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Camille Claudel (1864-1943) was among the
most daring and visionary sculptors of the
late nineteenth and early twentieth centuries.
Although much attention has been paid

to her tragic life—her passionate relation-
ship with her mentor, Auguste Rodin; the
premature end to her career; her thirty-year
institutionalization in an asylum—her art
remains little known outside of France.
Memorably praised by critic Octave Mirbeau
in 1895 as “a revolt of nature: a woman
genius,” Claudel was celebrated for her
brilliance during a time when women
sculptors were rare.

Featuring more than two hundred photo-
graphs along with contributions from leading
experts, this publication accompanies the
first comprehensive exhibition of Claudel’s
oeuvre in over thirty years. With essays
exploring the many facets of her life, work,
and reception; a biography; commentary

by the American artist Kiki Smith; and a
fascinating collection of documents written
by Claudel and her contemporaries, this
volume reevaluates the artist’s work on its
own merits and repositions her legacy within
a more complex genealogy of modernism.



Here, at last, is a rare
and admirable artist.

—OCTAVE MIRBEAU, 1896
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Camille Claudel
Wounded Niobid
Detail, cat. 58

Foreword

The exhibition Camille Claudel traces the exceptional
career of a trailblazing sculptor who, in the late
nineteenth and early twentieth centuries, defied the
social expectations of her time to pursue a powerful
and expressive exploration of the human form. This
exhibition at the Art Institute of Chicago and J. Paul
Getty Museum in Los Angeles, the first on Claudel

in the United States in nearly twenty years, was
prompted in part by the recent acquisition of major
works by the sculptor at both institutions. A shared
commitment to highlighting the achievements of
women artists led to the Getty’s 2018 purchase of
Claudel’s striking Crouching Torso of a Woman, one of
only two bronze casts made of that composition, and,
in 2022, to the Art Institute’s acquisition of a newly
discovered polychrome portrait of her brother,
generally known as Young Roman. This exhibition
provides crucial context for those sculptures, situating
them within the broader arc of Claudel’s career and
stylistic development.

Because the reception of Claudel has largely been
overshadowed by her life story—her relationship with
Auguste Rodin and confinement in a psychiatric
hospital for the final thirty years of her life—Claudel’s
significant artistic accomplishments remain insuffi-
ciently appreciated in the United States, where fewer
than ten of her works are currently held by museums.
This exhibition brings together most of the artist’s

best-known sculptures, showcasing her remarkable
technical ability and innovative creations across
multiple genres and materials: ranging from portrai-
ture and large-scale allegories to intimate scenes
inspired by her keen observation of everyday life,
made in terracotta, plaster, bronze, and stone. This
reintroduction to Claudel’s groundbreaking body of
work fittingly opens during the 130th anniversary
of the first public presentation of her sculpture in
this country, at the 1893 World’s Columbian Exposi-
tion in Chicago. Today, eighty years after Claudel’s
death, the formal innovations of her sculpture
continue to demand our attention, reverberating with
the intimacy and emotional charge with which they
were made.

Co-curated by Emerson Bowyer at the Art Insti-
tute and Anne-Lise Desmas at the Getty Museum,
this exhibition continues a long-standing and produc-
tive collaboration between our institutions, most
recently manifested in the 2019-20 exhibition Manet
and Modern Beauty. We gratefully acknowledge the
collaboration of the many French colleagues, who have
shared decades of pioneering research on Camille
Claudel, and we are especially indebted to the artist
Kiki Smith, who graciously offered her personal
insights into Claudel’s art and life. Many lenders—
more than thirty institutions and private individu-
als—have agreed to share their rare and treasured
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works by Claudel from collections in Africa, Europe,
and North America. In particular, this exhibition
would not have been possible without an exceptional
group of loans from the largest and most important
repositories of Claudel’s sculpture—the Musée Camille
Claudel in Nogent-sur-Seine, the Musée d’Orsay and
Musée Rodin in Paris, and the Musée Sainte-Croix in
Poitiers—and the goodwill and generosity of their
directors and teams. We cannot thank them enough.
We are also grateful to our colleagues at our respec-
tive institutions who have brought this extraordinary
project to fruition.

The presentation at the Art Institute is made
possible with lead support provided by an anony-
mous donor. Major funding is provided by the Walter
and Karla Goldschmidt Foundation, Amy and
Paul Carbone, Marion A. Cameron-Gray, Nancy and
Sanfred Koltun, Barbara and James MacGinnitie,
Monika A. McLennan, Robin and Sandy Stuart, and
Diane M. Tkach and James F. Freundt. Members
of the Luminary Trust provide annual leadership

support for the museum’s operations, including
exhibition development, conservation and collection
care, and educational programming. The Luminary
Trust includes an anonymous donor, Karen Gray-
Krehbiel and John Krehbiel, Jr., Kenneth C. Griffin, the
Harris Family Foundation in memory of Bette and
Neison Harris, Josef and Margot Lakonishok, Robert
M. and Diane v.S. Levy, Ann and Samuel M. Mencoff,
Sylvia Neil and Dan Fischel, Cari and Michael J.
Sacks, and the Earl and Brenda Shapiro Foundation.

In Los Angeles, we are grateful for the generous
support of Anissa and Paul John Balson II in honor of
Dr. Paul M. Balson.

We are thankful to all.

TIMOTHY POTTS
Maria Hummer-Tuttle and Robert Tuttle Director
J. Paul Getty Museum

JAMES RONDEAU
President and Eloise W. Martin Director
Art Institute of Chicago
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EMERSON BOWYER ANNE-LISE DESMAS

Introduction

Camille Claudel is a great artist. Some of us have proclaimed this for a long time....

