
After arriving in Paris from Romania in 1904, Constantin Brancusi 

moved through a succession of studio spaces, eventually settling 

at 8, impasse Ronsin in January of 1916. Visitors described the 

journey from bustling city streets to the quiet, plant-lined gravel 

pathway that led to the studio entrance. Upon entering the 

three-room space with soaring ceilings and skylights, guests 

were met with sculptures in various stages of completion, raw 

materials, and Brancusi himself. 

Already an established sculptor, Brancusi had brought with him 

artworks, some of which are on view here, that demonstrated 

many of the themes and materials that he would continue to 

explore for the next forty years. The artist remained at impasse 

Ronsin until the end of his life, working across mediums 

including sculpture, photography, works on paper, and film. The 

consolidated living, working, and display space set the stage 

for Brancusi's career-long reconfigurations of sculptures and 

pedestals. The studio environment would become an ever­

shifting composition. 



Soon after moving to impasse Ronsin, Brancusi set about 

creating sculptures in his new studio. Like many modern artists 

at the turn of the twentieth century, he embraced direct carving, 

hewing into stone and wood with chisels, hatchets, and saws. 

The resulting works feature intricately textured and articulated 

surfaces that show the marks made by his tools. Brancusi 

described the intuitive immediacy and tactility of the technique: 

''Your hand thinks and follows the thoughts of the material!' 

Many of these works are also exemplary of the artist's wide-­

ranging sources of inspiration. These include wooden sub-­

Saharan African masks and statuary forms, which proliferated 

in nineteenth- and twentieth-century Paris due to European 

colonialism, as well as Romanian folk art and vernacular 

architecture, which he encountered early in his life. Building 

on his foundational experiences with carved wood furniture, 

Brancusi simultaneously began creating increasingly complex 

bases and pedestals that could serve as independent objects, 

upending the traditional relationship between an artwork 

and its support. 
















