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RECENSEMENT BIBLIOGRAPHIQUE: 1968 

Tous les ouvrages et articles cites ont eM publies en 1968. 
On trouvera a la fin du recensement la liste des abreviations. 

1. Abe, Y. "Baudelaire aux Musees de Versaille,;: et de 
Nantes." BB, t. 3, nO 2 (9 avril) 4-9. 

2. Abe, Y. " 'Le beau est toujours bizarre'." Le Jjoiidc, 28 
nov., p. 22. Dans queUes circonstances cette iormule 
fut-eUe enoncee? A propos des articles que CB consa­
cra a l'Exposition universelle des beaux-arts en 1855. 

3. Abe, Y. "Le critique entre Ie passe et l'inconnu. Baude­
laire a l'Exposition universelle des Beaux-Arts en 
1855." Communication a la rencontre internationale 
"La Decouverte du Present, Hommage a Baudelaire, 
critique d'art," Paris, 8-13 janv. 1968. 

4. Abe, Y. "Le critique entre Ie passe et l'inconnu." Pi'( ares, 
nO 207 (mai), 15. Court extrait de la communication 
faite a Paris. 

5. Almansi, G. "La Geante di Baudelaire." Il VelTi, )1" 28 
(sept.), 58-65. 

6. Antoine, G. "Classicisme et modernite de l'image dans 
Les Fleurs du Mal." Pp. 5-12 in Baudelaire, .4.CtIS du 
Colloque de Nice. Paris: Minard, Leth'es Model'lles. 

7. Auserve, P., ed. "Vingt-cinq petits textes en prose" [de 
CB]. FL, nO 1176 (18-24 nov.), 8-9. Billets et mes­
sages adresses a :Ed. Laumonier, tous inedits. 

8. Austin, L. J. "Baudelaire et Delacroix." Pp. l3-23 in 
Baudelaire, Actes du Colloq1le de Nice. Paris: ~Iinard, 
Lettres Modernes, 1968. 

9. Austin, L. J., ed. L'Art Romantique: Litteratul't 3t Mu­
sique de CB. (Garnier-Flammarion, 172). Paris: 
Garnier-Flammarion. 448 p. Chronologie, p. 7-18; 
"Baudelaire critique litteraire," p. 21-30; "Note sur Ie 
texte," p. 33-34. 

10. Balakian, A. CR de Bertocci, From Symbolism to Baude­
laire. French Review, t. XLI, nO 5 (avril), 745-746. 

11. Balan, G. Introduction a Criticd literard ~i musicala et 
Jurnale intime. Bucuresti: Editur pentru Literatura 
Universala. Pp. v-xxxiii: "Crezul estetic allui Baude­
laire." 
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12. Bandy, W. T. "L'universalite de Baudelaire." Pp. 25-30 
Baudelaire, Actes du Colloque de Nice. Paris: Minard, 
Lettres Modernes. Sur les traductions de CB en langue 
etrangere. 

,~:t Bandy, W. T. Voir Ie nO 92 et Ie nO 145. 
1R Baudelaire, C. The Voyage and other versions of poems 

by Baudelaire by Robert Lowell. Londres: Faber & 
Faber. 24 illustrations de Sydney Nolan. 14 traduc­
tions ("versions and free translations") de Robert 
Lowell, deja publiees dans Imitations. 

14 l?audelaire. Petit Palais, tableaux, sculptures, dessins, 
estampes, documents: 779 numeros. Preface de MIle 
A. Cacan. Presentation de J. Cain, Cl. Pichois, M. 
Serullaz, Exposition realisee avec Ie concours de MIle 
A. Calvet, M. et Mme Lacambre, des musees natio­
naux, J. Suirel et MIle Pelletier pour la Bibliotheque 
Nationale. Paris: Petit Palais. (Publication de la Re­
union des Musees Nationaux). xxiv-176 p. J. Cain, 
"Commemoration," p. xi-xii; C. Pichois, "Baudelaire 
parmi nous," p. xiii-xiv; M. Serullaz, "A quoi bon la 
critique?" p. xv-xvii, et notes, passim. 

15 Haym, M. I. "The mask of things and the desires of the 
mind: Diderot and Baudelaire." L'Esprit Createllt', 
t. VIII (printemps), 15-25. 

Hi. Heilharz, R. "Fantaisie et imagination chez Baudelaire, 
Pp. 141-147 in Journees Baudelaire. Actes du Co1-
loque. Bruxelles: Academie Royale. Intervention de 
Pierre Emmanuel, p. 147. I, JJergamin, J. "Le satanisme liturgique de Baudelaire." 
Journees Baudelai1'e. Actes du Colloque. Bruxelles: 
Academie Royale. Interventions d'Adam Wazyk et 
Claude Pichois, p. 194-195. 

18. menkowski, Z. "Baudelaire et Norwid." Pp. 192-194 in 
. Catherine Crowe et leurs predecesseurs allemands." 

Pp. 31-40 in Baudelaire, Actes du Colloque de Nice. 
Paris: Minard, Lettres Modernes. 

19. min, G. "Litterature franc;aise moderne." Pp. 477-479 
in L'Annuai1'e du College de France. Paris: Presses 
du Palais Royal. Resume de son cours de 1966-67. 

2U. Hodart, R. "D'une certaine schizophrenie." Pp. 62-65 in 
Journees Baudelaire. Acte.~ du Colloque. Bruxelles: 
Academie Royale. 

21. Bodart, R. Interventions. Pp. 44-45, 215 in Journees 
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Baudelaire. Actes du Colloque. Bruxelles: Academie 
Royale. 

22. Bonfantini, M. "Baudelaire et Stendhal." Pp. 41-47 in 
Baudelaire, Actes du Colloque de Nice. Paris: Minard, 
Lettres Modernes. 

23. Bonnier, H. "L'archetype du poete." NL, 21 nov. Article 
inspire par divers ouvrages sur CB, notamment ceux 
de Bandy, Pichois, Emmanuel, Florenne, Ruff, Milner, 
et Pia. 

24. Borgal, C. "Baudelaire aujourd'hui: La metaphysique du 
dandy." NL, 21 nov. 

25. Bouillon, J. P. "Le critique de la critique." Le Monde, 
28 nov., p. 22. Les raisons du silence des critiques 
d'art de l'epoque sur l'oeuvre de CB. 

26. Bourneuf, R. "Saint-Denys-Garneau lecteur de Baude­
laire." EL, I (avril), 83-112. 

27. Brombert, V. "Claustration et infini chez Baudelaire." 
Pp. 49-59 in Baudelaire, Actes du Colloque de Nice. 
Paris: Minard, Lettres Modernes. 

28. Bronne, C. "Baudelaire aujourd'hui: L'expatrie en Bel­
gique." NL, 21 nov. Rien de nouveau. 

29. Bronne, C. "Allocution." Pp. 9-11 in Journees Baude­
laire, Actes du Colloque. Bruxelles: Academie Royale. 

30. Bronne, C. "Allocution." Pp. 159-166 in Journees Baude­
laire. Actes du Colloque. BruxeUes, Academie Royale. 

31. Brown, J. L. "La presence de Baudelaire dans les lettres 
americaines." Pp. 208-214 in Journees Baudelaire. 
Actes du Colloque. Bruxelles: Academie Royale. In­
terventions de Georges Poulet et Roger Bodart, p. 215. 

** Cacan, A. Voir Ie nO 14. 
32. Caillois, R. "Place et limites de la poesie jusqu'a, selon et 

depuis Baudelaire." Preu'oes, nO 213 (dec.). 14-22. 
CB et Hugo compares. 

33. Cain, J., ed. Curio sites esthetiques et autres emits SU1' 

l' art. (Miroirs de I' Art) . Paris: Hermann, 182 p. 
"Introduction," p. 9-31; "Elements de biographie," 
p. 33-34; Notes passim. 

** Cain, J. Voir Ie nO 14. 
** Calvet, A. Voir Ie nO 14. 
34. Cargo, R. T. Baudelaire criticism 1950-1967. A bibli­

ography with critical commentary. University, Ala­
bama: University of Alabama Press. xvi-l71 p. 
"Preface, Bibliography of Baudelaire Studies (1221 
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numeros) ," "Bibliography of Works by Baudelaire 
(en fran~ais, 33 n umeros) ," "Anthologies and Collec­
tions (4 numeros) ," "Translations by Baudelaire (2 
numeros) ," "Baudelaire in Translation (anglais: 12 
numeros; allemand: 3 numeros; italien: 3 numeros)." 
Index aux comptes rend us ; index des sujets. 

35. Carter, A. E. "Highlights of Spanish criticism of Baude­
laire." SAB, t. XXXIII, nO 4 (nov. 1968) 11-13. 

36. Cellier, L. "Baudelaire et l'enfance." Pp. 67-77 in 
Baudelaire, Actes du Colloque de Nice. Paris: Minard, 
Lettres Modernes. 

37. Chadbourne, R. M. "The generation of 1848: Four writ­
ers and their affinities." Essays in French Literature 
(Nedlands, Western Australia), nO 5 (nov.), 1-19. Sur 
Leconte de Lisle, CB, Flaubert et Renan. 

38. Chadourne, M. "Melmoth et Ie pacte infernal." La Re­
vue de Paris, t. LXXV (aofit-sept.), 8-14. 

39. Chantelou. "Au fil des ventes: Un prodigieux face it 
face." Le Monde, nO 7289 (21 juin), III. Vente Ie 30 
mai it l'hOtel Drouot; 40 numeros concernant Baude­
laire. 