She has never ceased to work, and her obstinate labor is attested to by several artworks

that are among the most beautiful we can cite in contemporary sculpture.

— CHARLES MORICE!

Since her rediscovery in the revisionist rush of the
1980s, Camille Claudel’s undeniably tragic life has
firmly entered the realm of popular culture. Her
passionate relationship with Auguste Rodin, mental
decline, and internment in a psychiatric institution
for the final thirty years of her life have provided
rich fodder for a cottage industry in movies, plays,
novels, musicals, and operatic scores. Despite the
increased awareness of the artist that such endeavors
have achieved, they have often spun sensationalist
and melodramatic tales of doomed romance, victim-
hood, and madness. This biographical miasma has
tended to obscure—or even excise—the sculptor’s
art and agency.

On the other hand, the past few decades have
witnessed the production of crucial scholarship on
Claudel’s art. This is especially the case in France,
where catalogues raisonnés, editions of collected cor-
respondence, and exhibitions have greatly expanded
our knowledge of the artist and her oeuvre. Concur-
rently, several of her key works have entered French
public institutions. For example, in 1996 a version
of Claudel’s The Little Lady (see fig. 97) became the first

sculpture by any artist to be acquired by public sub-
scription and is now a beloved mascot of La Piscine—
Musée d’art et d’industrie André Diligent in Roubaix.
In March 2017 the town of Nogent-sur-Seine, following
the acquisition by purchases and gifts of a consistent
ensemble of her work, inaugurated the Musée Camille
Claudel in the house where the Claudels lived in the
1870s; and, in November of 2017, it and five other insti-
tutions secured at auction twelve major sculptures
from the collection of the artist’s family.

In the United States, opportunities to encounter
Claudel’s sculpture remain rare. Despite recent major
acquisitions, fewer than ten of her compositions are
currently held by U.S. museums. In 1988 a retrospec-
tive of the artist’s work was mounted in Washington,
D.C., at the National Museum of Women in the Arts,
and in 2005 a show at the Detroit Institute of Arts
investigated the nuances of Claudel’s personal and
artistic relationship with Rodin.

The present exhibition and accompanying cata-
logue introduce Claudel to a new generation of Ameri-
can audiences. Bringing together most of her best-
known compositions (some are now too fragile to
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travel), we focus on her artistic achievements and
chart her struggle for professional independence and
recognition. Essays in this catalogue highlight the
artist’s biography and critical history in the United
States, as well as her education as a sculptor and her
complex relationships with patrons and supporters.
Artist Kiki Smith provides a brilliant and personal
response to Claudel’s life and art, and a series of texts
elaborates the histories of Claudel’s individual works.
Finally, in the catalogue’s appendix, readers will
discover newly translated primary sources, including
excerpts from Claudel’s correspondence.

In 1895 the French art critic Octave Mirbeau
described Claudel as “something unique, a revolt
of nature: a woman genius” (doc. 21). Brimming with
both praise and condescension, his statement encap-
sulated the sculptor’s fraught position within the
art world at that time. Of her sex but radically diver-
gent from its conventional social construction, she
was a new and unsettling figure. Genius had always
been positioned as the exclusive preserve of men,
and yet here was a woman whose art exhibited all the
traditional qualities of greatness.

As an aspiring woman artist in the later nine-
teenth century, Claudel was hardly an anomaly.
The rise of women artists and women'’s art education
during that period has become increasingly well
documented. Hundreds of women studied, worked,
and exhibited in Paris during the 1880s and 1890s,
but relatively few achieved notoriety in the field of
sculpture, which, unlike painting or drawing, contin-
ued to be a bastion of masculine enterprise. Densely
material, largely reliant on the nude, physically
demanding, expensive to produce, and bound up in
male-dominated and politicized systems of state
patronage, sculpture was not a polite art, and Claudel’s
ambition in that arena was inherently transgressive.

As she acerbically complained to her dealer Eugene
Blot in 1905, “This miserable art is better suited

for ugly dupes and those with long beards than for a
woman relatively well endowed by nature” (doc. 48).

As with so many women artists of the past,
Claudel’s career did not conform to conventional (male)
monographic models. Truncated by exigent circum-
stances, her oeuvre is relatively small. In fact, her
career spanned barely thirty years, and in the
period immediately prior to her internment in 1913
she destroyed many of her works. Moreover, perhaps
half her period of activity was spent in Rodin’s studio.
Referring to his experience with Rodin (his former
teacher), Constantin Brancusi once claimed that
“nothing grows under the shadow of great trees.”
Claudel’s situation was more complex. As has been
gradually recognized, she was not a simple laborer or
compliant student within Rodin’s workshop. Accord-
ing to the journalist Mathias Morhardt, she was a
crucial collaborator: “[Rodin] consults her on every-
thing. On each decision to be taken, he deliberates
with her, and it is only after having agreed that
he decides definitively.” But active participation
in Rodin’s studio necessarily reduced the time avail-
able for Claudel to produce her own sculpture and
fueled critical attacks on her work as derivative of
the “master.”

Yet Claudel’s sculpture was consistently inno-
vative. Even when looking to the past, she created
idiosyncratic and forward-thinking works in a wide
range of genres, materials, and scales. Take, for
example, her Young Roman—a Renaissance portrait
for a modern age. A newly discovered plaster version
of the composition (cat. 3), daringly painted in trans-
lucent layers of red, brown, yellow, and green, recalls
the oxidized surfaces of ancient bronzes but equally
evokes the sensibility of a contemporary boy—denizen



of a new world. Or consider her Torso of a Crouching
Woman (cat. 23), which was radically cut in such a
way as to both recall weathered Greek antiquities and
anticipate the later sculptural experiments of Henri
Matisse and Brancusi. Surely Germaine Richier knew
Claudel’s Clotho (see fig. 95) when sculpting her hybrid
bodies in the 1950s (especially her Hydra of 1954),

and it is even arguable that Claudel’s unprecedented
The Chatterboxes (cat. 47) laid the seeds for Alberto
Giacometti’s (ultimately very different) miniaturized
mise-en-scénes, such as his City Square of 1948/49.
Further, it is possible to draw a direct line between
Claudel’s sympathetic, thoroughly material and
expressionistic female forms and the creations of
more recent artists, such as Louise Bourgeois and
Kiki Smith (see figs. 62-64).

