

of  its  generative  fill  tool  to  merge  images.  Fernando  Sánchez  and  Paula  García  carried  out  this  recreation  in  

which,  according  to  them,  the  final  work  is  due  20%  to  AI  and  80%  to  artistic  creation  (García  Vega,  2024).

The  second  case  study  analyzed  here  is  a  project  developed  by  three  professors  in  the  drawing  area  at  

the  University  of  Granada,  who  have  taught  an  AI,  Stable  Diffusion,  to  draw  like  Francisco  de  Goya  for  

educational  purposes  (Marín-Viadel,  Campos,  &  Roldán,  2024,  pp.  329-343).  In  this  case,  the  initiative  was  

privately  undertaken  by  three  teachers  —Ricardo  Marín-Viadel,  Ricardo  Campos,  and  Joaquín  Roldán—,  who  

decided  to  transform  traditional  artistic  learning  based  on  the  works  of  the  masters,  in  order  to  incorporate  AI  

into  their  teaching  practices.  From  a  material-technical  point  of  view,  these  teachers  chose  the  Stable  Diffusion  

platform  for  several  reasons:  it  is  a  free  platform,  available  online,  and  it  is  available  in  a  variety  of  formats.

of  the  Moorish  collective.
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shield,  and  some  darts,  on  the  left  some  ears  of  wheat,  armed  in  the  Roman  style,  and  at  its  

feet  there  is  an  inscription  on  a  base.
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Thirdly,  the  plausibility  of  the  images  obtained  is  a  factor  also  analysed  by  the  authors  of  the  

experiment  themselves  (2020,  pp.  340-341).  They  claim  that  the  quality  of  the  drawings  obtained  

was  very  uneven.  On  the  one  hand,  the  AI  seems  to  have  understood  Goya's  style  well,  proposing  

images  whose  stroke  is  sufficiently  Goyaesque.  However,  some  of  the  drawings  generated  present  

errors  that  would  never  be  made  by  a  human  author:  see  the  representation  of  eyes  with  two  irises.  

Even  so,  the  authors  of  the  experiment  consider  that,  although  the  AI  does  not  achieve  the  masterful  

mastery  of  drawing  that  Goya  had,  it  does  capture  the  style  better  than  students  of  higher  or  

university  art  studies.  From  an  artistic-historical  point  of  view,  based  on  the  illustrations  presented  

in  the  aforementioned  article,  we  corroborate  the  testimony  of  its  authors.  The  Goyaesque  images  

generated  by  Stable  Diffusion  demonstrate  a  very  correct  understanding  of  Goya's  work,  and  we  

can  relate  them  to  the  productions  of  some  contemporary  artists  who  studied  and  copied  Goya  in  

order  to  understand  his  style.  We  refer,  for  example,  to  the  series  of  Goyaesque  drawings  made  at  

the  end  of  the  19th  century  and  beginning  of  the  20th  century  by  the  Valencian  artist  Francisco  

Domingo  Marqués,  with  which  the  images  created  by  Stable  Diffusion  maintain  many  parallels  

(Espinós,  1998,  pp.  74-85).

The  platform  is  a  platform  for  direct  use  from  any  user's  computer,  continuously  updated  by  a  

community  of  specialists,  which  allows  training  with  corpuses  of  images  previously  selected  by  the  

user,  which  does  not  censor  nudity  or  cruel  and  violent  scenes  -  widely  represented  in  Goya's  work  

-  and  which  provides  not  only  new  images,  but  also  the  algorithms  with  which  they  have  been  

created,  which  can  be  used  for  the  genesis  of  other  images.  The  three  teachers  who  have  

developed  this  project  have  trained  this  platform  for  approximately  200  hours  before  achieving  

satisfactory  results.  To  train  the  platform,  they  used  a  very  careful  selection  of  Goya's  engravings  

and  drawings,  choosing  those  of  recognized  or  documented  authorship,  since  the  risk  if  they  had  

worked  with  pre-existing  online  image  banks  would  be  to  include  works  that  often  appear  as  

attributed  to  Goya  on  the  Internet,  but  which  are  actually  copies  or  forgeries.  It  is  also  interesting  to  

note  how  they  have  trained  Stable  Diffusion  both  from  complete  images  of  drawings  and  engravings  

and  from  details.

On  the  other  hand,  the  intention  of  this  action  is  clearly  educational,  creating  a  set  of  AI-

generated  images  that  allow  us  to  reflect  on  their  applications  in  artistic  education.  The  use  of  these  

technologies  in  humanistic  disciplines  such  as  Fine  Arts,  in  which  human  creation  plays  such  a  

decisive  role,  is  currently  giving  rise  to  certain  debates.  In  this  regard,  Nicholas  Leonard  (2020,  p.  