40. [Charavay]. Lettres autographes. . . . Bulletin 728. 
Paris: mars. 32237: L.A.S. it sa mere, 7 nov. 1837; 
32238, L.A.S. it Alphonse, 24 oct. 1838. 

41. Chastel, A. "L'importante exposition du Petit-Palais: 
Avons-nous bien lu Baudelaire?" Le Monde, 28 nov., p. 
21-22. 

42. Chaulot, P. "Baudelaire sous les Aigues-Mortes peut­
etre." Esprit, nO 367 (janv.), 54-56. 

43. Chaussivert, J. S. CR de Zimmerman, ed. Petits pOfllles 
en prose. A.U.M.L.A., nO 30 (nov.), 262-263. 

44. Clancier, G.-E. "L'heritage de Baudelaire chez les mo­
dernes." Pp. 225-231 in Journees Baudelaire. Actes du 
Colloque. Bruxelles: Academie Royale. Intervention 
de Max Milner, p. 231. 

45. Cluzel, E. "La source probable d'une des plus celebres 
Fleurs du Mal." Bulletin de la LiJJrairie Ancienne et 
Moderne, nO 103 (mars), 48-50. "Une Charogne" et 
"Fete des Morts," poeme d'Edouard Thierry publie 
dans Les En/ants et les Anges (1833). 

46. Cogniat, R. "Baudelaire et Van Dongen." Le Figaro. 11 
avril. CR des FM illustrees par Van Dongen. 

47. Collection Leon Muller, Autographes. Catalogue d'une 
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vente aux encheres, it. l'hotel Rameau, Versailles. 31 
mars 1968. Paris: Castaing. N° 9: CG 375. 

48. CouZet-Faure. Bulletin. N° 23. Paris. N° 39: FM 1857, 
avec CG 887; nO 40: FM 1857, avec 5 corrections auto­
graphes de CB. Date en gros caracteres. 

MI. Coulet, G., et A. Faure. Livres Anciens et Modernes; 
Autographes. Catalogue nO 106. Paris. 496: L.A.S. du 
general Aupick au general Carbonel, 12 dec. 1854; 
499: L.A.S. (Lettres inedites aux siens, XXIII) ; 500: 
L.A.S. (Lettres inedites aux siens, XLI) ; fac-simile 
de la premiere page; 501: L.A.S. (Lettres in Mites aux 
siens, LVII); 502: L.A.S. it. Vigny (CG 700); 622: 
L.A.S. de Victor Hugo it. CB, 24 avril [1862], fac­
simile de la premiere page. 

'1('. ('ouvreur, J. "Le gout d'un critique d'art a l'epreuve du 
temps: Au fil de l'aventure humaine." Le Monde, 28 
nov., p. 22. A propos de l'exposition du Petit-Palais. 

5]. Cl'espelle, J.-P. "Baudelaire retrouve ses Salons." Lf, 
Journal du Dimanche, 24 nov. 

52. Daleveze, J. "L'exposition salle par salle." NL, 21 nov. 
A propos de l'exposition du Petit-Palais. 

53. Decaunes, L. "Interventions." Pp. 30-31, 43-44, 56-57, 
61, 86, 91, 100, 101, 138, 139 in Journees Baudela1~re. 
Actes du Colloque. Bruxelles: Academie Royale. 

54. Dedet, C. "Baudelaire aujourd'hui: Le support d'un 
my the." NL, 21 nov. "Baudelaire poete d'hier pour­
rait etre un homme de demain. 

55. De Nardis, L. Notes aux Lettere inedite ai familiari. 
Milan: Rizzoli. Pp. 127-152. Notes bien superieures a 
celles de Ph. Auserve. 

56. De Nardis, L. "Intorno al saggio di Walter Benjamin su 
'Baudelaire e Parigi'." Belfagor, XXIII, nO 2 (31 
mars), 156-167. Texte de sa communication au Col­
loque Baudelaire de Nice, mai 1967. 

57. De Nardis, L. "En marge d'une etude de Walter Benja­
min sur Baudelaire et Paris." Pp. 161-171 in Baude­
laire, Actes du Colloq1le de Nice. Paris: Minard, 
Lettres Modernes. 

58. Dontchev, N. "Le centenaire de Charles Baudelaire en 
Bulgarie." RHLF, t. LXVIII, n° 2 (avril), 292-293. 

59. Drost, W. "De la critique d'art baudelairienne." Pp. 79-
88 in Baudelai1'e, Actes du Colloque de Nice. Paris: 
Minard, Lettres Modernes. 
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60. Ducros, J. Charles Meryon. Paris: Musee de la Marine. 
Catalogue d'exposition. CB passim; index incomplet. 

61. Dumitrescu, G. Editeur de Flo1'ile Raului [Les Flew's du 
Mal]. Bucuresti: Editura pentru Literatura Univer­
saUL Ivii-15555 p. "Cuvint la editie," p. xxvii-xlv. 

62. Duval, J. Cahiers. Paris: Jose Corti. CB, pp. 61-71, 100-
101, 117, 135-136, 183, 189-190, 208. 

63. Edgar Allan Poe 1809-1849. Paris: Centre Culturel 
Americain. Catalogue d'une exposition, 21 no\".-21 
dec. 1968. "Edgar Allan Poe/Charles Baudelaire." nOS 
26-36. Notes erronees et incompletes. 

fi4. Eigeldinger, M. "Baudelaire et la conscience de la mort." 
EL, I (avril), 51-65. 

65. Eisenberg, E. "Catalogue with interpretive comments" 
pp. 29-60 in H ommage a Baudelaire. College Park, 
Maryland: University of Maryland. Introduction; 
Imagination and the Ideal; Naivete and Philosophic 
Art; The Fantastic, the Grotesque, the Extravagant; 
Modernity and Romanticism; Landscape; Etching; 
Other Artists of Baudelaire's Time; Likenesses of 
Baudelaire. 

66. Emmanuel, P. "Allocutions." Pp. 12-13, 167-174 in 
.J oW'nees Baudelaire. Actes du Colloque. Bruxelles: 
Academie Royale. 

67. Emmanuel, P. "Interventions." JoU'rnees Baudelaire. 
Actes du Colloque. Bruxelles: Academie Royale. Pp. 
57, 59-60, 85-86, 121, 140, 147, 153, 157. 

68. Engstrom, A. G. "The changing accent in English and 
American criticism of Baudelaire." SAB, t. XXXIII, 
nO 4 (nov.), 1-4. 

69. Etudes sur Baudelai1'e, publiees sous la direction d' Andre 
Strauss a l'occasion du Colloque tenu en Sorbonne Ie 

, 17 juin 1967. Paris: Association Internationale des 
Docteurs (Lettres) de l'Universite. 

70. Fairlie, A. Baudelaire: Les Fleurs du Mal. Great Xeck, 
N.Y.: Barron's Educational Series. 64 p. Nouvelle ed. 

71. Fairlie, A. "Quelques remarques sur Ies Petits Poemes 
en Prose." Pp. 89-97 in Baudelaire, Actes du Colloque 
de Nice. Paris: Minard, Lettres Modernes. 

72. Fermigier, A. "Critique poetique et critique historique." 
Preuves, nO 207 (mai), 27-31. 

73. Le Figaro Litteraire, nO 1176 (18-24 nov.). Numero spe­
cial sur CB. Articles de F. Megret et C. Roger-Marx. 
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"Vingt-cinq petits textes en prose" de CB p.p. Philippe 
Auserve. 

74. Florenne, Y. "Baudelaire et l'art." Le Monde, nO 7230 
(11 avril), 13. CR de Cain, ed., Curiosites esthetiques 
et autres ecrits sur l'art (voir Ie nO 33). 

75. Follain, J. "Reactions et contradictions chez Baudelaire." 
Pp. 87-90 in Journees Baudelaire. Actes du Colloque. 
Bruxelles: Academie Royale. Interventions de Max 
Milner, Claude Pichois, Sorescu, Luc Decaunes, p. 90-
91. 

76. Follain, J. "Interventions." Pp. 43, 102 in Journees 
Baudelaire. Actes du Colloque. BruxeIles: Academie 
Royale. 

77. Fouchet, M.-P. "Un prophete de l'art aujourd'hui." NL, 
21 nov. A propos de l'exposition du Petit Palais. 

78. Fougue, Antoinette et Rene. "Entretien avec Pierre Jean 
Jouve." QL, nO 51 (15-31 mai), 8-9. PJJ est scanda­
lise par les manifestations du centenaire de CB; l'in­
terview est en grande partie consacree a CB. 

79. Frohock, W. M. CR de Weinberg, The limits of Symbol­
ism. Modern Language Quarterly, t. XXIX (juin), 
238-241. 

80. Gougenheim, G. CR de Cargo, A concordance to Baude­
laire's Les Fleurs du mal. Romance Philology, t. XXI, 
nO 3 (fev.), 335-337. 

81. Guglielmi, J. "De la resistance (a la) critique." Critique, 
nO 254 (juill.), 648-653. Sur Le Nouveau Recueil de 
Francis Ponge; plusieurs comparaisons avec CB. 

82. Guiette, R. "Vers et prose chez Baudelaire." Pp. 36-43, 
in Journees Baudelaire. Actes du Colloque. Bruxelles: 
Academie Royale. Interventions de Jean Follain, Luc 
Decaunes, Roger Bodart, Vasko Popa, Francis Scarfe, 
Max Milner, p. 43-46. 

83. Guillevic, E. "Interventions." Pp. 30, 59, 61, 101, 102 in 
J ournees Baudelaire. Actes du Colloque. Bruxelles: 
Academie Royale. 