Together, this exhibition and catalogue seek to
rekindle the excitement of Claudel’s art for a new
audience. While her life exemplifies the triumphs and
setbacks of ambitious modern women, her sculpted

Introduction

figures are utterly universal in their appeal. Despite
a career that was so unexpectedly and summarily
terminated, her surviving work allows us to admire
her daring and brilliant creativity. Her sculptures
continue to entrance viewers and provoke emotional
and visceral responses: whether it be her extraordi-
narily complex depiction of childhood innocence

in The Little Lady (cat. 43), the passionate movement
of two lovers in The Waltz (cat. 32), or the tragic
inescapability of destiny in Age of Maturity (cat. 39).
We hope that visitors to the exhibition and readers of
this book will (re)discover Claudel’s still-vital forms.

NOTES

1 Morice 1905, p.609.

2 Quoted in Friedrich Teja Bach, Margit Rowell, and Ann
Tempkin, Constantin Brancusi, 1876-1957 (Philadelphia:
Philadelphia Museum of Art; Paris: Musée National
d’Art Moderne, Centre Georges Pompidou, 1995), p. 374.

3 Morhardt 1898, p. 719.
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Camille Claudel
The Chatterboxes
Detail, cat. 48

Notes to the Reader

ARTISTIC SOCIETIES AND
EXHIBITIONS IN PARIS AT THE TIME
OF CAMILLE CLAUDEL'S ACTIVITY
(1880-1913)

The French monarchy began organizing exhibitions
for members of the Académie Royale de Peinture et

de Sculpture in 1667. Because these were held from
1725 in a gallery of the Louvre palace called the Salon
Carré, they became known as “Salons,” a term that has
since then been commonly adopted in France for any
exhibition or fair event. In nineteenth-century Paris,
such exhibitions were important venues for artists to
share their work with the public, have their creations
reviewed by critics, and garner potential patrons.

Salon des Artistes Francais (S.A.F)

Starting in 1881, this exhibition was organized annu-
ally by the Société des Artistes Frangais. This society
was created the same year the French State began

to entrust artists with the organization of this event,
which had been overseen since 1667 first by the mon-
archy, through the Académie Royale de Peinture et
de Sculpture, and then by the government, through
the Académie des Beaux-Arts. The Salon des Artistes
Francais was held in the spring in the Palais de
I'Industrie et des Beaux-Arts, also called Palais des

Champs-Elysées, until 1897. During the demolition of
this building, in preparation for the 1900 Exposition
Universelle, the Salon des Artistes Francais took place
in the Galerie des Machines at the southeast end
of the Champ-de-Mars, opposite the Ecole Militaire.
From 1901 it was held in the Grand Palais.

Claudel exhibited at the Salon des Artistes
Francais in 1883; every year from 1885 to 1889; and in
1903 and 1905.

Salon de la Société Nationale des
Beaux-Arts (S.N.B.A.)

Also known as the Salon du Champ-de-Mars, this
exhibition was organized annually starting from
1890 by the Société Nationale des Beaux-Arts (often
abbreviated as “Nationale”), founded in December
of 1889 by a group of artists, including Auguste
Rodin and Pierre Puvis de Chavannes, who seceded
from the official, academic Société des Artistes
Francais. It was held in the spring at the Champ-de-
Mars, in the Palais des Beaux-Arts, near the Eiffel
Tower. As with the Salon des Artistes Francgais,
during the demolition of this building in preparation
for the 1900 Exposition Universelle, the Salon de

la Société Nationale des Beaux-Arts took place in
the Galerie des Machines, and from 1901 was held in
the Grand Palais.
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Claudel exhibited annually at the Salon de la
Société Nationale des Beaux-Arts from 1892 through
1899. In 1900 she resigned her membership, which
she had held since 1893, but rejoined the society two
years later, exhibiting artworks in 1902.

Salon d’Automne

Founded in 1903 by a group of artists, including
Pierre Bonnard and Henri Matisse, who envisioned
an independent venue to promote avant-garde and
innovative ideas, the Salon d’Automne was an annual
exhibition held in Paris each autumn that played a
critical role in launching the major artistic trends
of the twentieth century. First held at the Petit Palais,
it took place in the Grand Palais beginning in 1904.
Claudel exhibited artworks at the Salons
d’Automne of 1904 and 1905.

THE PRACTICE OF THE
ART OF SCULPTURE

Many terms used in this catalogue refer to crafts-
people, materials, and techniques specific to the art
of sculpture. A brief description of these terms is
given below (based on Jane Bassett and Peggy
Fogelman, Looking at European Sculpture: A Guide to
Technical Terms [Los Angeles: J. Paul Getty Museum
with the Victoria and Albert Museum in London,
1997]). For more information on the techniques

of casting bronze, see David Bourgarit, Jane Bassett,
Francesca G. Bewer, Arlen Heginbotham, Andrew
Lacey, and Peta Motture, Guidelines for the Technical
Examination of Bronze Sculpture (Los Angeles:

J. Paul Getty Museum, 2023), https://www.getty.edu
/publications/bronze-guidelines/.

To summarize, a sculptor like Claudel would
first quickly model small sketches in wax or clay to
research the shape and composition of a sculpture.
Once these elements became more clearly defined, the
next step was the elaboration of a model, usually in
clay. Since this material is fragile, the model was then
fired to become terracotta. From this unique terra-
cotta model, the sculptor usually asked a mouleur to
create molds and plaster casts from it, either at the
same scale or in a reduced or enlarged format. These
plaster casts were used as the basis for the carving
of marbles and the casting of bronze editions.

