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ABSTRACT

During Camille Claudel’s lifetime, she pursuedaaeer that was largely defined
in terms of Auguste Rodin. This perspective oflwerk may be seen most notably in the
reactions to her sculptutéAge Mdr. This work was interpreted as an allegory of two
women'’s struggle for one man — the artist Rodihe $culpture depicts an old woman on
the left and at the apex, who leads away a midgéztanan. Reaching toward him is a
young woman, appearing on bended knee. Claudmidetl’Age Mdr to be the means
for her to develop into an independent artist. $Shecess of this ambitious sculptural
group would also have meant a certain amount @nftral independence and stability.
However, the reception was not as she expecteldol&s interpreted the work within the
narrow parameters of her relationship with Rodispite the presence of themes of
destiny and fate. Still today, when many scholerige about this piece, they emphasize
Claudel’s personal life and overlook the clues tdeaper meaning indicated by the title,

her words, and in the context of her other scugstur



This thesis addresses the impact of Claudel's pats@nd professional
relationship with Rodin on her work first, but theansiders.’Age Mar in a different
light. The path she took to become a woman soulptnineteenth-century France will
be explored. Her relationship with Rodin, her udethemes of destiny, and the
educational and societal restraints on a womarpsamuin nineteenth-century France all

inform our understanding afAge Mdr.
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INTRODUCTION

Camille Claudel (December 8, 1864 — October 1931%%came a sculptor at a
time when more widespread educational and profeabkiopportunities were becoming
available for female artists. She was able to rgecuitical training in the studio of
Auguste Rodin (1840-1917). During this time, Claudnd Rodin began a tumultuous
relationship that left her largely on her own afieey parted ways. In her quest to find
her independence and support herself, Claudel wiaikesecure a state commission for
an ambitious sculptural group of three figures.isThork would be titled_’Age Mar
(1902). The state commission would be suddenlgeléed and Claudel’s fight for the
sculpture she believed in resulted in her beingdds with the artistic bureaucracy.

There is speculation thatAge Mar was interpreted by Rodin and state officials
as the exposure of her relationship with Rodin am torn between two women — Claudel
and Rodin’s longtime partner, Rose Beuret. Thisrpretation has dominated modern
scholarship. The work flows from right to left,ttvia young and beautiful woman on her
knees reaching after a middle-aged man who is staggaway, led by an old woman
with her hands firmly grasping his arms. Many dal® suggest that when it was
exhibited, Rodin and the state officials interpdetiee work within the narrow parameters

of her relationship with Rodih.

' Angelo CaranfaCamille Claudel: A Sculpture of Interior Solitud@ewisburg:

Bucknell University Press, 1999), 102; Odile Ay&lkuse,Camille Claudel: A Life

(New York: Harry N. Abrams, 2002), 147; John R. tBnr“The Age of Maturity or
1



L’Age Mdrwas intended to be the means for Claudel to galegendence as an
artist. The success of this ambitious sculpturaug would also have meant a certain
amount of financial independence and stability.audkel would never gain financial
independence and her mental state would begin tiinde resulting in her being
institutionalized in 1913, never to sculpt again.

This thesis will first consider her personal anafessional relationship with
Rodin that informed the biographical interpretasiaof L’Age Mar. Then,L’Age Mar
will be considered in terms of symbolic and mytlgi@al references. Finally,
educational restrictions on woman sculptors and d&esorship on their works that
Claudel had to navigate to become a sculptor ireteenth-century France will be
explored.

For the most part, scholarship on Claudel did regjio to surface until after her
death. The one main article about Claudel durieglifetime was a monographic article
about Claudel, titled “Mademoiselle Camille Claytletritten by her friend Mathias
Morhardt, a journalist, which originally appeared Mercure de Francein 18987
Several years after her death, in 1951, her brd®aed Claudel wrote the article “Ma

sceur Camille,” which provided the family perspeetiof her life, for an exhibition

Fate,” in Camille Claudel & Rodin: Fateful Encounteed. by Yves Lacasse and
Antoinette Le Normand-Romain (Paris: Hazan, 20083-4.

> Mathias Morhardt, “Mademoiselle Camille Claudely’ Camille Claudel, 1864-1943:

Madrid, Fundacion Mapfre, 7Ixil2007-13/2008,; Paris, Musée Rodin, 15/iv/2008-
20/viif2008,ed. Aline Magnien, Véronique Mattiussi, and Maria Lopez Fernandez (Paris:
Gallimard, 2008), 331-353. The entire articleapnoduced in this publication.

2



catalogue at the Musée RodinThen, writings on Claudel largely disappearedtfonty
years. It was not until the 1980s that scholargi@gan to be written on Claudel. Anne
Delbée, Reine-Marie Paris, J. Adolf Schmoll gerselBiverth, Angelo Caranfa, and Odile
Ayral-Clause discuss her life with Rodin, her relaships with family members, her
mental struggles, and her sculptutesn 2003, Anne Riviére and Bruno Gaudichon
compiled the letters she sent and received fromilyjaand friends. Through the
preservation of this correspondence throughoutlifetime, we have insight into her
struggles, her points of view, and the dynamicshef inner circle. By 2005, Yves
Lacasse and Antoinette Le Normand-Romain, in carjon with an exhibition of
Claudel and Rodin’'s works, published several essapigch explored the mutual
influence between Claudel and Rodin and the stht®omnen sculptors in nineteenth-

century Franc8. The literature on Claudel primarily focuses om halationship with

> Paul Claudel, “Ma soeur Camille,” @amille Claudel, 1864-1943: Madrid, Fundacion
Mapfre, 7xi2007-13i2008; Paris, Musée Rodin, 15iv2008-20vii2008¢d. Aline Magnien,
Véronique Mattiussi, and Maria Lopez Fernandez (Paris: Gallimard, 2008), 359-363.

* Anne DelbéelUne femmdParis: Presses de la Renaissance, 1982); Reine-Maris,
Camille Claudel: 1864-1943(Paris:  Gallimard, 1984); J. Adolf Schmoll gen.
Eisenwerth, Auguste Rodin and Camille ClaudgNew York: Prestel, 1994);
CaranfaCamille Claudel: A Sculpture of Interior Solitud®dile Ayral-ClauseCamille
Claudel: A Life

°> Camille Claudel,Correspondancegd. Anne Riviére and Bruno Gaudichon (Paris:
Gallimard, 2003).

® Yves Lacasse and Antoinette Le Normand-Romain,@alnille Claudel and Auguste
Rodin, Camille Claudel & Rodin: Fateful EncountéParis: Hazan, 2005). This book
was pblished in conjunction with an exhibition of the same title held at Musée national
des beaux-arts du Québec, May 26-Sept. 11, 2005 ; Detroit Institute of Ar@ct. 2, 2005-
Feb. 5, 2006 ; and at Fondation Pierre Gianaddatigig, Mar. 3-June 15, 2006.

3



Rodin, similarities in her style to that of Rodand how his influence affected her career.
However, Claudine Mitchell’s article, “Intellectutyd and Sexuality: Camille Claudel, the
Fin de Siecle Sculptress,” published in 1989, engddClaudel as an intellectual in her
own right and discusses the censorship on repiasamd of sexuality Claudel faced as a
woman sculptor in nineteenth-century Fraho®verall, the literature is dominated by her
life and work, put in the context of Rodin.

This study focuses dAge Mar, which was reportedly understood by Rodin and
state officials to be a narrative about her persoglationship with Rodin. In order to
understand the manner in whithAge Mar has largely been interpreted by scholars, |
first discuss her relationship with Rodin and hiwe telationship might be seenlitAge
Mar. Then, in a departure from the predominant aotgpaiphical interpretations in the
literature, | discuss the larger allegoryliige Mar, which did not refer specifically to
Rodin. Finally, | examine the struggles of a wonsaalptor in latter nineteenth-century

France and how Claudel navigated her own path.

’ Claudine Mitchell, "Intellectuality and Sexualit€amille Claudel, the Fin de Siecle
Sculptress,Art History 12, no. 4 (1989): 419-447.
4



CHAPTER 1

L’AGE MUR: PERSONAL EVENTS REVEALED

Camille Claudel'd_’Age Mdr (The Age of Maturity) (Figure 1), created in 1902,
depicts a figure representing Youth on her kness;hing after a middle-aged man who
is led away by Old Age. This grouping of threeoften interpreted as a reference to
Claudel’'s personal life, where she depicts hergedf out of reach of her lover, who
remains in the arms of an older woman. Claudeltesoplated each aspect of her
sculptures and even made a change’Ame M{r to distance the work from that of her
life events. When first exhibited, however, itislieved this sculpture was viewed as an
exposure of Rodin’s relationship with Claudel bydiroand state officials, rather than a
viewpoint influenced by a woman’s personal life expnce, and the reaction to the
sculpture by state officials caused the artist typeafessional frustration.

The relationship with Rodin that many believe imegiL’Age M{r began with an
introduction from fellow sculptor Alfred BoucheBoucher had been a mentor to Claudel
since 1876, when she was approximately 12 years olfhis mentor relationship
continued when Claudel's family moved to Paris 881, and he introduced Claudel to

Rodin shortly after her arrival in PafisClaudel is recorded as a visitor in Rodin’s studi

*All translations, unless otherwise noted, are myno
! Ayral-ClauseCamille Claudel: A Life16.