28)  reflected  on  how  the  introduction  of  these  posthuman  components  could  be  enriching  in  artistic  

education,  because  the  humanistic  disciplines  have  to  adapt  to  new  changes  and  enter  into  areas  

hitherto  unknown  in  order  to  evolve  and  accompany  society  in  its  new  challenges.  In  this  sense,  

Marín-Viadel,  Campos  and  Roldán  are  in  line  with  this  current  of  thought  and  state  (2024,  pp.  

341-342):  “the  decisive  thing  is  to  convert  ourselves  and  our  students  into  active  users  of  artificial  

intelligence,  incorporating  it  in  a  collaborative  way  into  our  inquiries  into  learning  to  draw  and  the  

creation  of  visual  images.”  At  the  end  of  their  study,  these  authors  point  out  that  they  are  working  

on  new  experiences  such  as  the  genesis,  through  AI,  of  scenes  that  Goya  never  painted.
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26).  In  Picasso's  case,  thanks  to  an  X-ray  analysis,  the  underlying  paint  was  identified  as  a  

painting  by  the  Catalan  artist  and  friend  of  Picasso,  Santiago  Rusiñol.  It  was  a  view  of  the  Parc  

del  Laberint  d'Horta  in  Barcelona.  During  his  blue  period,  Picasso  was  in  a  period  of  depression  

in  which  he  sold  few  paintings,  so  this  recovery  of  canvases  would  have  had  an  economic  

explanation.  His  painting  Old  Blind  Guitarist  (1903,  Art  Institute  of  Chicago,  inventory  no.:  

1926.253)  also  hid  the  female  figure  of  a  naked  young  woman  underneath  (Bourached  et  al.,  

2021,  p.  4).

The  initiative  to  recover  Rusiñol's  painting  using  AI  was  undertaken  by  the  company  Oxia  

Palus.  In  this  case,  unlike  the  first  case  study  analysed  on  Velázquez,  the  work  to  be  restored  

contains  an  important  visual  vestige:  its  spectral  image  obtained  using  X-rays.  This  image  does  

not  allow  us  to  know  the  colours  of  the  original  painting,  but  hypotheses  can  be  made  about  

them  when  we  know  of  other  paintings  with  similar  themes  by  Santiago  Rusiñol.  Oxia  Palus  

used  VGG-Network,  a  convolutional  neural  network  specialised  in  common  tasks  of  visual  

object  recognition.  This  network  was  used  to  analyse  the  colour  of  certain  paintings  by  Santiago  

Rusiñol,  see  his  Mountain  Garden,  Sa  Coma,  IV  (1904,  Royal  Academy  of  Fine  Arts  of  San  

Fernando,  inventory  number:  1466)  and  to  transfer  these  colours  to  the  spectral  image  of  the  

canvas  on  which  Picasso  painted.  The  transfer  is  carried  out  after  studying  the  general  

arrangement  of  the  colours  on  the  reference  work  -  VGG-Network  studies  how  they  are  

distributed  over  the  sky,  trees  and  other  elements  of  the  composition.  In  short,  these  neural  

networks  allow  the  style  of  certain  works  of  art  to  be  transferred  -  taking  into  account  the  

colours  and  the  way  in  which  the  contours  define  the  figures  represented  -  to  an  achromatic  

spectral  image  (Bourached  et  al.,  2021,  pp.  7-8).  Neural  network  technology  still  has  a  wide  

margin  for  improvement  and  the  project  developers  stated  how,  when  these  techniques  are  

expanded,  refined  and  based  on  larger  corpora  of  style  images,  higher  quality  restorations  of  

lost  works  can  be  carried  out.

In  2018,  the  Art  Gallery  of  Ontario  (Canada)  discovered  the  existence  of  an  underlying  

landscape  in  a  painting  from  Pablo  Picasso’s  Blue  Period  entitled  La  miséreuse  accroupie  

(1902,  inventory  no.:  63/1).  Historically,  artists  have  reused  canvases  previously  painted  by  

themselves  or  by  their  colleagues.  For  example,  beneath  the  portrait  of  the  minister  Jovellanos  

by  Goya  (1784-1785)  kept  in  the  Museo  de  Bellas  Artes  de  Asturias  (deposit  of  the  Museo  

Nacional  de  Escultura,  inventory  no.:  CE2839),  a  portrait  of  a  young  lady  previously  painted  by  

the  artist  himself  was  found  (González-Fanjul,  Gabaldón  and  Alba,  2012,  pp.  10-11).

The  third  experience  we  analyse  here  was  presented  in  2021  and  consisted  of  the  recovery  

of  a  lost  canvas  –  although  not  completely  –  by  the  Catalan  artist  Santiago  Rusiñol.