ALLOY: A mixture of two or more metals that have
been melted together. The composition of alloys
allows specialists to compare and date sculptures
in bronze.

BRONZE: An alloy of copper and tin. Most three-
dimensional and relief bronze sculpture is made
by casting molten metal into molds.

CARVING: The removal of material to reveal a form.
Claudel carved sculptures in marble and marble onyx.

cAsT: In the sculptural context, the verb refers to
pouring a slurry or liquefied material into a hollow
matrix or mold that will determine the shape of
the material in order to produce a cast. Claudel had
her sculptures cast in plaster (see mouleur) and in
bronze (see sand casting).

CHISEL: A metal tool with a sharpened edge used
by sculptors to carve. Claudel held this tool when
photographed in 1905 in her studio (see figs. 32
and 84).



cLAY: A natural material formed by the decomposi-
tion of certain types of rock. When mixed with water,
it becomes a stiff paste that sculptors shape to create
clay models. When finished, clay models are usually
fired to harden and preserve the form (see terracotta).

epiTioN: The intentional production of a sculpture
in several virtually identical examples. In bronze
casting, “edition” signifies the execution of multiple
casts from the same set of molds, which derive from
the same model. For instance, Eugéne Blot produced
editions of bronzes by Claudel.

ENLARGEMENT/REDUCTION: A reproduction of an
existing sculpture on a larger or smaller scale. Some
of Claudel’s sculptures were reduced to produce
editions of small-scale bronzes (cats. 40 and 41).

FOUNDRY: The establishment where metal casting
takes place. Claudel’s bronzes were cast by foundries
including Carvillani, Converset, Siot-Decauville, and
Thiébaut Fréres, Fumiere et Gavignot.

FOUNDRY MODEL: A general term for any model or
replica of the artist’s model that is used to make a
mold. It is made by the foundry in order to preserve
the artist’s model. In the production of large editions
in sand casting, a foundry model is referred to as

a “pattern” or “chef-modéle.” Metal is used rather
than plaster because it can better withstand the wear
caused by repeated sand molding. To aid in mold-
making, the chef-modéle is often cast in sections

to allow their removal from the sand mold without
damaging the piece-mold sections. (See cat. 49, which
is made in two parts, detachable at the level of the
figure’s waist, and fixed together with a pin that runs
through the hips.)

Notes to the Reader 7

FOUNDRY sTAMP: Identification marks—which may
indicate the foundry’s or editor’s name, date of
execution, and/or edition number—added to a

cast sculpture by the foundry.

MARBLE: A stone composed primarily of calcite
(calcium carbonate) and/or dolomite (magnesium-
calcium carbonate).

MARBLE ONYX: The stone Claudel used for The Wave
(fig. 103), which came from Mexico, and for The
Chatterboxes (cat. 47), likely excavated in Algeria, has
been identified as marble onyx, or calcareous onyx.
Very fashionable in Europe from the 1860s, it was
often mistakenly called jade or onyx by the artist and
her contemporaries due to its resemblance to these
other rock types.

MODEL: A preliminary version of a projected sculp-
ture, usually executed in an inexpensive material.

MODELING: A method of manipulating a sculptural
medium such as clay, plaster, or wax to create a form.
Modeling involves the building up and shaping of a
pliable material.

moLD: The negative impression of a form into which
a sculpting material is poured or pressed. Molds
allow for the production of one or many copies of an
original model or sculpture.

mMoULEUR (mold-maker): A specialist entrusted with
making plaster molds and casts.

PATINA: As used in this catalogue, this term refers to
the practice of the intentional chemical transforma-
tion of a metal surface to a mineral layer in a process
known as chemical patination. Chemical patination
creates a different color from and reduces the bright
metallic reflectance of the polished original cast
surface. See the variety of patina colors on the bronze
casts of The Waltz (cats. 32-34).
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PLASTER: A white, powdery substance that, when
mixed with water, sets to a hard, brittle solid. Gypsum
plaster (also known as plaster of Paris because

of the large gypsum deposits below the city) is made
from gypsum rock that is baked and then ground

to a powder. Inexpensive, fine-textured, easily mixed
and applied, and relatively quick-setting, plaster is an
ideal mold-making material. Models made of fragile
material like wax and clay can be molded and cast in
plaster to be preserved and then used to produce
other plaster casts, editions in bronze, or versions in
marble (cats. 56 and 57).

POINTING/POINTING MACHINE: A mechanical process
used for the reproduction of sculpture in any desired
size. Marked spots on the surface of a model, usually
in plaster, serve as reference points for the artist

to transfer the model’s measurements onto a marble
block as it is being carved (see cat. 30 for traces of
the pointing work).

PRACTITIONER: An assistant specialized in stone
carving and working in a sculpture studio. Sculpting
involves many time-consuming and physically
demanding tasks. Consequently, sculptors usually
employed practitioners to help them in the carving
of their works. Although Claudel generally carved her
sculptures herself, she employed Frangois Pompon
on several occasions, for example for Perseus and the
Gorgon (see fig. 110) and The Wave (see fig. 103).

SAND CASTING: A casting technique commonly used
by Parisian foundries during the period of Claudel’s
activity in which metal is poured into a piece mold
made of a specific type of sand that is bound by clay.
The piece mold is made by ramming the sand around
a rigid model or foundry model within stacked metal
frames (see foundry model).