2 Caranfa, 32-33.



in February 1882 while he was working ®he Gates of Hefl Around 1883, Boucher
left for a six-month stay in Florence and asked iRdd give Claudel and the other
women in Claudel’'s studio advice in his absencéis Thentor relationship led to what
would become the turbulent, intimate affair thatdoeventually be perceived liAge
Mar.* Rodin visited Claudel’s studio with such reguiahis entourage knew which days
they could find him ther2. The two cultivated a strong working relationshiph mutual
respect for each other’s talents. By 1884, Claudgé 20, had joined Rodin’s studio
staff. Jules Desbois, another sculptor in Rodutgkshop, noted that while she was
officially his pupil, Rodin would ask for her opon on everything and would not settle
on an idea until they were in agreem&n©ver the course of the relationship, Claudel
would serve not only as his student, but also aslaihanspiration, collaborator, and
lover.” Their lives and works were very much intertwinedhjch led critics to naturally

compare her work to Rodin.

% Antoinette Le Normand-Romain, “In Rodin’s Studidt? Camille Claudel & Rodin:
Fateful Encountered. by Yves Lacasse and Antoinette Le Normand-d&or{Paris:
Hazan, 2005), 38. Camille and Rodin met as easlyebruary 1882, according to a
record of people that were present in Rodin’s stwdhile he was working ohe Gates
of Hell. The record indicates a woman named “Camille” walsis studio and given no
other Camille in Rodin’s life, it can be assumed th Camille Claudel.

4 Caranfa, 32-33.
SLe Normand-Romain, “In Rodin’s Studio,” 41.
® Ibid., 59-60.

" Caranfa, 32-33.



However, the personal relationship was tumultuousdccounts of their
relationship suggest that for the majority of theelationship Rodin was the one pursuing
Claudel while she was distant for unknown reasofstoughout 1884, the acquaintance
intensified, as Rodin took every chance to be @audel® However, Claudel was not
always receptive, and it is likely because she aahis devoted attention. By 1885, he
wrote her friend and fellow sculptor, Jessie Lipabo entreating her to give him news of
Claudel and bring her around. In his letters, ¢ferred to her as “our dear stubborn
one,” recognizing her moodiness and the challerfgeisopursuit He was relentless,
even following her in 1886 to England where she wpending the summer with
Lipscomb. Rodin did not get the reception he hagdeld to receive. He wrote many
letters to Lipscomb pleading for her to convinceaudel to respond to his letters.
Rodin’s letters expressed his loneliness withowau@él and spoke of his desperation for
communication with her during this time. He sudkin getting an invitation from
Lipscomb’s family to stay with them, but Claudei@ned distant. She was moody and
disrupted two evenings in which Jessie was singiggottish romance for Rodifi. The
cause of her temperamental behavior is not knowtessome of the correspondence

from Rodin to Claudel has been lost. It has basygested that Claudel may have

8 Schmoll gen. Eisenwerth, 24.

® Letter from Auguste Rodin to Jessie Lipscomb, kBpher in a private collection, held
in London, translated in Frederic V. GrunfelRlpdin: A Biography(New York: Henry
Holt and Company, 1987), 215.

10 Grunfeld, 215-218.



become pregnant with Rodin’s child. However, thegpancy remains unconfirmed and

dates for the pregnancy are not knownA pregnancy would have been devastating for
an unmarried woman in nineteenth-century France,the stress could explain some of

her distance. These conjectures must also tagectount Claudel’s personality, as well

as the stress of their unstable relationship.

As shown inL’Age MQr, there was not just one woman in the man’s |iRodin
enjoyed the benefits of being a sculptor in theua#y tolerant Parisian art world with a
constant flow of female models in his stufioClaudel was well aware of these women,
even writing to a postscript in a letter to RodiGspecially, don’t deceive me more!,”
indicating that she wished for him to stop seefrgdther women® However, there was
always one constant woman in his life. During @klis relationship with Rodin, he
continued his relationship with Rose Beuret, hfeléhg companiod? Beuret was
perhaps one of the most stable forces in his liB&uret and Rodin had been together
since approximately 1864-65. Beuret was a seassstveho remained by his side

throughout the difficult points in his career anotdo him a son named Auguste Beuret.

11 According to Grunfeld (214-218), Jessie Lipscomi&uments suggest Camille had
two illegitimate children by Rodin but he did noamt to acknowledge them. Ayral-
Clause Camille Claudel: A Life,114-115) notes that contemporary Lucien Descaves
hinted at one of Claudel’s pregnancies in corredpone. Ayral-Clause also mentions a
1939 letter from Paul Claudel that hints at Camitlaving at least one abortion.
Although, Ayral-Clause points out there were runtbeg she had up to four children.

2 |bid., 224-226.
13 Delbée, 261. “Surtout ne me trompez plus.”

14 caranfa, 33-35.



Still, Rodin did not marry her until the year okthdeaths, 191% Her role in Rodin’s
life was completely in the domestic sphere, whilauQel, by contrast, participated in his
artistic and intellectual circles. Claudel wasghbti and young; in fact, Claudel was
twenty years younger than Beuret and twenty-folaryeounger than Rodffi. Beuret
was not the intellectual match that Claudel wasRodin. His refusal to leave Beuret
made Claudel feel both jealous of Beuret and refeby Rodin-” Claudel’s next actions
indicate that the situation was not suitable for &dlerd she requested a contract which
would ensure she was given his exclusive attentiOn. October 12, 1886, at the height
of Claudel and Rodin’s relationship, a contract wascuted between the two, clearly at
the urging of Claudel, in which Rodin promised @auwould be his only student, he
would support her in every way, she would be thg amman in his life until May 1887
(the date of the Salon), and they would travekadyltogether to begin a relationship that
would result in a marriage. Despite the contrdty did not travel to Italy together and
Rodin never married Claud®l. Claudel and Rodin were distant again by Marc8718
when Lipscomb notified Rodin of her and Emily Fattsearrival from England for

instruction and offered: “We won'’t stay with Mllela@idel if that upsets you, and the

15 Schmoll gen. Eisenwerth, 33. Schmoll gen. Eisetiwhas described Beuret as a
domestic servant.

18 bid., 35.
7 porter, 170.

18 Schmoll gen. Eisenwerth, 35-36.



differences between you are none of our busin€ssRodin asked Lipscomb to bring
both Fawcett and Claudel with hé}. Their relationship resumed in 1888, when Claudel
moved from her parent’s apartment and acquiredpartraent on the Boulevard d’ltalie,
while Rodin set up a studio for the two of themaabouse called La Folie-Neufbourg,
where the couple lived and worked togetHerThis arrangement was possibly brought
about because Claudel had to leave the family haimen her parents discovered the
relationship. Her mother possessed a strict mooale and expressed her distinct
opposition, writing about her father’s reaction:
He has suffered enough--yes, he too---when he deathe truth about your
relations with Rodin and the disgraceful comedy y@ave played! Me, naive
enough to invite the ‘Great Man’ to Villeneuve witdadame Rodin, his
concubine! And you, who played the sweet littlegfp and were living with him
as a kept womaffl
In nineteenth-century France, this was a scandasduation. While Claudel had an
apartment set up, she was now at odds with heryaanid continued to be second to
Beuret. Rodin, state officials, and scholars viévaudel's wanting to be with Rodin as

he continued his life with Beuret as the struggdpidted inL’Age Mdr. Claudel, as

Youth, falters as she reaches after the middle-ag@dl He is pulled away by another

19 Letter from Jessie Lipscomb Auguste Rodin, kephérin a private collection, held in
London, translated in Grunfeld, 218.

20 Grunfeld, 218.
1 Schmoll gen. Eisenwerth, 59.

22 Reine-Marie Paris, 131. “Il a assez souffertdussi quand il a connu la vérité sur tes
relations avec Rodin, l'ignoble comédie que tu naupuée. Moi, assez naive pour
inviter le “grand homme” a Villeneuve, avec Mme Rgdsa concubine! Et toi, qui
faisais la sucrée, qui vivais avec lui en femmeeatahue.”

10



woman, considered a representation of Beuret this moment that many believed they
saw inL’Age Mdr and, knowing the autobiographical connotationspyrscholars never
contemplated the other meanings.

Rodin was willing to have a relationship with hedavork with her, yet he was
unwilling to let Claudel into his domestic realnRodin refused to abandon Beuret,
despite Claudel's demanéfs.Claudel may have negotiated more time with Radid a
shared studio, but still Beuret was considered “Mad Rodin” by outsider$. This
eventually led to them romantically parting waykhe breakup was a drawn-out process
which began in 1892 when Claudel moved out of LdeRAdeufbourg and Rodin left
Paris for Bellevue®

While Rodin’s allegiance to Beuret was a major dacClaudel also needed to
gain independence at this point. Claudel's brotrgued that the breakup was caused
more by a clash of talent and €jo.Claudel wanted to achieve her independence and
Rodin desired to focus on his &ft.In a 1951 article Paul Claudel wrote on his sifte
an exhibition catalogue when her works were showiusée Rodin, he explained:

The separation was inevitable, and the time...waslatet in coming. Camille

could not assure the great man the perfect seanfribabits and self-esteem that
he found from an old mistress. And on the otherdhawo geniuses with equal

23 porter, 170.
24 Schmoll gen. Eisenwerth, 33.
25
Porter, 169-170.
%% Caranfa, 35.