84. Guislain, A. "Un portrait de Baudelaire par Maurice 
Gart;on." Le Soir (Bruxelles), 30 mars. A propos de 
la querelle des Amoenitates Belgicae, Ie proc(~s de 1929 
et la plaidoirie de Maurice Gart;on. 

85. Guislain, A. "A Liege, en compagnie de Maurice Kunel." 
Le Soir (Bruxelles), 6-7 oct. Interview. 

** Haggis, D. R. Voir Ie nO 106. 
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86. Hayter, Alethea. "Baudelaire and Club des Haschi­
schins." Pp. 151-161 in Opium and the Romantic Im­
agination. Londres: Faber and Faber. 388 p. 

87. Henault, G. "Modernite et technologie." Preuves, nO 207 
(mai) , 43. Court extrait. 

88. Herisson, C. D. "L'imagerie antique dans Les Fleurs du 
Mal." Pp. 99-112 in Baudelaire, Actes du Colloque de 
Nice. Paris: Minard, Lettres Modernes. 

89. Hofman, W. "Baudelaire et la caricature." Preuves, nO 
207 (mai), 38-43. 

90. Hommage a Baudelaire. [ ... J Exhibition. Selected and 
organized by Ellen Eisenberg. College Park, Md.: 
University of Maryland. Collaborateurs: G. Levitine, 
Alain de Leiris, M. Zimmerman, E. Mezer Levitine, 
et F. V. O'Connor. 95 p. Catalogue orne de planches. 

91. Hoy, P. C. "Baudelaire par dela la Manche et l'Atlan­
tique: 1. Traductions parues dans la presse et dans des 
revues." BB, t. 3, nO 2 (9 avril), 11-14. 36 traduc­
tions. 

92. Hoy, P. C. "Recensement bibIiographique: 1967." BB, t. 
4, nO 1, (31 aoo.t), 1-26. 373 numeros. Avec un sup­
plement de W. T. Bandy et J. S. Patty. 

93. Hytier, J. "Les Fleurs du Mal: Evenement poetique." 
R01nanic Review, t. LIX (dec.), 249-266. Baudelaire 
Centennial Lecture, Princeton University, 20 mars 
1968. 

94. IIIyes, G. "La le~on poetique de Baudelaire vue par un 
poete etranger." Pp. 32-35 in Journees Baudelaire. 
Actes du Colloque. Bruxelles: Academie Royale. 

95. Ingram, R. A. An investigation of the life and work of 
Ernest Raynaud. Oxford. i-395ff. dactyl. These de B. 
Litt. CB passim; voir surtout pp. 305-320. 

96. Kallos, A. "Baudelaire and the German metropolis." 
SAB, t. XXXIII, nO 4 (nov.), 8-10. 

97. Kataev, V. "Mon Baudelaire." Pp. 203-206 in Joul'nees 
Baudelaire. Actes du Colloque. Bruxelles: Academie 
Royale. Interventions de Claude Pichois, Maurice­
Jean Lefebve, p. 207. 

98. Kies, A. "Baudelaire et les poetes fran~ais de Belgique." 
Pp. 22-30 in Journees Baudelaire. Actes du Colloque. 
Bruxelles: Academie Royale. Interventions d'Eugene 
GuiIIevic et de Luc Decaunes, p. 30-31. 

99. Kies, A. "Intervention." P. 58 in Journees Baudelaire. 
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100. 

101. 

102. 

103. 

104. 

105 

106. 

Actes du Colloque. Bruxelles: Academie Royale. 
Kingston Galleries (Somerville, Mass.). Catalogue 31, 

(nov.?). N° 15: L.A.S. de CB it Laumonier, $185.00. 
Texte imprime par P. Auserve (voir nO 7 supra). 

Kopp, R. CR de Zimmerman, Cd., Petits poemes en prose. 
RHLF, t. LXVIII, nO 6 (nov.-dec.), 1059-1063. 

Kremen, B. H. "Baudelaire's celestial decors." Philo­
logical Quarterly, t. XLVII (avril), 237-252. 

Kushner, E. "Sartre et Baudelaire." Pp. 113-124 in 
Baudelaire, Actes du Colloque de Nice. Paris: Minard, 
Lettres Modernes. 

Lacambre, G. et J. Voir Ie nO 14. 
Landow, G. P. "Ruskin and Baudelaire on art and art­

ists." University of Toronto Quarterly, t. XXXVII, 
nO 3 (avril) 295-308. 

Leakey, F. W. "A Festschrift of 1855: Baudelaire and 
the Hommage a C.-F. Denecourt." Pp. 175-202 in 
Studies in French Literature Presented to H. W. Law­
ton, ed. par J. C. Ireson. Manchester: Manchester 
University Press; N.Y.: Barnes & Noble. 

Leakey, F. W. "The amorous tribute: Baudelaire and 
the Renaissance tradition." Pp. 93-116 in The F1'ench 
Renaissance and its Heritage. Essays presented to 
Alan M. Boase by colleagues, pupils and friends. Ed 
par D. R. Haggis et al. Londres: Methuen & Co. Ltd. 

107. Lecaye, H. "A propos de Baudelaire et de Manet." 
Preuves, nOs 209-210 (aoftt-sept.), 138-142. 

108. Lefebve, M.-J. "Surnaturalite et epoche baudelairi­
ennes." Pp. 125-130 in Baudelai1'e, Actes du Colloque 
de Nice. Paris: Minard, Lettres Modernes. 

10ft Lefebve, M.-J. "Discordances baudelariennes et deraison 
poetique." Pp. 92-97 in J ournees Baudelaire. Actes 
du Colloque. Bruxelles: Academie Royale. Interven­
tions de Claude Pichois, Jeanine Moulin, Edith Mora, 
Georges Poulet, Luc Decaunes, Eugene Guillevic, Jean 
Follain, Francis Scarfe, Max Milner, p. 97-103. 

110. Lefebve, M.-J. "Interventions." Pp. 207, 215, 240-241 
in J ournees Baudelaire. Actes du Colloque. Bruxelles: 
Academie Royale. 

1l1. Leiris, A. de. "Baudelaire'S assessment of Manet." Pp. 
5-10 in Hommage a Baudelaire. College Park, Md.: 
University of Maryland. 
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112. Leiva, R. "Charles Baudelaire nuestro contemporaneo." 
Cuademos Americanos, t. XXVII, nO 1 (janv.-fevr.), 
201-216. 

113. Lejeune, C. "Une communication." Pp. 108-110 in Jour­
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TRA V A UX EN COURS 

B. Laplagne, Etude rythmique des Fleurs du Mal de Baude­
laire d'apres des enregistrements sur disques transformes 
en oscillogrammes (These, Doctorat es sciences, Universire 
de Strasbourg; dirigee par Mme Simon) 

J. Patty, Hippolyte Babou: etude biographique et biblio­
graphique 

M. Schreiber, Baudelaire and the development of the musical 
analogy in art criticism (These doctorale, Universite de la 
Caroline du Nord; dirigee par J. C. Sloane) 

J. Wallace, Baudelaire et Prarond: la question des 'Vers re­
trouves' (These doctorale, Vanderbilt University; dirigee 
par W. T. Bandy) 

AVIS AUX CHERCHEURS 

Le Centre d'Etudes Baudelairiennes maintiendra desormais 
un fichier de travaux en cours portant, ou directement ou in­
directement, sur la vie et l'oeuvre de Baudelaire. Les titres des 
travaux dont on voudra bien nous informer seront publies dans 
Ie Bulletin Baudelairien au fur et a Ia mesure qu'ils no us par­
viendront. Nous prions les baudelairiens de nous tenir au 
courant de leurs recherches pour que Ie Centre et son organe, 
Ie Bulletin Baudelairien, leur soient aussi utiles que possibles. 

ANNONCE 

Nous sommes heureux d'annoncer a nos lecteurs que }f. 
DurgaJal Mathur, de l'Universite de Jodhpur (Rajasthan, 
Inde), a consenti a servir comme correspondant du Bulletin 
Baudelai1ien en son pays. M. Mathur est l'auteur de plusieurs 
articles inwressants sur Baudelaire qui sont recenses dans la 
bibliographie annuelle de M. Hoy, publiee dans ce meme l1U­

mero. Nous tenons a remercier M. Mathur, Ie baudelairien Ie 
plus actif de son pays, pour l'aide qu'il a deja apportee, an­
ticipant sa collaboration reguIiere. 
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BAUDELAIRE ET LA JEUNE POESIE 
PAR 

JEAN-JACQUES CELLY 

Comme son titre l'indique, cette breve etude a pour but d'eta­
blir la nature de l'influence exercee par Baudelaire sur les 
jeunes poetes d'aujourd'hui. L'entreprise, je Ie crains, risque 
d'apparaitre sinon ambitieuse du moins perilleuse. C'est en 
fait une gageure. Peut-on, sans tomber dans l'arbitraire ou 
l'exces, etabIir la moindre comparaison entre "Le Balcon" et 
les Epiphanies de Pichette? 