SKETCH: A small, preliminary version of a sculpture
executed in clay, wax, or other inexpensive, pliable
material, that the artist uses to work out and record
the forms, proportions, and composition of a projected
work in a more permanent medium (see cats. 19,
27-29).

TERRACOTTA: Coarse-grained clay that has been
fired at a low temperature and left unglazed. Because
of clay’s low cost and the ease with which it can be
modeled, terracotta was used to create sketches

and models for works ultimately executed in other,
more expensive materials (see cats. 1, 25).

wAX: A substance composed of esters, cerotic acid,
and hydrocarbons that is derived from animal,
mineral, or plant sources and is chemically similar
to fat. Claudel used wax to create sketches, but
none has survived.

NOTES ON THE TEXT

Documents

Document numbers throughout the text refer to
the section “Camille Claudel and Her Contemporaries:
Letters, Reviews, and Other Documents.”

Translation

In this catalogue, the titles of works of art created
by Claudel and her contemporaries are given in their
English translations. The French titles of Claudel’s
artworks included in the exhibition are provided in
the checklist.
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Exh.
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S.N.B.A.
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Chronology

The following records some of the major events related to Camille Claudel and her family,

from her birth in 1864 to the death of her brother, Paul, in 1955. The paragraphs starting with “Exh.”
give an exhaustive list of all the artworks Claudel presented at various exhibitions in France

and abroad until her internment in 1913.

Abbreviations

Fig. 1.

Charles Boquet

(French, 1829-1898),
Louis-Prosper Claudel
with his Children (Louise,
Paul, and Camille)

at Bar-le-Duc, about
1870. Private collection

Camille Claudel

Exhibitions (in Paris, unless indicated otherwise)
Paris, Salon des Artistes Francais

Paris, Salon de la Société Nationale des Beaux-Arts
following the title of an artwork listed in an exhibition
catalogue: unidentified artwork

1860s

1864

December 8: birth of Camille Claudel in Fére-en-Tardenois
(Aisne department; 60 miles [96 kilometers] northeast

of Paris). Her father, Louis-Prosper Claudel (1826-1913),
registrar of deeds in the city, married her mother, Louise-
Athanaise Cerveaux (1840-1929), in 1862. Their first

child, Charles-Henri, born in 1863, lived only two weeks.

1865
January 25: baptism of CC by her great-uncle,

priest of Villeneuve-sur-Fere.
1870s

1866

February 26: birth of CC’s sister, Louise Claudel, in 1870

Fére-en-Tardenois. The family moves to Bar-le-Duc (Meuse department;
140 miles [230 kilometers] east of Paris).

1868

August 6: birth of CC’s brother, Paul Claudel, in CC attends the school of the Sisters of the

Villeneuve-sur-Fere. Christian Doctrine.
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1871-747
CC attends the school of the Dominican Sisters in Epernay.

1876

CC’s father is appointed registrar of mortgages in the city of
Nogent-sur-Seine (Aube department; 60 miles [96 kilome-
ters] southeast of Paris); the family moves into a house that
is now the Musée Camille Claudel.

CC attends the school of the Ursuline Sisters in her new
hometown. In addition, the Claudel children study with
a tutor named Colin.

CC creates her first sculptures in clay and meets Alfred
Boucher (1850-1934), a sculptor from Nogent-sur-Seine.

1879

CC’s father is transferred to Wassy-sur-Blaise (Haute-
Marne department; 150 miles [240 kilometers] east of Paris).
The family spends the holiday in Villeneuve-sur-Fere.

1880s

1881

April: Madame Claudel and her children move to Paris,
135bis Boulevard du Montparnasse. CC’s father retains
appointments in various provincial cities and joins them
only on weekends.

CC attends the Académie Colarossi, 10 Rue de la Grande-
Chaumieére.

Fig. 2.

Camille Claudel, Diane,
about 1881. Plaster, 18 x
10.5x 7 cm (7% x 4% x
2% in.). Villeneuve-sur-
Fere, Maison Camille

et Paul Claudel

Fig. 3.

Victor Pannelier (French,
1840-after 1907), Camille
Claudel (Foreground), with
Painter Ghita Theuriet,
about 1882. Nogent-
sur-Seine, Musée Camille
Claudel, 2010.1.33

1882
The family lives at 111 Rue Notre-Dame-des-Champs.

CC rents a studio with other women sculptors, including
Jessie Lipscomb (1861-1952), at 117 Rue Notre-Dame-des-
Champs. Boucher pays them regular visits to critique their
work.

CC is introduced to the sculptor Paul Dubois (1829-1905),
director of I'Ecole des Beaux-Arts, by Boucher.

Auguste Rodin (1840-1917) likely employs CC: the name
“Camille” appears among the practitioners for The Gates of
Hell, but it is not certain it refers to CC.

In the fall Boucher goes to Italy; Rodin replaces him on visits
to CC and her friends in their studio.

Exh.:
S.AF.: Old Helen, plaster (according to Morhardt 1898, but
not in the catalogue).

1883

March 9: A letter from painter Léon Lhermitte (1844-1925)
to Rodin is the earliest document in which both CC’s

and Rodin’s names appear together, attesting they knew
each other by then.

Exh.:
S.A F.: Portrait of Mme. B... (?), plaster (no. 3474).



Fig. 4.

Camille Claudel, Paul
Claudel at 16, about
1884. Colored chalk on
paper, 43 x 34 cm (16%s x
13%in.). Nogent-sur-
Seine, Musée Camille
Claudel, 2010.1.26

Fig. 5.