27 porter, 169-170.
11



power and of different ideals could not continuestare the same workshop and
the same clientele. The divorce was for him a s&ite it was for my sister the
total, deep, final catastrophe. The professioa etulptor is for a man a case of
perpetual challenge to good sense, it is for alated woman and for a woman
with the temperament of my sister a pure impoggjbilShe had everything with
Rodin, she lost everything with hirff
Paul Claudel's comment touched on Camille’s needhi&r independence from Rodin
and recognized that she faltered after the breakdpwever, it is not clear why Paul
Claudel would have considered the breakup to becagsity for Rodin. Rodin did not
completely give up on Claudel. Rodin was upser ¢iwve breakup and even went to the
critic Roger Marx bemoaning his loss of control oker; still, he continued to advocate
for her?® For a time, Rodin kept one promise he made ircéméract, which was to help
her in any way possible. The two artists kept amtact via intermediaries, primarily
Swiss journalist and poet Mathias Morhardt, and iRabntinued to use his influence

with friends, journalists, and politicians to aitaGdel*® However, Claudel preferred to

keep her distance from Rodin and even asked Marhardelp her ensure Rodin did not

28 paul Claudel, “Ma sceur Camille,” 361. “La séparaétait inévitable et le moment...
ne tarda pas a arriver. Camille ne pouvait assamegrand homme la parfait sécurité
d’habitudes et d’amour-propre qu'’il trouvait aupigane vieille maitresse. Et d’autre
part, deux génies d’égale puissance et de diffédéal n’auraient su longtemps partager
le méme atelier et la méme clientéle. Le divortadt @our I'homme une nécessité, il fut
pour ma sceur la catastrophe totale, profonde, ithééin Le métier de sculpteur est pour
un homme une espéece de défi perpétual au boniseaspour une femme isolée et pour
une femme avec le tempérament de ma sceur unerppossibilité. Elle avait tout misé
sur Rodin, elle perdit tout avec lui.” The entiricde is reproduced in this publication.

29 Porter, 171-174. In May 1895, Rodin wrote to jalist Gabriel Mourey asking him to
help Claudel. Then, in June 1895, Rodin indicatea letter to Claudel that he had
spoken with many authorities in an effort to sedwgea commission.

30 |pid.
12



come to her studit. Since this request was fulfilled, Rodin did nawé knowledge of
the subject of Claudel's monumental work-in-progresBy refusing to see Rodin, she
gained some of the personal independence she sdughprofessional independence
would not come as easily.

Claudel had been working on a three-figure groupckviwould develop into
L'’Age M(r since the demise of her relationship with RodinClaudel had hoped to
exhibit this work at the Champs de Mars Salon @418 Such an ambitious sculpture
could not be completed in time, however, and sau@acompleted the figure &fouth
separately in order to be exhibited at the Safon.

As a solitary figure, Youth was namédmplorante (The Implore) (Figure 2).
Youth is humbly upon her knees, naked and readiirvgard for the person who has just
left her. When Rodin saw'Implorante at the Salon, he referred to it while speaking
with a journalist as.e Dieu Envol§The God Has Flown Away). According to Odile
Ayral-Clause, the god Rodin was referring to is idumho flies out of reach of Psycfie.
Rodin appears to have been unaware that two nguee8 were to accompany the figure
of Youth3® When all three characters were presented, itlis\®d the autobiographical

references to Rodin and Claudel’s relationship fmecabvious to those who were aware

% Ibid., 175-176.

32 Ayral-Clause Camille Claudel: A Life121.
% Ibid., 121-122.

¥ Ibid.

% |pid., 122.
13



of her personal lif€®  Still, there are some issues with this stridipgraphical
interpretation. It is true that Claudel had founeérself in a love triangle, but she
appeared to be the one who turned her back ondlaionship, not the man as the
sculpture would suggest.

Through some changes Claudel made to the sculptappears that she did not
want a love triangle to be the sole interpretatiorhe maquette of the first version of
L’Age Mar (Figure 3), created around 1894, also containedthinee figures we are
familiar with today; however, the middle-aged mann contact with Youth, placing his
left hand on her breast, and his arm is aroundigioee of Old Age, who has her hand in
a fist ready to defend her possession. This versimphasizes the idea of a man torn
between two women, and presumably represents the titangle between Claudel,
Rodin, and Beuret. The contact between the middle-aged man and Yieuthnexistent
in the second and final version of the work, whigiens up other possible meanifgys.
The gazes of the figures reinforce the separatibhe middle-aged man stares blankly
and does not even look back at Youth. He yieldSltbAge, while Old Age looks back
“contemplating her obedient prey?” | believe this change in the figures supports the
theory that Claudel wanted this work to have megrayond that of a love triangle.

She wanted the figure to convey the human expeziess one moves through the trials

% Porter, 178-181.
%7 Ibid.
3 Schmoll gen. Eisenwerth, 82-84.

39 porter, 195.
14



and tribulations of life, and grows old. Her chartg the composition, separating the
hands, is one that emphasizes the notion thathigiqal connection to a person is gone
when he dies.

John R. Porter, in “The Age of Maturity or Fatergaes that the separation is a
reference to a letter she received from Rodin1886, Rodin wrote in a letter to Claudel
begging for sympathy and declaring that it was ddlgudel who could save him from
the mental torture of their separatiéh.He implored:

| have moments of amnesia when | suffer less, but the pain is unrelenting.

Camille my beloved despite everything, despite rttaness that | feel coming
and that will be your work, if it continues. Why dot you believe me? ... There
are times when | honestly think that I'll forgetuydBut in a moment, | feel your

terrible power. ... | cannot go on, | can no longegred a day without seeing you.
... My Camille, be assured that | have no other wgnaaid my soul belongs to

you. ... Let me see you every day, it will be a gaeed and maybe something
better will happen to me, because you alone cae sa by your generosity.

...Do not threaten me and let yourself see that yeuy gentle hand marks your
kindness for me and sometimes leave it there, canlkiss it in my transport.

...Your hand Camille, not the one that is withdrawa,happiness to touch it if it

is not the guarantee of some of your tenderffess.

4% |pid., 196.

“1 Camille ClaudelCorrespondance37-39. “J'ai des moments d’amnésie ol je souffre
moins, mais aujourd'hui, I'implacable douleur resBamille ma bien aimée malgré tout,
malgré la folie que je sens venir et qui sera vagre/re, si cela continue. Pourquoi ne me
crois-tu pas?... Il y a des moments ou francheneeaiois que je t'oublierai. Mai en un
seul instant, je sens ta terrible puissance...Jepuenplus, je ne puis plus passer un jour
sans te voir...Ma Camille sois assurée que je n@auraelfemme en amitié, et toute mon
ame t'appartient...Laisse-moi te voir tous le jogessera une bonne action et peut-étre
gu'il m'arrivera un mieux, car toi seule peut mevea par ta générosité...Ne me menace
pas et laisse toi voir que ta main si douce matguenté pour moi et que quelques fois
laisse la, que je la baise dans mes transports..dia @amille, pas celle qui se retire,
pas de bonheur a la toucher si elle ne m'est le dag peu de ta tendresse.”
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In the context of Porter’s theory, this work woudgpresent that Claudel’s hand continued
to be extended for Rodin, even after he chose twigo Beuret. However, in reality,
Claudel was not receptive to seeing Rodin afteir theeak-up, as evidenced in her
communications and actions. Therefore, it is w@hlilshe would create a public sculpture
indicating her hand is extended toward his as augeghat would invite contact with
him.

For those aware of their relationship, her workaialy represented her voice as a
woman who had experienced heartbreak. Her owrhéroPaul Claudel, even viewed
the work as such,

But no, this naked young woman is my sister! MytesisCamille, imploring,

humiliated, on her knees, and naked! It's all bvdrs is what she left us to look

at forever. And do you know what is being tornnfrtner in that very moment,
before your eyes? Her soul. Her soul, geniustganeauty, life, all at the same

time 42
While the sculpture is routinely considered to beoaxment on her relationship with
Rodin, it is not clear that Claudel intended it a public statement. Given that Paul
was her brother, | believe people viewed his conmimes coming from intimate
knowledge of the situation (as opposed to thahefaverage observer), thus steering the

interpretation of the work. However, it is not daeented anywhere that Claudel herself

mentioned the autobiographical nature of the work.

2 paul Claudel, “Ma sceur Camille,” 362-363. “Mainncette jeune fille nue, c’est ma
sceur! Ma sceur Camille. Implorante, humiliée, doge, et nue! Tout est fini! C’est ca
pour toujours qu’elle nous a laissé a regarderi$dtez-vous? ce qui s’arrache a elle, en
ce moment meme, SOUS VOS yeux, c’est son amelt @eka la fois 'ame, le genie, la
raison, la beauté, la vie, le nom lui-méme.”
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Claudel was aware of her comparisons to Rodin ambaously wanted to
distance herself from him. Camille had been actuet to creating large, bronze
sculptures of lovers and mythological figures. Bagqmg around 1895, Claudel created
several works that were largely inspired by eveyylife. These were small sculptures
and used a combination of materials, such as brandestone, or bronze and marble
onyx*® Les Causeusgdhe Gossips) (Figure 4) was one such work andexhibited at
the Nationale des Beaux-Arts in Paris in 1895The other two works created wdre
Vague(The Wave) (Figure 5) in 1897 aRdofonde Pensé@eep Thought) (Figure 6) in
1898%° In a letter to her brother, Paul, Claudel revegians for more sculptures of
everyday life, includind_-e Bénédicit§The Blessing) which would feature “tiny figures
around a large table listening to prayer beforeealiiLe Dimanche(Sunday) which
would include “three men in the same blouses perametop of a high wagon departing
for mass,” and.a Faute(Fault) in which there would have been “a young giouching
on a bench crying, her parents looking at her ssegr*® These ideas were either never

realized as works or were later destroyed by Claasldher mental state declined. After

*3 Laure de Margerie, “The ‘Sketches from Naturefi’ Camille Claudel & Rodin:
Fateful Encountered. by Yves Lacasse and Antoinette Le Normand-d&oniParis:
Hazan, 2005), 237.