II existe de Baudelaire a Valery (en passant par Mallarme) 
une certaine tradition dont les caracteristiques sont bien con­
nues: purete de la forme, predominance de l'intelligence analy­
tique sur Ie hasard, adoption d'un mode d'expression aussi 
eloigne que possible de la prose. Mais une etude comparative 
des Fleurs du mal et d'Un Coup de de revele aussit6t la dis­
tance qui separe les deux oeuvres: l'une demeurant encore 
tributaire du romantisme agonisant, l'autre preiigurant la 
poesie experimentale. Parler d'influence me semble donc aven­
tureux, tout au moins en ce qui concerne Ie langage. On peut, 
pal' contre, admirer Ie courage de Baudelaire. Par courage, 
j'entends ce gout resolument moderne qu'il affiche pour Ie pit­
toresque quotidien, les rythmes d'une grande ville, Ie vice, Ie 
mal et I'amour physique. C'est lui qui Ie premier detourne Ie 
lyrisme de sa vocation galante, narrative, et bucolique. Ce 
faisant, il redonne au mystere un droit de cite que Ies roman­
tiques lui avaient en grande partie refuse. 

Le personnage Iui-meme opere une sorte de fascination que 
prolongent ses meilleurs poemes. Rien d'etonnant a ce que 
Baudeaire soit un auteur "populaire," au sens Ie plus eleve 
du mot. Pour la majorite des lecteurs d'aujourd'hui, ainsi que 
pour plusieurs amateurs obscurs, la poesie demeure liee a la 
musique ainsi qu'a une rhetorique oratoire dont Victor Hugo 
est peut-etre Ie representant Ie plus marquant. Cette attitude 
peut se justifier. On est libre de preierer L'Art de la Fugue 
a la musique concrete, Sisley a Mathieu, Tchekov a Arrabal, la 
cathedrale de Reims a Brasilia. Toutefois, cette enumeration 
montre bien que notre siecle refuse les influences, se singu­
larise par Ie refus et la recherche, s'oriente vers des disci­
plines plus arides. II est de ce point de vue interessant de 
noter que les ouvrages traitant du langage poetique sont ac­
tuellement plus prises que les recueils ou plaquettes propre­
ment dits. 
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Les jeunes ecrivains comptent-ils Les Fleurs du mal parmi 
leurs livres de chevet? Vont-ils regulic~rement et religieuse­
ment s'y abreuver? Y trouvent-ils une reponse aux questions 
qu'iIs se posent, un modele d'ecriture, un ensemble de regles 
digne d'etre perpetue? Manifestement non. Je citerais plus 
volontiers des oeuvres telles que Les Illuminations ou Les 
Chants de Maldoror-leur caractere subversif et prophetique 
convenant mieux it notre sensibilite. Par ailleurs, si I'on admet 
que la poesie est aussi une l~on de morale on peut juger de 
I'importance d'un poete it la valeur de son ethique. CelIe de 
Baudelaire ne me parait pas des plus attach antes. 

On connait la remarque celebre: "Etre un homme utile m'a 
toujours paru quelque chose de bien hideux." Cette morale du 
non-engagement aboutit it une conception intelIectuelIe de la 
fraternite, doublee d'un manicMisme chronique. L'humain 
chez Baudelaire ne sort guere du cadre des extremes: "Les 
Phares" et "Le Vin des Chiifonniers," "A Vne Madone" et "Le 
Vampire," etc. Dans ces relatiqns avec autrui, iI eprouve Ie 
besoin de se creer un personnage, d'attirer I'attention par 
l'eIegance de sa mise et de sa parole. Ce qui ne l'empeche pas 
de briguer une election it L' Academie Franc;aise et de soIIiciter 
la reconnaissance admirative d'une noblesse qu'au fond il abo­
mine. 

Je disais plus haut que notre siecle est voue it la recherche. 
II est aussi place so us Ie signe de I'action. Le compte-rendu 
des Rencontres de Montreal 1968 ne laisse aucun do ute it ce 
sujet. ParIant au nom des poetes de sa generation Madame 
Levertov devait declarer: "L'angoisse est une source de poesie, 
et leur angoisse devant la condition humaine actuelle, leur 
total engagement, leur reconnaissance de la fraternite avec Ie 
reste de la race humaine, peut les amener it ecrire de bons 
poemes qui sont revolutionnaires et suceptibles d'inciter les 
autres it I'action; poemes ecrits dans la solitude et dont Ie re­
sultat en apparence secondaire recele une importance consi­
derable sur Ie plan sociaL" Mon propos n'est pas de discuter 
Ia valeur d'une telle attitude mais plutot de montrer it quel 
point elle s'oppose it celIe de Baudelaire: 

Le Poete est semblable au prince des nuees 
Qui hante la tempete et se rit de I'archer; 
Exile sur Ie sol au milieu des huees, 
Ses ailes de geant I'empechent de marcher. 

Avec "L' Albatros" nous sommes loin de la mission sociale 

25 



evoquee plus haut. Quoiqu'il en soit, Ie poete d'aujourd'hui se 
doit (et j'insiste bien sur cette notion de devoir) de refuser 
la tour d'ivoire. Le temps des huees a ete remplace par celui 
de l'indifference ou de l'incomprehension. Plus conformes aux 
desseins du vingtieme siecle apparaissent les fresques de 
Saint-John Perse: 
Hommes, gens de poussieres et de to utes fa<.;ons, gens de 
negoce et de loisirs, gens des confins et gens d'ailleurs, 
.... 0 chercheurs de points d'eau sur l'ecorce du monde; 
o chel'cheurs, 0 trouveurs de raisons pour s'en aller ailleurs ... 

(Anabase, chant I) 

L'infil1ence d'un ecrivain (qu'il soit poete, prosateur ou dra­
matul'ge) peut se manifester sur deux plans: celui des idees 
et celui du style. Lorsque la personnalite de l'auteur est de 
grande envergure, Ie message et son expression meme ne font 
qu'un. Le theme, ou accessoirement Ie sens, emerge de la 
structure verbale pour y revenir sans cesse selon Ie mouve­
ment de pendule evoque par Valery. Contrairement it la prose, 
Ie langage poetique implique une mutation du sens, un obscur­
cissement, it travers la metaphore ou la comparaison. Le but 
de l'image metaphorique est, bien entendu, de faire eclater les 
structures traditionnelles, d'apporter du nouveau, de creer 
cette "surprise" si chere it Apollinaire et aux Surrealistes. 

Quel jugement porter sur la langue employee par Baude-
laire? "Reve Parisien" constitue un excellent point de depart: 

De ce terrible paysage, 
Tel que jamais mortel n'en vit, 
Ce matin encore l'image, 
Vague et lointaine, me ravit. 

Le ton est manifestement precieux. La strophe 10, par contre, 
a une resonance onirique qui annonce Rimbaud: 

Architecte de mes feeries, 
J e faisais, it rna volonte, 
Sous un tunnel de pierreries 
Passer un ocean dompte; 

La conclusion nous rep longe, par sa platitude, dans un con­
texte pour Ie moins prosa'ique: 

En rouvrant mes yeux pleins de flamme 
J'ai vu l'horreur de mon taudis, 
Et senti, rentrant dans mon arne, 
La pointe des soucis maudits; 
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La pendule aux accents funebres 
Sonnait brutalement midi, 
Et Ie ciel versait des tenebres 
Sur Ie triste monde engourdi. 

On con~oit que la reaIite puisse etre plus fade que Ie reve; mais 
est-il souhaitable d'en accuser la vulgarite en ayant recours it 
un vocabulaire banal? "Yeux pleins de flamme," "horreur de 
mon taudis," "accents funebres," "triste monde," etc. . . . 
nous sommes ici plus pres de la denotation que de la connota­
tion, et il n'est pas etonnant que Baudelaire ait ete tente 
de renouveler l'experience d' Aloysius Bertrand. 

Je n'ai pas l'intention de me livre I' it I'etude critique du 
Spleen de Paris. On a beaucoup ecrit sur l'ambigu'ite du poeme 
en prose, et, en ce qui concerne cet aspect de l'oeuvre de 
Baudelaire je serais assez tente d'y voir un echec-echec qui 
devait ayoir de multiples prolongements dans la poesie con­
temporaine. Depuis Rimbaud il n'est pas de forme nouvelle 
d'ecriture qui ne soit desir plus ou moins avoue de se debarras­
:;er de "la forme vieiIle." II devient de plus en plus difficile 
d'operer une distinction entre prose et poesie, chanson et 
poeme, bruit et silence, sens et non-sens. On doit it Baude­
laire cl'avoir revele it ses contemporains et successeurs les pos­
sibilites cl'un nouveau langage, mais il faut bien admettre que 
:;on influence fut quaIitativement negative. Suzanne Bernard, 
clans une these remarquable, note it propos du Spleen de Paris 
que "l'abus des developpements, les ruptures de ton, la bana­
lite on Ie prosa'isme dans la forme, tout cela ramene Ie poeme 
a la prose; la tension organique qui maintenait ensemble tous 
les elements se reHl.che, Ie poeme ne cristallise plus: Ie miracle 
poetique n'a plus lieu."! Cette absence de miracle n'est nulle 
part mieux representee que dans Ie premier paragraphe de 
"La Petite Vieille": 

La petite vieiIle l'atatinee se sentit toute rejouie en 
voyant ce joli enfant it qui chacun faisait fete, it qui tout 
Ie monde voulait plaire; ce joli etre si fragile comme elle, 
la petite vieiIle, et, comme elle aussi sans dents et sans 
cheveux. 

Ce court passage ne merite en aucune fa<;on Ie titre de 
poeme: nul ecart par rapport it la norme, nulle figure, nulle 
L'echerche au niveau sonore. Un Leon-Paul Fargue parvient, 
avec les memes moyens, it nous livrer une experience clont la 
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valeur litteraire est beaucoup plus evidente; extraite du re­
cueil Poemes, cette breve notation cosmique: 

J 

Le vent s'eleve. La mer clame et flambe noir, et meme ses 
routes. Le phare qui tourne a pleins poings son verre de 
sang dans les etoiles traverse un bras de mer pour toucher 
rna tete et la vitre. 