The  project  developers,  George  Cann  and  Anthony  Bourached,  although  they  do  not  

specify  the  number  of  hours  invested  in  their  work  with  this  neural  network,  do  emphasize  that  

there  is  a  very  important  human  participation  in  this  process  and  that  it  is  advisable  not  to  

trivialize  this  type  of  experiences  that  are  often  disseminated  by  the  press  as  if  they  were  

images  created  in  a  few  seconds  by  a  robot  (Lawson-Tancred,  2022).  Human  intervention  

includes  the  collection  of  data  on  the  works  that  are  chosen  as  a  reference  and  the  complex  

work  of  cleaning  the  image  that  has  previously  been  obtained  by  means  of  X-rays,  on  which  

any  trace  of  the  paint  that  was  superimposed  on  it  must  be  eliminated.
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4.  Conclusions

89

Finally,  regarding  the  quality  of  the  images  obtained,  and  despite  the  fact  that  the  project  

developers  themselves  stated  the  need  to  further  improve  their  techniques  for  restoring  the  style  

of  the  masters,  the  result  is  remarkably  satisfactory.  Rusiñol's  restoration  of  El  Parc  del  Laberint  

d'Horta  deserved  to  be  exhibited  at  the  Lebenson  Gallery  in  London  in  2021  and  at  the  Deep  AI  art  

fair  in  Paris  in  2024.  The  good  reception  of  this  first  initiative  led  Oxia  Palau  to  develop  a  second  

NeoMaster,  in  this  case  a  portrait  of  Beatrice  Hastings,  a  former  lover  of  Modigliani,  which  underlies  

a  Portrait  of  a  Young  Girl  by  the  Italian  master.  The  NeoMasters  are  in  full  development,  and  the  

works  by  Rusiñol  and  Modigliani  are  now  joined  by  three  other  underlying  paintings  by  Van  Gogh  

that  have  been  recreated  with  very  satisfactory  results.

Another  common  aspect  of  the  three  projects  analysed  here  is  the  good  quality  of  the  results  

obtained.  The  three  initiatives  have  been  developed  by  professionals  in  the  fields  of  computing  and  

art  who  have  invested  a  huge  amount  of  time  to  obtain  a  satisfactory  result.  AI  is  another  tool  in  

obtaining  quality  images;  however,  as  David  G.  Stork  (2023,  pp.  685-687)  stated,  there  is  still  a  

need  for  research  of  an  art-historical  nature  that  provides  solid  documentation  for  these  processes,  

gathering  information  about  the  artists  and  the  works  to  be  restored.  This  leads  us  to  insist  on  

what  we  mentioned  previously:  the  use  of  these  technologies  does  not  in  any  case  imply  the  total  

replacement  of  the  figure  of  the  human  expert  in  art  history.

Each  copy  was  sold  for  approximately  9,200  euros  (Casbas,  2021).  In  addition,  Oxia  Palau's  

website  offers  its  services  to  private  collectors  who  know  or  suspect  that  they  have  underlying  

images  in  their  paintings.

The  purpose  of  these  projects  developed  by  Oxia  Palus  is  commercial.  The  result  of  their  

research  into  lost  or  hidden  works  of  art  is  the  genesis  of  three-dimensional  prints  that  are  marketed  

under  the  name  NeoMasters.  Their  name  constitutes  a  declaration  of  intent:  the  possibility  of  

creating  lost  works  by  the  masters  of  historical  painting.  Rusiñol's  NeoMaster  was  printed  in  three  

dimensions  and  marketed  in  the  form  of  a  limited  edition  of  one  hundred  copies  through  the  MORF  

Gallery.

Through  the  joint  analysis  of  the  three  case  studies  presented  here,  we  can  draw  several  

conclusions.  The  first  is  that,  despite  the  media  coverage  that  is  usually  given  to  this  type  of  

experience,  which  is  always  presented  as  if  the  resulting  work  of  art  were  the  sole  and  exclusive  

product  of  a  computer  algorithm,  the  degree  of  human  intervention  is  very  high  in  all  three.  For  the  

restoration  of  Velázquez's  The  Expulsion  of  the  Moriscos,  the  authors  indicated  20%  AI  intervention  

and  80%  human  participation.  For  the  experiment  on  Goya's  drawings,  Stable  Diffusion  was  trained  

to  draw  like  the  Aragonese  master  for  approximately  200  hours.  And  in  the  case  of  Rusiñol's  

painting,  although  we  do  not  have  quantitative  data  on  the  work  invested  in  its  genesis,  Oxia  Palau,  

the  company  responsible  for  the  project,  indicated  the  laborious  work  of  refining  the  underlying  

drawing  and  the  time  invested  in  the  selection  of  works  of  art  that  served  as  a  reference  for  the  AI  

when  generating  the  colors  of  this  lost  canvas.
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