44 |bid.
S |bid.

46 Camille ClaudelCorrespondance96-97. “Des personnages tout petits autourel’un
grande table écoutent la priere avant le repasidisTbonshommes en blouse neuve et
pareilles juchés sur une tres haute charette pgapmur la messe.” “Une jeune fille
accroupie sur un banc pleure, ses parents la regfaialit étonnés.”
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1906, Claudel regularly destroyed wofks. However, these ideas for sculptures are
significant, because after she described her ite&saul in December 1893, she wrote,
“You see it is not at all Rodin, and it is dres$&Y. This is evidence that she was
strategically trying to distance herself, evenistyally, from Rodin. Laure de Margerie
explains in “The ‘Sketches from Nature™ that witiese small sculptures:
Camille was most probably entirely absorbed in imelividual struggle as a
woman and female artist. When she did her ‘skatctnem nature,” what
mattered to her was to escape for a while fromctirestraints of the life model,
the portrait, and the historical, allegorical, noltigical and autobiographical
repertoire, even if the latter dimension is nevampletely absent from some of
her works. Real life, real people’s emotions, thés the new universe she sought
to capture”’
Given this evidence of her efforts to distance ékéfsom Rodin, it seems unlikely that
Claudel would intentionally create a sculpture @geal her relationship with the famous
artist when she was working to gain recognitiom@asndependent artist. During the time
L’Age Mlrwas being created, Claudel was doing all she ctwldistance herself from
Rodin, even refusing an invitation for Rodin torattuce her to the president of the
Republic. She even begged Morhardt to assistmeer effort:
| beg you to do your very best to ensure M. Rodesdinot come to see me on
Tuesday. | do not like to show things that are fioished and sketches in
progress, we have time to see them when they ampletely finished and why
publicize one’s ideas before they are completefolf could at the same time

instill in M. Rodin carefully and subtly the ided mot coming to see me, you
would give me the greatest pleasure | have eveeresqced. Rodin is aware that

" Margerie, 238-240.

“8 Camille ClaudelCorrespondanced8. “Tu vois que ce n’est plus du tout du Roetin
c’est habillé...”

9 Margerie, 243-244.
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many wicked people imagined that he did my scuigtwso why then do

everything we can to give credit to this slandémMl Rodin really wishes me

well, it is very possible to do so without otheropk believing that it is to his

advice and inspiration that | owe the successesnfuch | have so painfully

worked°
The reason Claudel would not let Rodin in her studlas most likely her desire for her
successes to not be credited to Rodin as opposédrttrying to conceal this work’s
content from Rodin. Therefore, inAge Mar, Claudel used the aging process as a
general metaphor for life experiences, such asldah of a loved one or the end of a
relationship, that represent a defining momentr Hes personally, this work represented
the end of a phase in her life as she gained imtkgee from Rodin. It was her way of
defining herself as an artist who has her own va@icd can create a major work that
would secure a commission.

L’Age M{r represents a turning point in her career. It amsmbitious sculpture
she began as she stepped out on her own. Howtsvegmpletion did not provide the

independence Claudel had hoped it would. In fdet, work caused much strife and

unrest for Claudel during her lifetime. This thifegure group was intended to establish

*0 Camille ClaudelCorrespondancel27-128. “Je vous prie de vouloir bien fairereot
possible pour que m. Rodin ne vienne pas me vondinale n‘aime pas montrer des
choses pas finies et des esquisses en herbe; @temps de les voir quand elles sont
complétement terminées et pourquoi faire connérees ses idées avant d'étre mires?
Si vous pouviez en méme temps inculquer a m. Roélicatement et finement l'idée de
ne plus venir me voir, vous me feriez le plus daegplaisir que j'aie jamais éprouvé. M.
Rodin n'ignore pas que bien des gens méchantasersgine de dire qu'il me faisait ma
sculpture: pourquoi donc alors faire tout ce quent pour accréditer cette calomnie. Si
m. Rodin me veut réellement du bien il lui ess fpe@ssible de le fair sans d'un autre cété
faire croire que c'est a ses conseils et a solnratEm que je dois la réussite des ceuvres
auxquelles je travaille si péniblement.”
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her own artistic genius, outside of Rodin’s shaddWw#n art inspector for The Minister
of Public Instruction and Fine Arts came to Clatslatelier in June 1895, at the urging
of Morhardt and Rodin, to offer her a commission dobust; however, Claudel showed
the minister a maquette bfAge Mar and convinced him to aid her in the completion of
her three-figure group instead. On July 25, 188fudel received her first state
commission to create a plasteléhge Mar.>? This would signify a major milestone in a
sculptor’s career and one that could potentialfdl¢o financial stability. Claudel had
been struggling with finances and had run out oheyoas early as 1893, leading her to
ask her family for support The work was exhibited at the May 1899 Satbrat first,
the future of the sculpture appeared promising, nwhebronze was ordered by the
Ministry of Fine Arts in early June 1899, but theler was abruptly cancelled later the
same month on June 2%.Just as her means to support herself seemechwihth, it
was quickly snatched away.

Due to its unusual treatment after the show, thekvaaused speculation that
Rodin became outraged, believing his personahkfg been aired in public, and used his
influence to bring about its removal from view. elgranted commission and subsequent

cancellation both came from the Director of FinégsAHenry Roujon. The reason for the

>L porter, 176-177.
%2 Ayral-Clause Camille Claudel: A Life127-129.

53 |pid., 122.
54 |bid., 147-148.

S Porter, 183-184.
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project’s cancellation is not clear. A letter @0b from the Head of Works to the Under-
Secretary of Fine Arts indicated there was no exadilan for the cancellation in the file;
therefore, scholars Ayral-Clause and Porter prestimé the administration received
negative feedback from Rodin, who had finally sgemhen it was exhibited at the May
1899 Salon® Porter suggests that a report by the Under-Segref Fine Arts in 1907
to the minister of public instruction and fine astated it was cancelled “for reasons that
do not appear in the record and must have to doté very nature of the worR” The
suppositions are reinforced by Claudel’'s commenartest Eugene Blot that “Rodin is
waging a vicious war against this statde.No documents survive to Rodin’s objection
to this sculpture. Scholars assume it exposedffag with Claudel, however, it does not
appear that he went to any great lengths to corisaklationship with Claudel. They
shared a studio, travelled together, and execut@@raiage contract. Those suspecting
the sculpture was personal at the time it was eétddbwould already have had

knowledge of the affair.

* Ayral-ClauseCamille Claudel: A Life146-148.

>" Porter, 183-184; Danielle Arnougamille Claudel: L’ironique SacrificéParis: Epel,
2001), 47. “...pour des raisons qui n'apparaissestgu dossier et qui doivent tenir a la
nature méme de l'ouvrage,...”

*8 Camille ClaudelCorrespondance183; Ayral-ClauseCamille Claudel: A Life 159.
In the letter, Claudel actually states that théustdne is waging a war againstHsrsée.
However, according to Ayral-Clause, Claudel hasfused L’Age Mdar with Perséein
this statement.
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Porter contends that in addition to asserting vem artistic abilities, it was her
way to condemn him for choosing Beut&t. If Rodin truly saw the sculpture as
autobiographical, it is also possible that Rodirs wHended by the humiliation it caused
Beuret and that he saw himself in a negative ligktng led by a haggard old woman.
Nevertheless, contention ovérAge Mar effectively ended the friendship that had
formed between Claudel and Rodin after their romametationship endet. It is unclear
what the nature of the reaction of the general ipubhs toward the sculpture. While
some of the critics speculated about the meaninth®fpiece, it was never explicitly
stated.

The repercussions of this sculpture did not endh wie cancellation of the state
commission. The sculpture and Claudel endured maaxblocks. The plaster bfAge
M0Or was rejected by the Société Nationale des Beats-far the 1900 Universal
Exhibition, prompting Claudel to resign from thesasiation® To complicate matters
further, the Ministry of Fine Arts owned the plastef L’Age Mdr and repeatedly
demanded that it be stored at the Dépbt des MarbrmesClaudel resisted and continued
to keep it at her studi. L’Age M(rwas saved from destruction by a soldier, Captain

Louis Tissier, who admired the work and had it ¢adironze in January 1962. It was

> Porter, 176-177.

% Ayral-ClauseCamille Claudel: A Life148.
® Porter, 185-186.

%2 |bid., 189.
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this version that was exhibited at the Salon deisiés Francais in 19F3. Throughout
her life, Claudel continued to worry about the fafeL’Age Mdr. In a letter to her
brother, Paul, in 1909, Claudel expressed her carmeer her sculpture’s future, writing,
“I tremble over the fate oThe Age of Maturitywhat is going to happen to it, it is
unbelievable!® In the letter, it seems Claudel was concernetl ttiework would be
replicated by other artists, a fate she believetilbefallenLes CauseusesAccording to
Claudel, a Swede created a modified versiorLed Causeusesvery year. She was
frustrated that other artists would profit from hdeas while she had to rely on her
parents for living expensé3. This fear of copy was most likely exacerbatedhey
mental struggles.