En choisissant "La Petite Vieille" j'ai deIiberement ne­
glige de considerer une reussite telle que "L'Etranger"; mais 
ce n'est 180 qu'une heureuse exception. Parlant de "Reve Pari­
sien" j'ai insiste sur l'aspect prosa'ique de la formulation. II 
arrive pourtant que les images soient d'une totale beaute: sur­
prise, musique, equilibre, tout concourt a les porter a un rare 
point de perfection. Mais nombreuses sont celles qui demeu­
rent artificielles, enfermees dans Ie cadre d'une rhetorique dont 
les consequences nefastes ont deja ete souIignees. En faisant 
appel au vers libre et a l'ellipse la poesie moderne a su liberer 
l'energie contenue dans des vocables soumis a l'usure et dont 
la signification paraissait perdue. 

Lorsque Mallarme parle du "bleu angelus" ou lorsque Saint­
John Perse ecrit: "Rouge d'oursin les chambres du plaisir," il 
est evident que la langue ordinaire, a travers Ie processus de 
la metaphore, debouche sur un meta-langage. Baudelaire a 
eu, par eclairs, l'intuition de cet "au-dela" des mots; des vers 
tels que: "Vous etes un beau ciel d'automne clair et rose," ou 
encore: "Cheveux bleus, pavillon de tenebres tendues," en 
sont la preuve. Trop souvent, cependant, la conscience critique 
l'emporte sur la spontaneite; et ce qui aurait pu etre incanta­
tion divinatoire devient discours didactique. 

Dans un article publie dans Ie Mercure de France, Yves 
Bonnefoy s'en prend, lui aussi, a l'artisan du langage: "Pour 
l'essentiel de leur forme, dit-il, Les Fleurs du mal appartien­
nent au discours. Descriptions accusees, pensees logiques, 
sentiments dits avec precision; c'est un deroulement concep­
tuel aussi peu soucieux que possible de ce qui passe les mots." 
Les faiblesses de Baudelaire se situent en general au niveau 
de la determination et de la qualification. Que l'on me per­
mette de citer quelques exemples: "noeud de vipere," "l'ecume 
de sa haine," "Son front de marbre," "jambe de statue," 
"coeur sombre," "matin livide," "oeil fauve," "doux sourire," 
"riche memoire," "miroir profond," "yeux profonds," "pale 
clarte," etc .... De temps en temps, la comparaison a besoin 
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de tout un vers pour se developper, perdant ainsi une bonne 
part de son pouvoir: 

Comme un tout jeune oiseau qui tremble et qui palpite 
ou mieux: 

A I'oeillimpide et clair ainsi qu'une eau courante 

L'abus de l'antithese peut egalement constituer une faute 
grave. Dans les alexandrins suivants Baudelaire rend un sur­
prenant hommage a Victor Hugo: 

Fait couler Ie rocher et fleurir Ie desert 
lIs celebrent Ia Mort, vous chantez Ie Reveil 
lIs sont mes serviteurs et je suis leur esclave. 

A ce point de rna demonstration je crois utile de citer, dans 
son integralite, un texte qui contient Ia plupart des faiblesses 
auxquelles je viens de faire allusion. II s'intitule "Le Vam­
pire" : 

Toi qui, comme un coup de couteau, 
Dans mon coeur plaintif es entree; 
Toi qui, forte comme un troupeau 
De demons, vins, folIe et paree, 

De mon esprit humilie 
Faire ton lit et ton domaine; 
-Infame a qui je suis lie 
Comme Ie for~at a Ia chaine, 
Comme au jeu Ie joueur tetu, 
Comme a Ia bouteille I'ivrogne, 
Comme aux vermines Ia charogne, 
-Maudite, maudite sois-tu! 
J'ai prie Ie giaive rapide 
De conquerir rna liberte, 
Et j'ai dit au poison perfide 
De secourir rna Iachete. 
HeIas! Ie poison et Ie giaive 
M'ont pris en dedain et m'ont dit: 
"Tu n'es pas digne qu'on t'enleve 
A ton esclavage maud it, 
Imbecile I-de son empire 
Si nos efforts te delivraient, 
Tes baisers ressusciteraient 
Le cadavre de ton vampire!" 
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II semble difficile de pouvoir accorder a ces vociferations Ie 
moindre credit. La lourdeur de l'expose, la monotonie engen­
dree par les repetitions (en particulier celle de Ia conjonction 
"comme"), I'evidence des rapports semantiques (bouteille­
ivrogne, vermine-charogne, forc;at-chaine), Ie cote obsessionnel 
d'un vocabulaire berite du roman noir (maudit, Yermine, 
charogne, couteau, demons, poison, vampire), l'ensemble pro­
duit une impression des plus penibles. "Le Vampire" res~em­
ble davantage a Ia caricature d'un poeme qu'a 1'0euHe d'un 
inspire depasse par Ia matiere verbale qu'il a mise en branle. 
Cette caricature pourrait assez bien correspondre a ce que 
Roger Caillois appelle une "indiscretion de la poesie." "Elle 
apparait, dit-iI, chez Pindare dans une certaine solennite 01'­
nee, chez Hugo dans l'usage de l'antithese, plus subtilement 
chez Baudelaire a travers je ne sais quelle vantardise de 
cabotin de boulevard a laquelle il ne sut pas toujours echap­
per." Et iI conclut: "A chaque ressource de la poe;;ie cor­
respond une emphase particuliere et une outrance propre: il 
n'est rien qui exagere ne puisse procurer au poeme une ma­
niere d'enseigne tapageuse, un paraphe insolent qui en souligne 
sinon l'aristocratie, du moins la nature hors du commun:'~ 

Par intermittence, Baudelaire se juge avec severite et prend 
conscience de l'emphase dont parle Roger Caillois: "Je dens 
de relire ces vint-cinq morceaux, je ne suis pas tout a fait con­
tent; il y a toujours des lourdeurs et des violences de ;;tyle." 3 

Quand il parvient a s'en defaire c'est alors, aux confins du 
connu, l'emouvante reconstitution d'un monde surann';. ar­
rache a ses pariums, et a ses ombres: 

Et quand viendra l'hiver aux neiges monotone:,_ 
J e fermerai partout portieres et volets 
Pour batir dans la nuit mes feeriques palais. 

Car je serai plonge dans cette volupte 
D'evoquer Ie Printemps avec rna volonte, 
De tirer un soleiI de mon coeur, et de faire 
De mes pensers brftlants nne tiMe atmosphere. 

A quoi correspond cette "volonte" sinon a une fuite de\"allt 
la realite? C'est en etant parfait que Ie poeme peut Ie mieux 
servir de "substitut," d'ecran protecteur. Jean-Paul Sartre 
trouve pour decrire ce phenomene une serie d'admirables for­
mules: "II y a une distance originelle de Baudelaire an monde 
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qui n'est pas la notre; entre les objets et lui s'insere toujours 
une translucidite un peu moite, un peu trop odorante, comme 
un tremblement d'air chaud l'ete."4 Cette attitude s'oppose, 
la encore, aux tendances de la poesie contemporaine. 

Les recherches entreprises depuis Ia fin de la guerre sur les 
donnees fondamentales du langage ont abouti soit a une poesie 
de jubilation (eloge de l'univers), soit a une quete angoissee 
(approche de l'objet qui menace ou etouffe). Demarche coura­
geuse et dangereuse car elle peut porter les mots a un haut 
degre de tension et aboutir par la meme a leur desintegration. 

On peut ainsi comparer "Ie mouvement perpetuel" d'Eluard, 
ce droit de regard sur un espace qui doit son existence a l'oeil 
du poete: 

Le flot de la riviere 
La croissance du ciel 
Le coeur la feuille et l'aile 
Le regard la parole 
Et Ie fait que je t'aime 
Tout est mouvement 

a ux images laconiques et oniriques de Guillevic: 

Les Menhirs la nuit vont et viennent 
Et se grignotent 
Les forets Ie soir font du bruit en mangeant. 

La mer met son goemon autour du cou-et serre. 
Les bateaux froids poussent l'homme sur les rochers 
Et serrent. 

Ce que Baudelaire ne no us communique pas c'est precisement 
ce mouvement de l'homme aux choses et des choses a l'homme. 
Wallace Fowlie fait remarquer avec juste raison: "(que) 
avant Mallarme, Baudelaire est Ie poete des absences .... En 
aboIissant Ie monde exterieur, i1 Ie remplace." 5 La substitu­
tion ne va pas toujours sans exces ni artifice comme en te­
moigne la strophe finale du poeme intitule "Le Reniement de 
Saint Pierre": 

Certes, je sortirai, quant it moi, satisfait 
D'un monde ou l'action n'est pas la soeur du reve; 
Puisse-je user du glaive et perir par Ie glaive! 
Saint Pierre a renie Jesus ... il a bien fait! 