Camille Claudel, Florence
Jeans, 1886. Black, white,
and red chalk on paper,
57.3x41.5 cm (22%s x
16%s in.). Nogent-sur-Seine,
Musée Camille Claudel,
2010.1.25

Fig. 6.

César Séegner (Croatian,
1855-1899), Camille
Claudel, about 1885.
Photograph, 16 x

10.5 cm (6% x 4% in.).
Private collection

Fig. 7.

The atelier at Rue
Notre-Dame-des-Champs,
with Camille in the center,
Jessie and William Elborne
at right, 1886 or 1887.
Photographer unknown.
Private collection

1884
CC starts working in Rodin’s studio around 1884.

1885
The Claudel family moves to 31 Boulevard de Port-Royal.

April: CC registers to access the anatomy cabinet of the
Muséum d’'Histoire Naturelle in Paris.

August: CC goes on holiday in the Vosges department to visit
her paternal uncle and draws several black chalk portraits.

Exh.:
S.A F.: Giganti, bronze (no. 3496) (see cat. 6); Old Helen,
terracotta (no. 3497) (cat. 1).

Chronology 11

1886

Summer: CC travels to England. She stays with the Lipscomb
family in Peterborough in June. In July, with Jessie Lipscomb,
she visits Amy Singer in Frome (Somerset) and travels to
Bath, Wells, and Bristol. In August, still with Jessie Lipscomb
and with her brother, Paul, she goes to see Emily Fawcett

on the Isle of Wight, and Florence Jeans, staying at Dr. Jeans’s
home in Shanklin. CC draws several portraits during this
trip (fig. 5; see fig. 66).

First article on Claudel in the journal L'Art (doc. 1), illustrated
with some of her black chalks (see fig. 114).
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Exh.:
S.A.F.: Bust of Louise Claudel, bronze (no. 13674) (cat. 5).

Nottingham (United Kingdom): Portrait of Jessie Lipscomb,
clay.

1887
April: CC goes to Versailles with Rodin, Lipscomb, and
Lipscomb’s fiancé, William Elborne (1858-1952).

July: CC informs Jeans that she has ended her friendship
with Lipscomb.

Summer: CC spends time with Paul at their father’s house
in Compiegne.

CC sometimes accompanies her brother to Tuesday evening
gatherings in the home of poet Stéphane Mallarmé; this is
the start of the relationship CC and Paul have with artists
in Symbolist circles (including Marcel Schwob, Maurice
Pottecher, Jules Renard, Léon Daudet, and Claude Debussy).

Exh.:
S.A.F.: Young Roman, bronze (no. 3779; belongs to Baroness
Charlotte de Rothschild) (cat. 4).

1888
CC moves to 113 Boulevard d’Italie (now Boulevard Blanqui).

March: CC travels alone to the Isle of Wight and
Southampton, likely returning to France through Brighton
and Belgium.

August: CC’s sister marries Ferdinand de Massary
(1855-1896), a magistrate whose father was mayor and
notary in Fére-en-Tardenois. CC models a bust of her
new brother-in-law (fig. 10).

Exh.:
S.AF.: Sakuntala, plaster group (no. 3930, honorable
mention) (figs. 80-83).

1889
Exposition Universelle

July: CC travels to Touraine with Rodin.

August: CC travels to the Pyrenees in the north of Spain,
Auvergne, and Switzerland (probably with Rodin).

Exh.:
S.A F.: Bust of Charles Lhermitte, bronze (no. 4189)
(cat. 9).

1890s

1890

March 1: Rodin rents the mansion Folie Payen (fig. 12),
68 Boulevard d’Italie, to work there with CC (he will
stop paying rent in 1898). This mansion nearly faces
113 Boulevard d’Italie, CC’s home and studio.

Rodin writes the Minister of Foreign Affairs a letter of
recommendation for Paul, who is starting a diplomatic
career.

Fig. 8.

William Elborne (British,
1858-1952), The Claudel
Family (with Camille in
the Middle in the
Background), Jessie
Lipscomb (Foreground),
Ferdinand de Massary
and His Father, on the
Balcony of Their Apart-
ment at 31 Boulevard
de Port-Royal, 1887.
Albumen print, 16.5 x
12 cm (6% x 4% in.).
Private collection

Fig. 9.

William Elborne (British,
1858-1952), Jessie
Lipscomb, Camille and
Louise Claudel Having
Tea and Smoking, in the
Atelier at 117 Rue
Notre-Dame-des-Champs,
1887. Albumen print,
4.5x10.5cm (1% x 4% in.)
Private collection



Fig. 10.

Camille Claudel, Bust

of Ferdinand de Massary,
1888. Plaster, 45 x 30 x

30 cm (17%s x 11%e x

11% in.). Private collection

Fig. 11.

Camille Claudel, Bust

of a Woman (likely Portrait
of Louise-Athanaise
Claudel [the artist’s
mother]), about 1888-90.
Plaster, 60 x 28 x 23 cm
(23% x 11 x 9%s in.). Private
collection

Fig. 12.

Eugéne Druet (French,
1867-1916), La Folie Payen,
68 Boulevard d’ltalie
(eighteenth-century
mansion in ruins, rented
by Rodin as a studio in
1890, now destroyed),
about 1890-1900.
Charenton-le-Pont,
Médiatheque du Patri-
moine et de la Photogra-
phie, DRUETB11149

Fig. 13.

Chateau de I'lslette,
about 1530-1638, next
to Azay-le-Rideau, where
Camille Claudel and
Auguste Rodin spent time
together (1890-91) and
where Claudel modeled
The Little Lady (1892-93)

Chronology 13

Summer: CC stays with Rodin, and then alone, at Chateau
de I'Islette in Azay-le-Rideau (Indre-et-Loire department).