L’Age Mdr is an expression of emotional and professionag¢peddence. This
work came at a time of great transition in her.lifeClaudel had discontinued her
relationship with Rodin and was trying to creatédeaand career of her own. An artist’s
personal experiences are never far from her waaksl, her relationship with Rodin
undoubtedly informed this work. However, this gtute was not intended to be a literal

interpretation of her affair. Still, the reactictsthe work by the state suggest that is how

%3 |bid., 185.
%4 bid., 186.

®5 Camille ClaudelCorrespondance241. “Je tremble du sort de '’Age Mdr, ce qgai v
lui arriver, c’est incroyable!”

% |pid., 241-3.
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it was received, causing her much more frustration and pain, as she struggled to establish

her career without Rodin and find financial independence.
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CHAPTER 2

L’AGE MUR: THE PROGRESSION OF LIFE

In creatingL’Age Mar, Camille Claudel certainly was informed by her own
perspective on life. However, her personal lifesyast one source that Claudel used to
shape her work.L’Age Mdr is also influenced by themes of destiny and fateicid
through various symbols and a mythological figuleAge Mdr is an allegory of the
stages of life, with a progression of figures fréimuth, to Old Age, and conveys a sense
that one’s destiny is out of the hands of Youth.

A closer look at individual figures is key to umsi@nding everything that inspired
this sculpture. On the left is an older woman vehasns surround the middle-aged man.
The features of this woman resemble those of thmewoin Claudel’s sculptur&lotho
(Figure 7), a figure from Greek mythology who beeatangled in her own web from
spinning so much. Clotho, also known as Moirae in Greek mytholoigypne of the
three Fates that prepare and measure the threadnodn life. The Fates - Clotho,
Lachesis, and Atropos - represented the idea thavants in human life, including
death, are predestined at birth, and even the geds unable to alter this fate Clotho

used a spindle to spin the thread of life, whilehesis measured the length of life with a

! Antoinette Le Normand-Romaiffhierry Dufre(Ine, and Josefina Alix TruebRodin y
la Revolucion de la Escultura de Camille ClaudeBGmcometti(Barcelona: Fundacion
"La Caixa," 2004), 190.

% Lucia Impelluso, Stefano Zuffi, and Thomas Michaklrtmann,Gods and Heroes in
Art (Los Angeles: Getty Publications, 2003), 93.
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rod, and Atropos used scissors to cut the thfedthe Fates are depicted together with
their identifying symbols in Francisco Goyd'te FateqFigure 8) and are portrayed as
wrinkled, older figure4. Similarly, in Claudel'sClotho, the figure has a withered
physique and a vacant stareShe is hunched over, as the weight of her hakesat
difficult to stand upright. The matted and ragdadids represent the confusion in
Clotho’s life and create an arch around hefhe character im’Age Mar has similar
facial characteristics and matted hair. The cleas a symbol of Clotho, because the
three Fates were often pictured as elderly spinmétts bloodstained cloaks. In this
work, the drapery is similar to a cape around tllenmman’s body. Thus, the hair and
drapery indicate the older woman is Clotho. Imtigf this, it would indicate that
Claudel intended this figure to represent deatlk,imevitable fate.

The image of fate, represented as an older womas, s@mmon at the time
among Claudel and her fellow sculptors, Rodin areshois. J. Adolf Schmoll gen.
Eisenwerth claims, based on the similar featuresClafudel, Rodin, and Desbois’

sculptures, that they worked in the same studiaaftme, and they even used the same

3 Malcolm Day, 100 Characters from Classical Mythology: As Seerastern Art
(London: Herbert Press, 2007), 93.

* Iréne Aghion, Claire Barbillon, and Francois Lisague,Gods and Heroes Classical
Antiquity (New York: Flammarion, 1996), 125.

> Aghion, Barbillon, and Lissarrague, 125.
® Schmoll gen. Eisenwerth, 70.
7

Day, 93.

8 Porter, 196.
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ltalian woman as a mode&lln all instances, the figure is a representatibdeath or fate.
The earliest presentation of this particular madeh Rodin’'sGates of Hell(Figure 9),
added about 1883 or 1884. Both Desbois and Clameed working in Rodin’s studio at
the time and would have been familiar with Rodirépresentation of the figure, which
appears on the left pilaster and is juxtaposed youmg kneeling woman, representing
the Zeitgeist. Desbois also included a shriveletlvooman as a symbol of death in
Death and the Woodcuttdnow destroyed), using the same model as did Raduoh
Claudel forThe Helmet-Maker’'s Wif@Figure 10) andClothg respectively.In addition,
one can see similar characteristics between Claudtldy forClotho (Figure 11) and
Rodin’s The Helmet-Maker’s Wifavhich is considered a vanitas symbblBoth figures
have haggard, drawn cheeks, sagging breasts atrdiging abdomens. Thus, the old
woman inL’Age Mdris a familiar representation of fate in the conhtxClaudel’s work,
the work of her contemporaries, and the commongdwslegories. It makes more sense
that our primary interpretation of this figure shibie that she is a personification of
death.

The wild and unruly hair of Old Age can be contedsto the tidy hairstyle of
Youth. There is a significant meaning in Claudél&satment of hair of the two women.

Reinforcing the stark contrast between figures, tiowears her hair in a neatly tied

® Schmoll gen. Eisenwerth, 74-77.

10 bid.
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chignon, while the unruly, matted strands of OldeAdentify this figure with Clothd?
Claudel often used hairstyles as a metaphor formieen reality. Hair tied neatly back is
a representation of reason, while untied hair i&grts unreasof.

Turning to the figure of Youth, one must consider meaning when it was
exhibited as a solo figure. Youth was exhibiteahal by her art dealer Eugene Blot as
L'Implorante, meaning the one that begs or makes an appealin Fe context of the
group sculpturel.’Age Mdr, the figure is perhaps appealing to Clotho thas iot the
man'’s time!® However, death is not something that we can negotia

Youth can also be interpreted in terms of mytholoywputh was also exhibited as
Le Dieu EnvoléThe God Has Flown Away) at the Champs de Marergal reference to
the story of Cupid and Psycfit. Psyche was a character in mythology who possessed
exceptional beauty. This provoked jealousy in \é&ewmho urged Cupid to make Psyche
fall in love with an unbefitting man. However, Gdgell in love with Psyche and placed
her in a lovely palace where he visited her eaghtrif He asked her to not look at him
or find out his identity since he was immortal; lemer, Psyche’s curiosity got the better

of her and she gazed at him one night while he agdsep. When Cupid caught her

1 porter, 195.

12 Marie-Josephe Van Vliet, “Camille Claudel: A Sami¢tural Study” (Ph. D. diss.,
Syracus University, 2000), 76.

13 |bid., 190-191.
14 Ayral-ClauseCamille Claudel: A Life121-122.

15> Impelluso, Zuffi, and Hartmann, 219.
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doing so, he flew away. The myth of Psyche wasthaeis popular in art and it would
not have been uncommon for an artist to draw iasipm from the story. While some
have viewed Rodin as the god that has flown awahair Claudel is imploring Rodin to
come back to her, this analogy has a flaw. Thesthwould mean that Venus, a goddess
known for her beauty, is represented by Old Age.

Had Claudel wished to publicly comment on her refeghip with Rodin, she
could have created a figure that more closely réseanBeuret. She did not; instead she
chose a figure that is a broadly recognized alledor death or fate. While one might
argue that the figure being female might at leaggest a reference to Beuret, it was not
uncommon for death to take on a female form ashénRrench language, the word for
death, la mort, has a feminine gentferFurthermore, the middle-aged man does not
appear to be a physical representation of Rodime figure has the typical physique of a
middle-aged man and is clean shaven, whereas Rwadira beard. Finally, the fact that
Youth is female tends to speak to the notion thabean’s beauty fades with age as a
man becomes more distinguished with age. Therefdreosing a youthful, female
figure with smooth skin enhances the notion thaubgfalls away as age approaches. In
addition, | think the mixture of female and malguiies in different stages of life makes
for a richer interpretation. If all figures hademethe same gender in different stages of
life, it would have appeared to be a depictionwdletion.

Claudel was criticized after the Salon des Artigtesncais in 1903 because the

figures were modeled in the style of Rodin. Ay@d&use indicates critic Henri Cochin

16 Schmoll gen. Eisenwerth, 77.
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called Claudel an imitator of RodfA. Romain Rolland’s review referred to it as “alditt
caricature of the genius of Rodiff” A comparison to Rodin is to be expected since
Claudel was one of his students. The spatial caitipo of the characters, however, is
something that is entirely Claudel's. Rodin’s @wers generally form a tighter,
intertwined arrangement; however, the figures iaudel’s work exhibit independente.
This work represented Claudel’s effort to distaheg work from Rodin’s in terms of
style and self-expression.

In a letter to her brother, Paul, in December 18%Budel mentioned she was
working on L’Age Mdr, which was unnamed at the time and indicated: Ml still
attached to my group of three, I'll put a leaniregtthat expresses destiny; | have many
new ideas that would please you a lot, you'd beegekcited.®® The tree she first
described became more of an abstract pedestathdudid not change the metaphor.
Claudine Mitchell argues that the base on which figares are positioned further
develops the notion of fate. The base resembleslliag wave that appears to be

breaking as it approaches the shore and spreadsMitthell points out that waves are

7 pyral-Clause Camille Claudel: A Life150.