Ce parti pris "d'absence" pourrait se justifier si l'auteur nous 
en donnait une equivalence verbale originale, telle cette "chan-
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son du neant" (I'expression est de Queneau) que devaient 
murmurer les jeunes poetes aux alentours des annees 50: 

Toute oeuvre est etrangere, toute parole absente 
Et Ie poeme rit et me detie de vivre 
Ce desir d'un espace ou Ie temps serait nul 
Et c'est don du neant ce pouvoir de nommer.6 

J'ai laisse entendre au seuil de cette analyse que Baudelaire 
se situait it l'origine d'une tradition, ce qui implique une ma­
niere d'influence. On trouve dans les poemes de jeunesse de 
Mallarme et dans la poetique de Valery l'echo assourdi d'une 
conception bien precise de la poesie et de l'art. Mais ces dis­
ciples sont alles beaucoup plus loin dans leur recherche d'une 
langue neuve ou d'une perfection reelle. Que l'on aime ou non 
Valery on ne peut mettre en doute la beaute sans faille du 
"Cantique des Colonnes" ou de "Palme." Je crois avoir assez 
dit qu'il etait difficile d'adopter la meme attitude it l'egard des 
Fleurs du mal. C'est sans doute pourquoi Guillaume Apolli­
naire declarait des 1917 it propos de Baudelaire: "Son esprit 
prophetique n'a pas su prophetiser. Son influence s'acheve it 
present. Et ce n'est pas un mal." 

Sur Ie point de conclure, je me prends soudain it mediter 
sur l'extreme confusion des tendances actuelles. II n'est que 
de frequenter festivals et colloques pour juger de l'ampleur du 
probleme. La mode, Ie snobisme, Ie fanatisme (il etait reli­
gieux, il est aujourd'hui politique), nous incitent it la plus 
grande prudence. On a parfois l'impression d'etre pris entre 
l'homme de Neanderthal et Ie cerveau electronique. Dans ces 
conditions, il n'est pas deplace de revenir aux chefs-d'oeuvre, 
au Baudelaire du "Balcon," de "La Chevelure," de "Chanson 
d'Automne," de "L'Invitation au Voyage," de "Ciel BrouiIle," 
d' "Harmonie du Soir," it 

Un coeur tendre, qui hait Ie neant vaste et noir. 
NOTES 
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Nizet, 1959), p. 147. 

2. Art poetique (Paris: Gallimard). 
3. Lettre it Poulet-Malassis du 13 mars 1860 (CG, III, 66). 
4. Baudelaire (Paris: Gallimard ["Les Essais", XIV], 

1947), p. 26. 
5. Climate of violence. The French literary tradition from 

Baudelaire to the present (N.Y.: Macmillan, 1967), p. 9. 
6. Roger Giroux; cite dans Jean Paris, A nthologie (lela 

poesie nouvelle (Monaco: Editions du Rocher). 



SOME INFLUENCES OF BAUDELAIRE 
BY 

ALLEN TATE 

Twelve years ago, I was asked to participate in a similar 
programme at the University of Iowa. I regretfully declined, 
on the ground that I did not know enough about Baudelaire 
to say anything that would interest me, to say nothing of the 
captive audience that might have listened with attention less 
than rapt. What was true then is truer now: I have not so 
much as tried to- order a dinner in French for more than 
fifteen years, and of Baudelaire's poems I have read only a 
few in the past thirty years for some practical purpose, such 
as looking up a passage that I wanted to use to illustrate an 
argument. But this is Vanderbilt, and the begetter of this 
symposium is William Bandy, myoId friend whom I had not 
seen on this campus for exactly forty-six years. Even then he 
knew more about Baudelaire than anybody else in the world, 
including those proud provincial persons who inhabit trans­
Alpine Gaul. I believe he suggested that I say something 
about Baudelaire's influence on American poets. That would 
be a scholarly task for which I am not qualified. I shall stretch 
my capacity to the limit if I succeed in saying something about 
Baudelaire's influence on one or two poets. 

But first one must try to decide what literary influence is­
or rather not what it is abstractly, to which all kinds of in­
fluence must be trimmed; but what kinds of influence a poet 
of the 1850's in France could have on some poets more than 
a century later in the English-speaking world. We have heard 
a great deal, since Rene Taupin's L'Influence du Symbolisme 
franf}ais sur la poesie americaine, about the influence of Cor­
biere and Laforgue. That influence has been pervasive, and 
back of it stands the figure of Charles Baudelaire, a greater 
poet than any of his great successors, among whom are en­
rolled, besides those I have named, Mallarme and Valery. But 
the extent of Baudelaire's influence has been limited by schol­
ars and critics to literary correlations: this poem by Swin­
burne shows the influence of that poem by Baudelaire. Baude­
laire's influence has been both literally literary and much more 
profound; it has also been mysterious. 

May I cite myself as an example of how devious poetic in­
fluence can be? Back in the Twenties Robert Graves and Laura 
Riding, in A Survey of Modemist Poetry, said that I had ob­
viously been influenced by T. S. Eliot before I had read him. 

33 



I still think that this was a sensible observation; and I inter­
pret it to mean that both Eliot, on a large scale, and I, on a 
smaller scale, were similar because we had been affected by 
at least two aspects of the poetry of Baudelaire. 

First there is the style. One must be careful about it be­
cause stylistic influence from one language to another usually 
results in misunderstanding, or misuse. Baudelaire's formal 
versification, his mastery of the classical alexandrine and of 
many strict stanzaic patterns, could not alone have exerted a 
powerful influence; many of Baudelaire's contemporaries were 
formal masters-Banville, Musset, Villiers de l'Isle-Adam, and 
others; and even in English there were models, like the metri­
cal virtuoso Swinburne, and smaller poets: Patmore, Dowson, 
and Wilde. The unique Baudelairean quality of the language 
could not be imitated. This style is at once evocative and pre­
cise, as well as coarse, eloquent. and dignified; and its anomaly 
consists in the elegance of tone towards a subject-matter grim 
and sordid. 

The reality of Baudelaire's subject is in his vision of life 
in a great modern city, a megalopolis as it is fashionable to­
day to call it; and Baudelaire was the first great poet to 
respond to the menace of its dehumanization. Poe was his fore­
runner in his own vision of the power of evil, but Poe with­
drew into a fantasy in which his vision lacks the immediate 
reality of actual human beings suffering from alienation and 
the consequences of l'acte gratuit: action evilly motivated by 
an imp of the perverse. In the 1840's Baudelaire discovered 
an American writer whose rejection of modern bourgeois civil­
ization charged his own imagination so powerfully that he 
prayed, or said that he prayed, to Poe every day. This is a 
brilliant example of how a writer of the second order can 
focus and concentrate the vision of a writer of the first order. 
(We seldom learn much from poets greater than ourselves, or 
we learn to use parts of them only.) Poe's "The Man of the 
Crowd" is Baudelaire's dehumanized man of the City, mass­
man who is without community and without the historic reli­
gious communion. 

For Baudelaire is a profoundly religious poet. There is, I 
believe, an unsettled dispute about the exact nature of his 
Christianity. Fran~ois Porche and, more recently, Enid 
Starkie have shown us that his early religious influences were 
Jansenist, or Catholic puritanism, which pushed the doctrine 
of Original Sin towards Calvinist Natural Depravity. I sus-
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pect that this is much too simple; yet there is no trace in 
Baudelaire of the possibility of redemption through grace or 
repentance; for Baudelaire's Man of the City, which cannot 
be the City of God, is doomed by his congenital vices to yield 
to the power of Satan; and hence we get his ironic Satanism, 
his ironic worship of the triumphant powers of Darkness 
which must be worshipped because they are all-powerful. For 
Satan is the Manichean demigod who, like Blake's Accuser, is 
God of this world. Along with this extreme Jansenism there 
is the influence of Swedenborg which seems to have given him 
an attitude towards nature somewhat in conflict with his 
Manicheeism. I allude to the famous sonnet Correspondances 
which expounds an epistemological doctrine of nature as a 
complex of "signatures" which can be understood through 
synaesthesia. 

But my concern today is the influence of Baudelaire's in­
fernal city on poets nearer to us. For my purpose, which I 
am trying to make clearer as I proceed, I shall consider for a 
moment a famous and moving, but not a great Baudelaire 
poem: Les Sept Vieillards-"The Seven Old Men." The first 
two lines have been widely quoted in our time: 

Fourmillante cite, cite pleine de reves, 
Oll Ie spectre en plein jour raccroche Ie passant! 

The spectre is both singular and seven-the same evil old man 
multiplied seven times, walking with a stick, stooped so that 
his back makes a right angle with his legs, a grotesque figure 
whose posture prevents the sight of Heaven. These seven-in­
one are identical because the damned are identical-they are 
du meme enter venu: come from the same hell. The "city" 
swarms with them; they are seven here with a glance at the 
Seven Deadly Sins; yet all damnations are the same. One 
wonders whether the poet began with these figures of the 
walking dead, or whether the image of the "swarm" came to 
him first, and the old men developed out of the anonymous 
character of the swarm. For to swarm in French means to 
behave like ants (fourmi-ant) in an ant-hill, creatures driven 
only by natural appetite; and men so driven have become de­
humanized. The ant-hill as a symbol of the anonymous city 
is a commonplace. The shocking development of the image 
here only a great imagination could have achieved. The vi­
sion of the poem penetrates nineteenth-century optimism, as 
it casts its shadow upon our own Utopian social philosophy; 
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for Baudelaire detested the ideas of progress, democracy, so­
cialism, and the doctrine of the perfectibility of man. So did 
Poe; and Baudelaire marvelled that a man born in the raw 
American democracy could maintain against the mob an aris­
tocratic contempt. Poe's great denunciation of the rule of 
applied science and of the anonymous democrat, in "The Col­
loquy of Monos and Una," Baudelaire himself might have 
written. 