(fig. 13)

December 12: Paul is ranked first in a competition to enter
the Foreign Affairs Ministry.

1891
Summer: CC stays with Rodin at Chateau de 1'Islette and
then alone.

1892
CC moves to 11 Avenue de la Bourdonnais, but keeps her
studio on Boulevard d'Italie.

September: CC stays alone at Chateau de I'Islette, where
she starts working on The Little Lady.

Before September 15: CC writes to Bertha Honoré Palmer in
Chicago to offer her Bust of Rodin for sale, in either bronze
or plaster (see fig. 115; doc. 8).

Fall: CC writes to Rodin to request that her Bust of Rodin
be sent to the World’s Columbian Exposition, taking place in
Chicago the following year (doc. 10).

Exh.:
S.N.B.A.: Bust of Rodin, bronze (no. 1482).
Exposition Blanc et Noir: Bust of Rodin, bronze.

Exposition des Arts Libéraux: Old Helen, plaster.
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1893
CC becomes a member associé of the Société Nationale des

Beaux-Arts; Rodin becomes the organization’s vice president,

and president of the sculpture section.

CC’s father retires and moves to be with his wife full-time
in Villeneuve-sur-Fere.

March 9: The French State commissions The Waltz in marble

(doc. 13), but the order was never signed.
March: Paul leaves to serve as vice consul in New York.

August-September: CC travels to the Isle of Wight to visit
Florence Back (née Jeans); she models a portrait of Florence’s
husband (fig. 14).

Summer: CC stays alone at Chateau de I'Islette.
December: Rodin moves to Meudon.

Paul is named vice consul in Boston. CC writes him a long
letter with sketches of new artworks she is conceiving,
including The Chatterboxes and Age of Maturity (see fig. 116),
stating: “It is no longer anything like Rodin” (doc. 15).

Exh.:

S.N.B.A.: The Waltz (with Veils), plaster (no. 37; belongs
to M. Siot-Decauville); Clotho, plaster (no. 38) (see fig. 95);
Bust of Rodin (not in catalogue).

Siot-Decauville Gallery: The Waltz (with Veils), bronze
(cat. 32).
Chicago, World’s Columbian Exposition: Bust of Rodin,

bronze (no. 35 [official catalogue, Group 139, France,
Sculpture]; no. 623 [different catalogue edition]).

1894
CC travels to Guernsey.

Summer: CC vacations at her parents’ home in Villeneuve-
sur-Fere.

Exh.:
S.N.B.A.: The Implorer, plaster (no. 35); The Little Lady,
bronze (no. 36).

Brussels, La Libre Esthétique: The Waltz (with Veils),
Siot-Decauville bronze cast (no. 94, belongs to M Siot-
Decauville) (cat. 32); The Little Lady (no. 95); Psalm (no. 96)
(cat. 7); The First Step (?) (no. 97).

1895
She becomes sociétaire of the S.N.B.A.

January 16: Commission from the Puvis de Chavannes
committee, at the instigation of Mathias Morhardt
(1863-1939), of Clotho in marble, destined for the Musée
du Luxembourg in Paris to commemorate the banquet
honoring Puvis de Chavannes (1824-1898).

February-May: Paul is in Paris and Villeneuve.

June: Paul departs for Shanghai (China) as French consul.
Rodin writes to CC to organize the visit of Georges Leygues,
Minister of Public Instruction and Fine Arts to her studio
(see fig. 117; doc. 23).

July 25: The French State commissions Age of Maturity.

October: The plaster group Sakuntala, which CC offered to
the city of Chéteauroux, is received by that city’s museum
(see fig. 80).

November: CC travels to Chateauroux to install Sakuntala
and then goes to Touraine.

Exh.:
S.N.B.A.: The Little Lady, marble (no. 20; belongs to Joanny

Peytel) (cat. 44); Bust of Léon Lhermitte, bronze (no. 21; belongs

to M. Lhermitte) (cat. 8); Study after a Japanese, plaster
(no. 22); The Chatterboxes, plaster (no. 23) (see fig. 101).

Salon de I'’Art Nouveau, Bing Gallery: Bust of Rodin, bronze
(no. 325); The Waltz, Emile Muller sandstone (no. 326 and
also under no. 426) (see fig. 85).

St. Louis (Missouri), Twelfth Annual Exhibition: The Waltz
(no. 81; ill. 53) (see fig. 56); Head of a Child (Bust of Charles
Lhermitte or The Little Lady [?]) (no. 82).

Fig. 14.

Camille Claudel modeling
the bust of Mr. Back (in
Shanklin, Isle of Wight),
September 1893.
Photographer unknown.
Aristotype, 10.9x 8.3 cm
(4%s x 3% in.). Paris,
Musée Rodin, Ph.00529



Fig. 15.

Camille Claudel, Rodin
Working, about 1890-92,
about 1896. Drypoint,
19.9 x 25.7 cm (7% x
10% in.). Paris, Musée
Rodin, G.07635

Fig. 16.

Camille Claudel, Rodin
Looking at the Subject,
1896. Drypoint,

26.5 x 21.3 cm (10%s x
8% in.). Published in
Léon Maillard, Etudes
sur quelques artistes

originaux: Auguste Rodin,

statuaire (Paris: Edition
Floury, 1899), p. 20.
Los Angeles, Cetty
Research Institute,
89-B9865

@

1896

CC asks Morhardt, editor in chief of the newspaper Le Temps
and her first biographer (see 1898), to support the publication
of her brother’s writings (doc. 25).

Léon Maillard (1860-1929) commissions two engravings
from CC for his book on Rodin, which is published in 1899
(figs. 15 and 16).

April 25: CC declines Rodin’s invitation to be introduced to
the French president, Félix Faure (see fig. 118; doc. 26).