8 Romain Rolland, “Les Salons de 190Bd Revue de Pari€l June 1903), 663. “un
peu la caricature du genie de Rodin.”

19 Schmoll gen. Eisenwerth, 88.

20 Camille ClaudelCorrespondance96. “Je suis toujours attelée & mon groupe alse tr
je vais mettre un arbre penché qui exprimera lérdss j’'ai beaucoup d’'idées nouvelles
qui te plairaient énormément, tu serais tout agfaihousiasmé.”
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metaphors for destirif. Claudel was even infusing meaning into the baké¢he
sculpture. Every aspect of this sculpture mustdmesidered in its entirety in order to
understand the true intention of the work.

The different levels in terrain and the angle & bodies heighten the concept that
different stages in life cause separations and gd®n Three levels of the base indicate
the stages of life. Horizontal lines suggest tasspge of time. The main horizontal axis
follows Youth’s gaze to the drapery of Old Age, ahindicates destin{? One can see
in the sculpture that the middle-aged man has exheh higher stage in his life that
resulted in a separation from Youth. The middleeagan is about to get out of the way
of the approaching wave at the left of the basdenthie figure of Old Age remains dry
on a higher outcropping® Increasing the effect of the separation is thisttim the body
axis of Youth. While the arms of Youth are in liméth the axis of the older pair, her
legs are not and she will likely fall and be leéhind on the lower piecd. Thus, as man
moves toward Old Age, Youth must fall away.

Armand Silvestre, a critic and arts inspector geninspect Claudel’'s work on
behalf of the director of fine arts, wrote in hisrd report on the group on November 1,

1898:

21 Mitchell, 426-428.
22 pid., 428.
23 porter, 194-195.

24 |bid.
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In a previous report, | described this composittmmprising three figures and
representing man at the end of his maturity, verigsly drawn away by age
while he reaches needlessly toward youth, who wokidto follow him in vain.
The artist has made only a few modifications to imedel. Mlle Claudel has
separated the hand of her principal figure fromt tfathe figure of Youth to
better express his being taken away. She hasalsgoped the figure of Age in
billowing drapery to emphasize the speed of herSte

This is an important statement because it surelgtmepresent some of the descriptions
Claudel herself used to explain the meaning of gieee to Silvestre. Silvestre does
mention that the work has “the impression of Rddiout this is more of a reference to
Claudel’s stylistic treatment than the meaning fé work?® Therefore, it must be
assumed that Claudel did not represent the work lawe triangle when showing it to
Silvestre, but as an allegory of the progressiolifaf
The critics of the time agreed that the older womegresented old age and death,
the figure of youth represented beauty and the gbyde, and the middle-aged man was
torn between these two symbolic figufésWhen the finished’Age Marwas exhibited
in 1903 at the Salon des Artistes Francais, chtidre Michel noted,
. A 'man in his forties showing all the signs ofrgzer hopelessness is following
an emaciated ghost, an old woman leading him awsdyle behind him, a
younger woman, kneeling, imploring him in vain, hasr arms outstretched
toward him. He no longer sees her, or rather lsethiaed his tear-veiled gaze
away from her, and his arm is reaching back toihex gesture of regret and

definitive adieu...as he follows the other womane l&k prisoner under sentence
of death following the hangman. Ah! How difficulitis to get old...And to better

2> Armand SilvestreReport to the ministre de I'Instruction publiquedets Beaux-Arts on
“The Age of Maturity”by Camille Claudel(Archives Nationales de France, 1 November
1898), translated in Porter, 180.

28 |pid.

27 porter, 192.
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express this revulsion and this drama, she has)amted the veins, tendons and
muscles and protuberances, suddenly piercing tinewsth deep cavities; she has
modeled the painful and decrepit bodies with a soinae messy vehemence — this
is a sculpture of feeling?®
It is important to note that the term “ghost” wased to represent the woman of old age
and the reaching out to bid “adieu.” At the tinfeits exhibition, Old Age was clearly
understood to represent death.

The images of the characters and the descriptibribeo critics must then be
paired with what we know of the descriptions anlédiof this work at the time. Just the
year before the work was exhibited, in 1898, Modhaitled the worklLe Chemin de la
Vie (The Path of Lifef? When the plaster version was exhibited at therSaf the
Société National des Beaux-Arts in 1899, it waetlsas The Age of Maturityfantastic
group, plaster, property of the statd).”It should be noted that mim French has a
double meaning: in a positive light it means “matuand in a negative light it means
“aged” or “overripe.®® Given the rough stylistic nature of the olderufig, we must

assume the meaning of miends towards the negative connotation. Finaily letter in

1905 addressed to the inspector of fine arts, Hetayard, Claudel suggests an

2André Michel, “Promenades aux SalonBguilleton du Journal des débafslay 12,
1903), translated in Porter, 186.

29 Morhardt, 352.
¥ porter, 182.
31 Schmoll gen. Eisenwerth, 82.
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alternative titleLa Fatalité (Fatality)*? All of these titles indicate a work that represen
life’s progression toward death more than the tdsslover to another woman.

The stylistic elements of the figures, the assmawith Clotho, and the critics’
reactions of the time indicate this work represamsllegory of fate. While Claudel was
experiencing the loss of a lover to an older wonthe,figures in this sculpture indicate
the separation conveyed is one of the human ldeitg Youth behind and that some

things in life happen without reason and are beymmndcontrol.

32 Camille ClaudelCorrespondancel91.
34



CHAPTER 3
THE EMERGENCE OF THE WOMAN SCULPTOR IN LATTER

NINETEENTH-CENTURY FRANCE

It was not at all common for a woman to be a doulin nineteenth-century
France. An artistic education was not readily ladé¢ for women. Despite the hurdles,
Claudel succeeded in her career to overcome mastpabs and had she been allowed to
continue her work, she likely would have gaineddéamher own right.

One of the barriers to such a career was the caoiovah school of thought that
placed women within the domestic realm in the raath century. Society felt women
could engage in painting and drawing as a pastbue,sculpture was not considered
appropriate. It is dirty work and, logisticallycudpture required a lot of space, making it
more difficult to be created at home. Sculpturals an expensive art. While clay and
plaster were reasonable, the sculptures had tadiarcbronze or marble, which is more
expensive than drawing and painting.Furthermore, sculpture was considered an
“ungrateful” trade that yielded the fewest mater@kards for an artist. To be a woman
artist, one had to possess a strong will and thigyato rebel against the conventional

role of a woman finding her place in the home.

! Odile Ayral-Clause, “Women Sculptors in Nineteeftntury France,” inCamille
Claudel & Rodin: Fateful Encounteed. by Yves Lacasse and Antoinette Le Normand-
Romain(Paris: Hazan, 2005), 315.

2 Grunfeld, 212.
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The nineteenth century proved to be a time when evoimegan to be able to
navigate the obstacles by not only succeeding taiwing training but also securing a
forum to showcase their work. In the first halftoé nineteenth century, the two women
sculptors who achieved acclaim were Marie d’'Orléand Félicie de Fauveau. Both
women were unable to find access to life modehing as it was considered taboo for a
woman to study a nude model, although men weredstbsuch a privilege. Therefore,
d’Orléans drew inspiration for her works from la&ure and history. D’Orléans
exhibitedJoan of Arc PrayingFigure 12) at the 1837 Salon, to praise. Sashg, died
just two years later, her career cut short. Howelvélicie de Fauveau did enjoy a long
career. At her first Salon in 1827, she receivegold medal. She sculpted to support her
family after her father, an aristocrat exiled dgrithe French Revolution, died. The
image of her bravely supporting her family was éemfavorably by society. These
women represent the beginnings of a change for wostelptors in the nineteenth
century and proved a woman sculptor could haveeecand gain recognition.

Women artists were gaining ground partly due tosimgport of the government.
A liberalization of the arts occurred in the SecoBdpire (1852-1870), because
Napoleon III's wife, Empress Eugénie, was suppertof artists, especially women
artists.  Also helping women artists was the fdeattCount Nieuwerkerke was

superintendent of fine arts. Count Nieuwerkerkes \®aman in love with painter and

® The fundamental essay on this is Linda Nochlinh§\Have There Been No Great
Women Artists?,” irWomen, Art and Power and Other Esséyisw York: Harper and
Row, 1989), 160-162.

* Ayral-Clause, “Women Sculptors in Nineteenth-Cepferance,” 317.
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sculptor Princess Mathilde and was willing to waokhelp women acquire works from
the state. As a result of this change in attitudestate offices, many women were
afforded commissions. By the mid-nineteenth century in France, thers wae female
artist per three male artists. Seven percentedalwomen had benefited from an official
commission or been honored with a Salon medal ajidreof Hono® While this
percentage is not directly proportional to the nembf women in the field, it indicates
that women were breaking into the field and esshlolig a presence just before Claudel
began her career. While progress had been madkeeirSecond Empire, the Third
Republic brought a conservatism that restrictedgm@ss in terms of medals and
commissiong. Still, progress was made for women in the arts.

A woman who became an artist generally either hadadist father or a
connection to an influential male artist. For al) the influential male artist was
Alfred Boucher, but it was Claudel’'s own beliefriar abilities that led her to this mentor.
It was Claudel’s drive that uprooted the familyrfrdwer birthplace of Villeneuve. Paul
Claudel recalled:

My sister, thinking that she had a vocation of a@agrartist (which was

unfortunately true), having discovered clay, hagumeto make little statues that

struck Alfred Boucher, the sculptor; and then mgtesi who was terribly
determined, managed to bring the whole family tos¥a

> Ibid., 318.

® Nochlin, 163.

’ Ayral-Clause, “Women Sculptors in Nineteenth-Cepferance,” 319.