If there is no redemption, and the only reality is the pain 
consequent upon sin, then what T. S. Eliot said about Baude­
laire goes to the heart of the matter. He said: "In a para­
doxical way, it is better to sin than to do nothing, for in sin 
one is at least alive." The alternative to sin is Boredom­
Ennui-and there is no middle ground of feeling or action. 
What Baudelaire called ennui Christian theology calls accidia, 
spiritual drouth or negativism, in which the will is paralyzed; 
and if the consequence of sin is pain unrelieved by repent­
ance, the spiritual consequence of accidia is despair, or the 
loss of the theological virtue of hope. The one way out of the 
Baudelairean dilemma is the pursuit of le nouveau--the new 
sensation which must always be followed by another new 
sensation until the sensibility is exhausted, the self-destructive 
end towards which the empty spirit moves, the end which 
Baudelaire salutes as "Death, Old Captain" who will give the 
final sensation and so the end of all sensation. Here we see 
that Baudelaire, like all great poets, is profoundly didactic. 
I feel no embarrassment in extending his moral to our time. 
The anonymous mobs that ravage the streets of the great 
cities of the western world, the psychedelic pursuit of extra­
sensory sensation, and, in the young, the oscillation between 
inane "contemplation" and gregarious violence, are all fore­
seen by Charles Baudelaire in his own Fourmillante cite, a 
city which is the complete inversion of St. Augustine's City 
of God. (In a moment I shall return to this idea in my con­
cluding observations.) 

It has been said that all French poetry after 1857, the year 
Les Fleurs du Mal was published, came out of Baudelaire. 
Could we say the same of modern American and British 
poetry? Yes, of a great deal of it; or at any rate our modern 
poets have before them the dehumanized swarm, of which 
they are also citizens; and the perpetuation of Baudelaire's 
vision was inevitable, even among poets who have not felt his 
direct literary influence. I shall quote here passages from 
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several poets that come to my memory, and that sound like 
translations of Baudelaire's own verse. 

Look steadily-how the wind feasts and spins 
The brain's disk shivered against lust. Then watch 
While darkness, like an ape's face, falls away 
And gradually white buildings answer day. 

-Hart Crane 

* * * 
Yet, to the empty trapeze of your flesh, 
o Magdalene, each comes back to die alone. 
Then you, the burlesque of our lust-and faith, 
Lug us back lifeward, bone by infant bone. 

-Hart Crane 

* * * 
High from the central cupola, they say 
One's glance could cross the borders of three states; 
But I have seen death's stare in slow survey 
From four horizons that no one relates. 

-Hart Crane 

* * * 
And what rough beast, its hour come round at last 
Slouches towards Bethlehem to be born? 

-W. B. Yeats 

* * * 
Brother, my brother, whither do you pass? 
Unto what hill at dawn, unto what glen, 
Where among rocks the faint lascivious grass 
Fingers in lust the arrogant bones of men? 

-Robert Penn Warren 

* * * 
Great lovers lie in hell, the stubborn ones 
Infatuate of the flesh upon the bones; 
Stuprate, they rend each other when they kiss, 
The pieces kiss again, no end to this. 

-J ohn Crowe Ransom 

* * * 
The house leaks and leans. Night's roof-timbers glut 
To rain on those wide planks the dead have thinned 
With their loud feet. Here where the door is shut 
We sit to shudder in the rising wind. 

-John Peale Bishop 
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Be minimum, then, to swim the hiving swarms 
Out of the Square, the Circle burning bright­
A void the glass doors gyring at your right, 
Where boxed alone a second, eyes take fright . 

-Hart Crane 
* * * 

We, too, back to the world shall never pass 
Through the shattered door, a dumb shade-harried crowd, 
Being all infinite, function, depth and mass 
Without figure, a mathematical shroud. 

Hurled at the air, blessed without sin. 
o God of our flesh, return us to your wrath, 
Let us be evil could we enter in your grace 
And falter on the stony path. 

-Allen Tate 

* * * 
The idea of the City of God, or the Holy City, is elt least 

as old as the fourth century. In the Middle Ages it had 
become Imperial Rome, the cradle of the Church, with Vergil 
as its prophet; and Dante passed it on to a great poet of this 
century, T. S. Eliot. Mr. Wallace Fowlie has traced in detail 
the influence of Baudelaire on Eliot. I am concerned here with 
Eliot's extension of Baudelaire's vision of the Holy City tra­
duced and perverted by twentieth century man. 

Unreal City, 
Under the brown fog of a winter dawn, 
A crowd flowed over London Bridge, so many, 
I had not thought death had undone so many. 
Sighs, short and infrequent, were exhaled, 
And each man fixed his eyes before his feet. 
Flowed up the hill and down King William Street, 
To where Saint Mary Woolnoth kept the hours 
With a dead sound on the final stroke of nine. 

Among the crowd I can see Baudelaire's Seven Old Men, as 
Eliot himself saw in the London street the damned shoving 
one another towards Charon to be ferried from Limbo into 
Hell. 

The passage continues: 
There I saw one I knew and stopped him, crying "Stetson !" 

"You who were with me in the ships at Mylae, 
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"That corpse you planted last year in your garden, 
"Has it begun to sprout? Will it bloom this year? 
"Or has the sudden frost disturbed its bed? 
"Oh, keep the Dog far hence that's friend to men 
"Or with his nails he'll dig him up again. 
"You-hypocrite lecteur!-mon semblable,-mon frere!" 

Hypocrite reader, my double, my brother. It is the last line 
of Baudelaire's great poem Au Lecteur, the introduction to 
Les Fleurs du Mal warning the reader that if he is revolted 
and outraged by the poems that follow, he is revolted and out­
raged by himself. In conclusion I shall read Mr. Robert Low­
ell's translation or, as he calls it, "imitation," a powerful poem 
independently of the original. 

TO THE READER 1 

(FOR STANLEY KUNITZ) 

Infatuation, sadism, lust, avarice 
possess our souls and drain the body's force; 
we spoonfeed our adorable remorse, 
like whores or beggars nourishing their lice. 

Our sins are mulish, our confessions lies; 
we play to the grandstand with our promises, 
we pray for tears to wash our filthiness, 
importantly pissing hogwash through our styes. 

The devil, watching by our sickbeds, hissed 
old smut and folk-songs to our soul, until 
the soft and precious metal of our will 
boiled off in vapor for this scientist. 

Each day his flattery makes us eat a toad, 
and each step forward is a step to hell, 
unmoved, though previous corpses and their smell 
asphyxiate our progress on this road. 

Like the poor lush who cannot satisfy, 
we try to force our sex with counterfeits, 
die drooling on the deliquescent tits, 
mouthing the rotten orange we suck dry. 

Gangs of demons are boozing in our brain­
ranked, swarming, like a million warrior-ants, 
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they drown and choke the cistern of our wants; 
each time we breathe, we tear our lungs with pain. 

If poison, arson, sex, narcotics, knives 
have not yet ruined us and stitched their quick, 
loud patterns on the canvas of our lives, 
it is because our souls are still too sick. 

Among the vermin, jackals, panthers, lice, 
gorillas and tarantulas that suck 
and snatch and scratch and defecate and fuck 
in the disorderly circus of our vice, 

there's one more ugly and abortive birth. 
It makes no gestures, never beats its breast, 
yet it would murder for a moment's rest, 
and willingly annihilate the earth. 

It's BOREDOM. Tears have glued its eyes together. 
You know it well, my Reader. This obscene 
beast chain-smokes yawning for the guillotine­
you-hypocrite Reader-my double-my brother! 

l From Imitation •• copyright C 1960 by Robert Lowell, used with permission of the 
author and his pubHsher, Farrar, Straus and GIrcnDr. IDe. 
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BAUDELAIRE AS ART CRITIC 

BY 

JOSEPH C. SLOANE 

Though much has been written about Baudelaire's art criti­
cism, the subject seems to remain inexhaustible, mainly be­
cause we are still unable to establish precise interpretations 
of his meaning, and because we are also unable to reach com­
plete agreement as to the true function of an art critic.1 Any 
claim to clear up these matters here would be presumptuous, 
but to succumb to the temptation to talk about them, is surely 
no sin in this distinguished company. 

Candor compels the admission that the poet's reputation as 
a great art critic cannot rest on his rather modest ability to 
distinguish good art from bad, or note the appearance of 
great art when this rare event occurred, as it did several times 
during his career. This may come as a shock to the uniniti­
ated, who can be forgiven for thinking that such skill would 
be a prerequisite for anyone intending to practice this par-

1. The most complete single edition of Baudelaire's writings 
on the visual arts is the volume entitled Curio sites esthetiques, 
edited with excellent critical introductions by Jean Adhemar, 
and published recently in Lausanne (n.d.). All the interesting 
scraps are included in chronological order together with the 
more famous essays and accompanied by a good short bibli­
ography. More extended bibliographies can be found in many 
places such as A. Tabarant, La Vie artistique au temps de 
Baudelaire, Paris, 1942; M. Gilman, Baudelaire the Critic, 
N.Y., 1943; Gita May, Diderot et Baudelaire, Geneva and 
Paris, 1957; Lucie Horner, Bau,delaire Critique de Delacroix, 
Geneva, 1956. A recent important addition to the literature 
was 'the publication of a symposium on Baudelaire as a critic 
in the May, 1968 issue of Preuves; the essay "Presence et pre­
sent" by Octavio Paz was particularly rewarding. The author 
cannot pass by this opportunity to record his lasting debt to 
the late Margaret Gilman who, as colleague, teacher, and 
friend, taught him much of the little he knows about Baude­
laire. For many interesting ideas and excellent bibliographi­
cal help, thanks are due to Miss Marjorie Schreiber who is 
currently at work on a doctoral dissertation concerning Baude­
laire's art criticism, especially his use of the musical analogy. 
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ticular literary trade. Even more confusing is the fact that 
he had an awkward habit of both praising and blaming the 
object of his attention without striking any final balance be­
tween the two, leaving the reader to make up his own mind, 
more about the critic's view of the artist, than the artist's 
absolute merit. It is regrettable, but true, that this ambiva­
lence has, from time to time, been exploited by writers almost 
too anxious to establish Baudelaire's critical prestige. 