November 20: death of Ferdinand de Massary, CC’s brother-
in-law.

Exh.:
S.N.B.A.: The Little Lady, marble (no. 24bis; belongs to
M. Fontaine) (see fig. 97).

Salon de I’Art Nouveau, Bing Gallery: The Little Lady
(no. 788; belongs to M. Fontaine).

Geneva, city hall: Bust of Rodin, bronze.

Geneva, Musée Rath: The Chatterboxes (see fig. 101).

Chronology 15

1897

Thanks to Morhardt, the journal Mercure de France com-
missions from Claudel a series of busts of Rodin, cast in
bronze by the founder Frangois Rudier. Each was intended to
be chased by the artist and engraved with the publication’s
emblem: a winged caduceus (cat. 10).

November-December: CC writes to Rodin to give him her
opinion on his Balzac and convey various news, to which he
answers with some advice (docs. 29 and 30).

Exh.:

S.N.B.A.: The Wave, plaster (no. 24); The Chatterboxes, jade
(no. 25) (cat. 47); Portrait of Mme D. (?), marble (no. 26);
The Painter, bronze (not in catalogue).

Bing Gallery: Hamadryad, marble and bronze (see fig. 31).

1898
March: Long biographical article on CC by Morhardt in
Mercure de France (doc. 32).

CC breaks off her relationship with Rodin and rents a studio
at 63 Rue de Turenne.

CC works on Perseus and the Gorgon and on the second
version of Age of Maturity.

December: CC complains she has not been fully paid for the
plaster of Age of Maturity commissioned by the French State
(docs. 36 and 37).

Exh.:

S.N.B.A.: Hamadryad, marble and bronze (no. 35; belongs
to Maurice Fenaille) (see fig. 31); Deep Thought, bronze
(no. 36; belongs to M. Peytel); Bust of M. X. (?) (no. 36bis)

1899

January: CC moves to 19 Quai Bourbon on the fle Saint-
Louis, a two-room apartment that serves as both lodging
and studio, where she lives until 1913.

CC eventually receives full payment from the French State
for the plaster of Age of Maturity.

May: CC meets Louis Tissier (1863-1947), who commissions
a bronze cast of The Implorer.

June: The order from the French State for a bronze of Age of
Maturity is canceled.
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Exh.:

S.N.B.A.: Bust of Count Christian de Maigret, marble (no. 26)
(see fig. 48); Clotho, marble (no. 27; belongs to the Puvis de
Chavannes committee) (see fig. 45); Age of Maturity, plaster
(no. 28; belongs to the French State); Perseus and the Gorgon,
life-size plaster (no. 29) (see fig. 109).

Amsterdam’s and The Hague’s Art Circles, Brussels, and
Rotterdam: Bust of Rodin.

1900s

1900
January-September: Paul is in France.

March: CC resigns from the S.N.B.A. because Age of Maturity
and Bust of Countess de Maigret (see fig. 49) are refused from
the upcoming 1900 Exposition Universelle.

June: CCisin urgent need of money and her friends worry
about her condition (doc. 44).

October: Paul departs for Fuzhou (China, Fujian Province),
as France’s vice consul.

Exh.:

Exposition Universelle Décennale: Deep Thought, marble
(no. 139) (fig. 107); Fireside Dream, marble (no. 140) (cat. 51);
Hamadryad, marble (no. 141) (see fig. 31).

Salon de la Plume: Bust of Rodin, bronze.

1901
CC works on the marble of Perseus and the Gorgon (see fig. 110)
in the studio of Francois Pompon (1855-1933), her practitioner.

December: CC’s physical and mental decline preoccupies her
friend Maurice Pottecher (1867-1960) (doc. 44).

1902
Age of Maturity is cast in bronze (cat. 39) for Tissier.

CC uses Eugene Blot (1857-1938) as dealer for a cast of Giganti,
which means the two were acquainted by that date.

Exh.:

S.N.B.A.: Perseus and the Gorgon, life-size marble (no. 47)

(see fig. 111); Bust of Countess de Maigret, marble (no. 48)

(see fig. 49); Alsatian, terracotta with silvered patina (no. 49).

Prague, Manés Pavilion: Bust of Rodin.

Fig. 17.

Camille Claudel reading,
about 1905. Photographer
unknown. Paris,
Bibliotheque Marguerite
Durand

1903
CC spends time in Senlis, in the castle of the Countess de
Maigret, and draws the countess’s portrait (see fig. 50).

Exh.:
S.A.F.: Age of Maturity, bronze (no. 2658; belongs to Captain
Tissier) (cat. 39).

New York, National Arts Club: Bust of Rodin.

1904

August: In a letter to Paul, CC’s father expresses his worries
about CC’s isolation and wishes for more harmony in

his family; CC’s mother has ceased her relationship with her
daughter.

Blot starts producing CC’s artworks in bronze.

Exh.:
Salon d’Automne: Fortune, bronze (no. 1730; belongs to
M. E. Blot) (cat. 36).

1905
CC writes often to Blot (docs. 48-50).

April: Paul returns from China.

August: CC travels to the Pyrenees with her brother.
An article on CC written by Paul is published in the journal
L'Occident (doc. 51).

Fall: CC declines the commission of the monument to
Louis Auguste Blanqui for his native city, Puget-Théniers
(Alpes-Maritime department), that Gustave Geffroy
tried to secure for her.

October: Paul writes to a friend that he is very pleased with
the bust his sister is making of him (cat. 56).

Exh.:

S.A.F.: Vertumnus and Pomona, marble group (no. 2980;
belongs to the Countess de Maigret) (cat. 30); Flute Player,
bronze (no. 2981; belongs to M. E. Blot Editeur) (cat. 55).