8 Paul ClaudelMémoires ImprovisefParis: Gallimard, 1954), 16-17. “Ma sceur trouvan

gu’elle avait une vocation de grande artiste, (geéfait malheureusement vrai), ayant
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Claudel’s talent was evident to two influential malrtists, which secured her instruction
by them. She originally was guided by Boucher, wiaml been instructed by Paul
Dubois, a noted sculptor and director of the Eads Beaux-Arts in 1878. When
Boucher went to Florence for six months after wngnihe Prix de Salon, he first asked
Dubois to counsel her. With one look at her waré,saw a similarity to Rodin’s work,
even though Claudel had not been taught by Rodihattime. As a result, Boucher
asked Rodin to instruct her and the other womehen studio insteatl. Rodin, like
Boucher, saw the talent Claudel possessed, exclgjrifiishowed her where to find gold,
but the gold she finds is truly her€.” During Claudel's time, it generally took the
influence of another male artist in order to natega career as an artist, especially that of
a sculptor. Therefore, Claudel was fortunate thet talent drew the attention of
Boucher, who helped her begin her career.

For a woman sculptor, a connection to a male axést critical because education
was a significant barrier for women artists. Nacldrgues that among the reasons there
have been no great women artists was educdtiofhe legend of the great male artist
attributes natural ability as the main factor is Buccess and his “genius” would present

itself regardless of his education or institutionstudy. If such a gift presents itself

découvert de la terre glaise, elle avait commentaira de petites statues qui avaient
frappé M. Alfred Boucher, le statuaire; et alors swaur, qui avait une volonté terrible, a
réussi a entrainer toute la famille a Paris...”
® Grunfeld, 213.
10

Morhardt, 331.

1 Nochlin, 150.
38



despite education and study, it is curious thatmeonan has ever been considered to
possess such a gift. Therefore, Nochlin reasoned education must bectof. France,
specifically, operated with an apprenticeship systelt had set competitions, which
rewarded the winner with training at the French dezay. The system was one of the
only avenues to success up until the later ningteeantury. For men, the system
included education at the Ecole des Beaux-Artsroaprenticeship with a recognized
sculptor if one were not admitted to the Ecole Beaux-Arts. However, women were
not admitted to the Ecole des Beaux-Arts until 1&88@ would have had great difficulty
finding training with a noted sculptdf. Many artists opened their studios to women in
the second half of the nineteenth century; howeRkedolphe Julian founded an academy
that accepted women as early as 1873. Still, wopaa twice as much for lessons at
Julian’s and lessons were separate for men and wdmeérhe Académie Colarossi,
which Claudel attended, began around the same humheffered lessons to both sexes
and charged the same price. Colarossi was a secudpid gave special attention to
sculpture, leading many French and foreign womermttend the academy, including

Claudel’'s English studio partners, Amy Singer, Fattycand LipscomB®> Given that

' Ibid., 154-156.

13 ayral-Clause, “Women Sculptors in Nineteenth-Cepferance,” 316.
" bid., 320.

™ Ibid,
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Claudel arrived in Paris in 1881 to train as a sl she benefitted from a time when the
system was breaking down and opportunities for womere opening up.

Women may have been opening the doors to the olassrbut they did not
always gain the same education once inside. Womaee not allowed to study the nude
in a classroom setting. A fundamental part of aoad training since the beginning of
art academies in the sixteenth and seventeenthrees)twas the study of the male nude
model. By 1850, men were able to study the femal#e in all public art schools, not
just private academié8. Some academies, such as Rodolphe Julian’s, begaming
women to study the nude earlier. Julian’s acadahoyved women to study the nude a
few years after accepting women in 1873.Women were not even able to enroll in the
life drawing class at the Royal Academy in Londomilul893. After that time, while
women were admitted, the model was not completelyen but partly covere. No
matter how talented a woman was, to be deniedlitigyao study the nude put her at a
strong disadvantage. Still, Claudel, under thegbe instruction of Rodin, was in a
situation that afforded her access to the studh@hude.

Women sculptors in the nineteenth century bendfiftem instruction provided
by established artists because the rules on whgtwere allowed to study did not apply
and the lessons were generally free. Boucher amdinRinstructed Claudel for free,

which was not unusual in the Parisian art worlctaBlished artists commonly provided

®*Nochlin, 159.
7 ayral-Clause, “Women Sculptors in Nineteenth-Cepferance,” 320.

18 Nochlin, 159.
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free advice to students, which was invaluable tonew artists denied entry to the Ecole
des Beaux-Arts? Rodin instructed the women in Claudel’s studiowas!, including
Lipscomb and Singer. Rodin generally did not ckateem. It is only documented once
that Rodin, in need of rent money, requested thpsdomb pay what she felt was
appropriate for his servicé$. Lipscomb proved that she was talented at modedimdy
drapery and in 1885, when Rodin needed reliablstasss forThe Burghers of Calajs
Claudel and Lipscomb were the first women to jomdR’s atelie® It was here that
Claudel became so proficient in marble that sheeisculptors Jean Baffier and Jules
Desbois as one of Rodin’s praticiemsproficient sculptor who would sculpt the woek t
near completiod’> Claudel and Lipscomb were also able to work amliss for The
Gates of Hell This arrangement was extremely beneficial fenth They were able to
learn from him and share models. Furthermore, wmgrkvith an artist of this stature
meant that Rodin could assist them in entering rf&aloneeting buyers, and gaining
recognition”

While the doors had opened to allow women to sthdynude in studios, women
still had to contend with society’s opinion of whet a woman should exhibit the nude.

The use of sexuality in women'’s artwork was oftensored, misrepresented in critiques,

19 Ayral-ClauseCamille Claudel: A Life28-29.
2% |bid., 48.
?! Ibid., 51.

22 |bid., 53.

23 |bid., 55-56.
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or ignored. This was the environment in which @iuvas working. Claudel pursued a
state commission fdra Valse(The Waltz) (Figure 13) in February 1892, whichkuked
in direct censorship. The work did not include pdngy originally and the Inspector
Armand Dayot wrote:
The work cannot be accepted as it has been presémtme. First of all the
violent accent of reality which comes from it proits its display in a public
gallery. The proximity of the sexes is conveyedhva surprising sensuality of
expression which considerably exaggerates the atiesolidity of all the human
details**
Therefore, Claudel's nude couple was considereddiate the law of human decency,
leading Dayot to request she add an evening doessver her character and yet preserve
the beauty of the human form. Claudel was cleadypleased with the idéa. When
Dayot consulted Rodin on this request, he wroteMarch 21, 1892, “Mademoiselle
Claudel requests to do the nude and in this caségel do the nude, for it is good and as
she does not want drapery she would only do it l|pdéf Mitchell takes this to be a

negative comment of her technical abilities, btitihk it is a comment on her strong will

towards her artistic vision. Defiantly, Claudel maged to satisfy Dayot without giving

24 Armand Dayot. Report to the Direction des BeauisA(Archives Nationales de
France, 20 May 1892), F21 4299, translated in Milic436.

?® Mitchell, 437.
6 Auguste RodinCorrespondance de Rodirol. 1, no. 181, ed. Alain Beausire and
Hélene Pinet (Paris: Editiords Musée Rodin, 1985), 129. “Melle Claudel demande a ne

faire que le nu, dans ce cas laissons lui le ne’eat bien et du moment qu’elle ne desire
pas la draperie c’est quelle la ferait mal”
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him what he requested. She added drapery verglp&®m the waist down only, and it
worked, as Dayot exclaimed:

Ah! The draperies are rather flimsy...but they aréfigent to hide certain too

obviously realistic details and indicate at the satime the character of the

composition. The light sash which clings to thenvem’s hips leaves the torso

entirely naked, a torso which bends backwards @satcape a kiss, and ends in a

shivering tail; it is like a cocoon that bursts npe let a winged creature escape.
However, such censorship was not equally applieBddin. HisLe Baiser(The Kiss)
(Figure 14), which shows a nude couple embraciegresented art in France at the
Universal Exhibition of 1889. In addition, Rodirskiow at the Universal Exhibition of
1900 includedLe Péché(Sin) (Figure 15), which directly represented §exClaudel
defiantly sculpted works that challenged the sexadties of the time, which in the end
made her an outsider. The overt sexuality expiess€laudel’'s works astonished the
academic art world and drove away state officialsying her without a state commission
until 1907, when she creat&tobide Blessé¢Figure 16), depicting a woman alone and
wounded® Rodin was afforded more freedom due to his geaddrestablished career,
while Claudel was subject to more strict decenaysla

In addition to the censorship, women sculptors dafteancial struggles and the

fact that their personal life affected whether tloaireers were accelerated or continued at

all. Lipscomb, who focused her efforts on buststead of large sculptures, had her

27 Armand Dayot. Report to the Direction des BeautsA(Archives Nationales de
France, 9 January 1893) F21 4299, translated iohdit, 437.

28 Mitchell, 436.
29 Ayral-ClauseCamille Claudel: A Life177-181.
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career cut short by marriag®. It is clear from some of Claudel’s letters to feend,
Florence Jean, that Lipscomb was struggling withrices and had requested a reduction
in studio rent and complained of an inflated bdk fthe casting of a bust. Claudel
disagreed with Lipscomb about the casting bill ara$ offended by the request for rent
reduction. Lipscomb’s version of events is notwoented but it can be determined
there was a falling out between the two. As altekipscomb lost her instruction from
Rodin and use of Claudel's atelier, resulting im heturn to England. Once back in
England, she decided to get married, which extstyed any possibility that she might
continue to sculpt. While she was not preventensinfrdoing so, marriage and
motherhood did not afford her the time to scdlptLike Lipscomb, Singer also traded
her career for marriage a few years later. Inmotdeontinue her career, a woman either
did not get married or married a fellow artist, alnimight actually benefit one’s career
through contacts with Salon juries, critics, anttquas>> Therefore, while women were
able to become sculptors, the notion that a wonhamld be in the home, especially a
married woman, could have a great impact on their a

Claudel’s career, however, ended under circumstanaique to her situation. In
her case, a lack of support by her family was cedipVith apparent mental deterioration.
In later years, Claudel experienced the stressuppating herself without public

commissions, which were needed at that time foarfamal security as an artist. She

30 Ayral-Clause, “Women Sculptors in Nineteenth-Cepferance,” 321.
31 Ayral-Clause Camille Claudel: A Life79-83.

32 Ayral-Clause, “Women Sculptors in Nineteenth-Cepferance,” 321.
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relied on support from her father and brother as &l into poverty and became
increasingly isolated and eccentfic. Claudel had always exhibited moments of
irrationality that often affected her relationshipgith others, including Rodif:
However, by 1909, Claudel had become reclu$iveler brother, Paul, noted his surprise
at her decline in a journal entry from 1909, wugtirfin Paris, Camille insane, the
wallpaper ripped to shreds, a single seat brokeh tam, horribly dirty. She was
enormous with a soiled face, speaking incessantlg imonotonous metallic voicé®”
She was no longer with Rodin, Lipscomb had goneé liacEngland, she had taken a
stand against the art world over the content ofdwk, and she was not able to go home.
Her father was the one person in the family to glewnwavering support, and he felt
that a visit to the family home would improve heemtal state, but her mother wouldn’t
allow it. Claudel was left in Paris without anysis from family, and she had alienated
all but two friends. She would invite homeless gdemn the street into her home for a

party any time she accumulated some money. Aftebide Blesséeall statues created

% patricia MathewsPassionate Discontent: Creativity, Gender, and Efersymbolist
Art (Chicago: University Of Chicago Press, 2000), 81-8

3 Ayral-Clause Camille Claudel: A Life140.
% Ibid., 181.

% paul ClaudelJournal I (Paris: Gallimard, 1968), 103-104. “A Paris, Cdenfblle. Le
papier des murs arraché a longs lambeaux, un aeatguil cassé et déchiré, horrible
saleté. Elle énorme et la figure souillée, parianessamment d’'une voix monotone et
métallique.”
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by Claudel were destroyed at the sculptor's harat$h esummer or after a crisis. In
addition, she was convinced people were out tdhgetand she generally felt Rodin was
behind it*’ Claudel, despite her success at navigating tlie fmabecome a woman

sculptor, was in a place where she was unablenictin as a productive artist.

The point of no return for Claudel’s life and careas the death of her father in
March 1913. She was committed to an asylum onjiteilays after his deaffi. Once
Claudel was committed to an asylum, she never tailagain. While medical records
indicate she was classified as paranoid, the exteher paranoia cannot be assesded.
Her family attributed her mental illness to heratilinship with Rodin?® Her brother,
Paul, claimed that when Rodin would not marry med894, she began her declifie.
Claudel considered Rodin to have taken so much frem She had spent her youth with
Rodin, who did not keep his promises to her. lddeeuch of their relationship was to
be kept a secret, including the marriage contradt the alleged illegitimate children,
which may have had an impact on her mental &fatelowever, she continued to be
mentally sound and artistically engaged up untd3,%and potentially until 1910. In fact,

Patricia Mathews points out that some of her masbvative work was created after the

37 Ayral-Clause Camille Claudel: A Life181.
% Ibid., 188.

39 Mathews, 79-83.

% bid.

“bid., 81.

“2 Ayral-Clause Camille Claudel: A Life184.
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break-up*®* In addition, the characterization of Claudel asapoid was questioned by
many friends and even the press. Her letters etithe of her being committed and
throughout her stay at the asylum indicate shegeasrally lucid** In addition, there is
evidence that questions whether she needed tomeéman asylum for the rest of her life.
Over her 30 years in the asylum, doctors recomnteihee release at least two times.
Claudel even wrote to her mother, offering to guge her inheritance in exchange for
coming home. Her mother, who often objected todarghter’s lifestyle, most notably
her relationship with Rodin, would not allow it.eHmother was not the only person who
decided to leave her in the asylum. Her brothaul Rever released her either, even after
their mother’s death in 1928. Her family treated her as a problem that theytegrno
go away. As long as she was in the asylum, thelgmo was goné® In this respect,
Claudel's freedom and career suffered from her fdgsmiperception of how a proper
nineteenth-century woman should conduct herself.

Claudel had found educational opportunities, iniclgdhe study of the nude, and
finally obtained a state commission, when her paiealed her family to commit her. So,

while social norms had loosened to allow her toobee an artist, her family’s inability

43 Mathews, 79-83.
44 |bid., 84-85.
4 |pid., 83.

46 |pid., 84-85.
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and unwillingness to care for her outside the amyfuwevented her from continuing as an
artist.
S

The supposed reactions by Rodin and state offittelsAge Mdr, reinforced by
Paul Claudel's comments, have steered the schgtaoshthis sculpture as having an
autobiographical meaning. However, symbols, a oigthical figure, and commentary
from the artist suggest this work represents thagest of life. L’Age Mdr signifies a
transitional time in Claudel’'s career as she gaineépendence as an artist and created
this ambitious group in pursuit of a state comnaigsi To reach this point in her career,
Claudel had navigated many educational and cenipodbstacles that existed for a
woman artist in nineteenth-century France.

Throughout her career, Claudel had difficulty beragognized in her own right.
Her struggle to move out of the shadow of Roditifencontinues in historical appraisal

of her work.
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Appendix

L’AGE MUR TIMELINE

1893 - In December, Claudel writes to her brotRewl, that she is working on a group
of three.

1894 - Claudel exhibited’Implorante at the Champs de Mars Salon and a maquette of
the first version of’Age Mdris created.

1895 - In June 1895, Claudel showed an art inspeftio The Minister of Public
Instruction and Fine Arts the maquetteLlége Mar and convinced him to aid
her in the completion of her group of three. InyJdlaudel officially received her
first state commission to create a plaster’dge Mar.

1898 - Armand Silvestre, a critic and arts inspestnt to inspect Claudel’'s work on
behalf of the director of fine arts, wrote in higrdl report that the group had been
modified from the original version. The hands afuth and the middle-aged man
were separated.

1899 - The plaster version @afAge Mdr was exhibited at the Salon of the Société
National des Beaux-Arts. In June, a bronze wasreddby the Ministry of Fine
Arts and cancelled in the same month.

1900 - The plaster df Age Mdrwas rejected by the Société Nationale des Beatsar
the 1900 Universal Exhibition.

1902 - Captain Louis Tissier hadAge Mar cast in bronze in January.

1903 - Tissier's bronze’Age Mdrwas exhibited at the Salon des Artistes Francais.
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Figure 1. Camille Claudel, Age Mdr, bronze, circa 1902, 121 x 181.2 x 73 cm, Musée

D’Orsay, Paris.
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Figure 2. Camille Claudel,'Implorante bronze, circa 1899, 66.5 x 74.5 x 32.5 cm,

Musée Rodin, Paris.
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Figure 3. Camille Claudel, Age Mdr, plaster, circa 1894, 87 x 103.5 x 52.5 cm, Musée

Rodin, Paris.
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Figure 4. Camille Claudel,es Causeusemarble onyx and bronze, 1895, 44.9 x 42.2 X

39 cm, Musée Rodin, Paris.
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Figure 5. Camille Claudel,a Vague marble onyx and bronze, 1897, 62 x 56 x 50 cm,

Musée Rodin, Paris.
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Figure 6. Camille Claud&rofonde Penseenarble, 1898, 23.5 x 23.3 x 31 cm, Musée

Sainte-Croix, Poitiers.
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Figure 7. Camille Claude€lothqg, plaster, 1893, 90 x 49.5 x 43.5 cm, Musée Rodin,

Paris.
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Figure 8. Francisco de GoyBhe Fatesmixed technique on wall, 1820-21, 123 x 266

cm, Madrid, Prado.
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Figure 9. Auguste Rodin, detail of left pilasterTdfe Gates of Helbronze, 1880-85,

636.9 x 401.3 x 84.8 cm, Musée Rodin, Paris.
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Figure 10. Auguste Rodifhe Helmet-Maker’s Wiféronze, 1887, 49.5 x 23.5 x 26.7

cm, Musée Rodin, Paris.
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Figure 11. Camille Claudel, torso study @otho, plaster, 1893, 44.5 x 25 14 cm, Musée

d’'Orsay, Paris.
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Figure 12. Marie d’Orléangdpan of Arc Prayingbronze, 1837, 201 x 75 x 82 cm, Palace

of Versailles, France.
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Figure 13. Camille Clauddla Valse bronze, 1893, 47 x 34 x 22 cm, Musée Rodin,

Paris.
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Figure 14. Auguste Rodir,e Baiser marble, 1889, 181.5 x 112.5 x 117 cm, Musée

Rodin, Paris.
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Figure 15. Auguste Rodihe Péchémarble, 1900, 24 x 12 x 16, Musée Rodin, Paris.
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Figure 16. Camille ClaudeNiobide Blesséebronze, circa 1906, 90 x 50 x 51.5 cm,

Musée de Poitiers, France.
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