If pressed on the matter of his artistic judiciousness, one 
need only cite those passages favorable to painters whose sub­
sequent reputations make it essential for him to have praised 
them. Let one example, drawn from Enid Starkie's fine bi­
ography, make the point: (The italics are mine). 

Thus all forms of modernity were capable and worthy 
of becoming classic, and if they did not do so, the fault 
lay with the artist and not with the age. It was this ap­
preciation of the beauty of modernity which he admired 
in Courbet. 'II faut rendre a Courbet cette justice qu'il 
n'a pas peu contribue a retablir Ie gout de la simplicite 
et de la franchise, et l'amour desinteresse, absolu de la 
peinture.' 2 

But of course Baudelaire didn't really admire Courbet-even 
though they had been friends for some years-and it is sig­
nificant that his name does not even appear in any of the long 
and rather pitiful lists of friends who were to receive books 
or other mementos after the poet's death.3 To get the true 
flavor of the quotation Starkie uses, one must read Baude­
laire's entire paragraph, one of only two which were ever de­
voted to this most important of all painters to appear in the 
'fifties: 

Depuis l'epoque climaterique ou les arts et la litterature 
ont fait en France une explosion simultanee, Ie sens du 
beau, du fort et meme du pittoresque a toujours ete di­
minuant et degradant. Toute la gloire de l'Ecole fran­
c;aise, pendant plusieurs annees, a paru se concentrer dans 
un seul homme (ce n'est certes pas de M. Ingres que je 

2. Enid Starkie, Baudelaire, (New Directions) Norfolk, 
Conn., 1958, p. 292. 

3. Oeuvres Completes de Charles Baudelaire; C01Tespond­
ance Generale, ed. Jacques Crepet et Claude Pichois, Paris, 
1953, Vol. VI. 

42 



veux parler) dont la fecondite et l'energie, si grandes 
qu'elles soient, ne suffisaient pas it nous consoler de Ia 
pauvrete du reste. II y a peu de temps encore, on peut 
s'en souvenir, regnaient sans contestation la peinture pro­
prette, Ie joli, Ie niais, l'entortiIle, et aussi les pretenti­
euses rapinades, qui, pour rep res enter un exces contraire, 
n'en sont pas moins odieuses pour l'oeil d'un vrai amateur. 
Cette pauvrete d'idees, ce tatillonnage dans l'expression, 
et enfin tous les ridicules connus de la peinture fran­
c;aise, suffisent it expliquer l'immense succes des tableaux 
de Courbet des leur premiere apparition. Cette reaction, 
faite avec les turbulences fanfaronnes de to ute reaction, 
etait positivement necessaire. II faut rendre it Courbet 
cette justice, qu'il n'a pas peu contribue it retablir Ie gout 
de la simplicite et de la franchise, et I'amour desinteresse, 
absolu, de la peinture.4 

This is indeed praise, but it is qualified heavily enough to 
make it sound much less than enthusiastic, an impression ex­
actly similar to the one left by the paragraph in his review 
of the Exposition Universelle in 1855.5 

The Oxford Dictionary defines a critic as "a judge of liter­
ary 01' artistic works" while E. M. Forster says that the only 
activitr which can establish a raison d'etre for criticism is 
love. fl Here are two very divergent concepts of the critic: one, 
as a person who sets out to make value judgments among 
works of art and their authors, the other, as simply a lover. 
Baudelaire himself said: "-mais, -un beau tableau etant la 
nature reflechie par un artiste, -(la meiIleure critique est) 
celle qui sera ce tableau retlechi par un esprit intelligent et 
sensible." But in practice he surely came far closer to Forster's 
modern position than to the judicial one.7 Is it, therefore, 

4. Adhemar, op. cit., p. 390. (This book will hereafter be 
referred to simply as Adhemar.) 

5. The Mirror of Art. Critical Studies by Charles Baude­
laire, trans. and ed. by Jonathan Mayne, Doubleday Anchor, 
Garden City, 1956, p. 205. (Hereafter referred to as Mayne.) 
For the same passage in the original, see Adhemar, p. 205. 

6. This is from a book of his essays entitled Two Cheers 
f01' Democracy. 

7. Adhemar, p. 111; Mayne, p. 41. The key word here is 
the verb 1'e!lechir which can mean both "reflect" and "reflect 
upon." 
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quite permissible for him to escape the Oxford definition alto­
gether? Mr. Mayne indignantly rejects any necessity for his 
being prophetic since his immense contributions to the litera­
ture of criticism render any adverse comment in this area 
quite petty. "Any such possible shortcomings" he says, "are 
fundamentally insignificant." 8 This may well be true, but it 
remains a fact that in 1845, 1846, 1855, and 1859 Baudelaire 
did indeed pass many judgments, and in other writings he 
made similar decisions about artistic merit in essays, notes and 
other fragments. Of all the masters of the day, and there were 
several, he was truly enthusiastic about only one, his idol 
Delacroix. 

If a critic thus chooses to be at least partly a judge, and if 
Baudelaire made only one wholeheartedly affirmative judg­
ment out of the many which our hindsight shows he should 
have made, can it honestly be said that he was a superior 
example? In an article entitled "Baudelaire et Manet," Phi­
lippe Rebeyrol addresses himself to this paradox, mounting a 
shrewd attack on the whole assumption.9 The hinge of his 
argument turns on the undeniable fact that although it was 
clear to other writers in the early 'sixties that Manet was a 
great original talent,lo Baudelaire hardly lifted a pen in his 
defense at the very time his articles extolling the far smaller 
gifts of Constantin Guys appeared in print.ll Rebeyrol ex­
tends his examination to other artists: Ingres, Courbet, Corot, 
et al., who should have been admired but really were not, and 

8. Mayne, p. xix. 
9. Philippe Rebeyrol, "Baudelaire et Manet," Les Temps 

modernes, 5e Annee, No. 45, Vol. 5 (1949-1950), pp. 707-725. 
10. Rebeyrol cites Zola's defense of Manet which is hardly 

fair because it was written a number of years later in 1867 
when Manet was far better known. However, Edmond About, 
Zacharie Astruc, and Gonzague Privat had all written in his 
defense. See J. C. Sloane, French Painting between the Past 
and the Present, Princeton, 1951, Chaps. XVII and XVIII. See 
also Manet and His Critics by George H. Hamilton (Yale, New 
Haven, 1954). The literature on this relationship is now ex­
tensive. 

11. Adhemar (p. 400) notes that these essays were written 
between 1859 and 1860 though they were not published until 
1863. Manet and Baudelaire had been friends for some time, 
but the painter really did not need defense until 1863. 
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arrives at the conclusion that the reason for this failure lay 
in the fact that Baudelaire confused, or fused, romanticism 
and modernism: "Qui dit romantisme dit art moderne." 12 But 
modernism was clearly in the ascendant while romanticism­
at least of the Delacroix variety-was equally plainly on the 
wane, so that a critical position based on any fusion of the 
two, in Rebeyrol's view, was fundamentally untenable. 

'The unusual equation of modernism with romanticism de­
rives from Stendhal's requirement that art be emotionally 
satisfying to its own times so that art from any period can 
be "romantic." 13 Baudelaire insists that romanticism is the 
expression of modern beauty, with the consequence that the 
term can be applied only to an artist who appeals strongly to 
modern man by way of feeling. Since Delacroix moved him 
with an almost overwhelming force, the painter became both 
the greatest romantic and the greatest modern. Yet Dela­
croix, historically considered, was not modern but virtually 
the last of the great masters of the European tradition, tied 
irrevocably to a past which he admired and to which he com­
pared himself. His color was magnificent, his legacy to the 
art which followed, but it was hardly the whole of romanti­
cism, or modernism either. Baudelaire correctly regarded him­
self as intensely modern; so the artist who most appealed to 
him must be modern too. And yet, if only one painter, an 
aging one at that, satisfied the requirements of this arbiter 
of modernity, what about the other contemporary masters 
whose contributions we now acknowledge? The poet's position 
is explicable, but it does not make him prophetic in any his­
torical sense. Rebeyrol is content simply to have identified 
these inadequacies, but we remain as puzzled as ever in the 
presence of some of the finest writing on art in the literature. 
The paradox remains. 

A ~eview of nineteenth century criticism shows that a re­
spectable number of writers were aware that the course of 
pictorial expression was going to have to change since it was 

12. From "Qu'est-ce que Ie romantisme?" in the Salon of 
1846, Adhemar, p. 115. 

13. Stendhal (H. Beyle), Racine et Shakespeare (Oeuvres 
Completes. Ed. Le Divan, Editor H. Martineau, Vol. 5, p. 43. 
"Ce que c'est que Ie Romantisme.") For further discussion 
see M. Gilman, op. cit. 
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in serious danger of becoming altogether lifeless.14 The long, 
classic-Italian-European tradition was dying for the reason 
that its content, both religious and historical, as well as the 
style used to express it, were alike meaningless in the differ­
ent world even then coming into being. Stendhal, whose His­
toire de la Peinture en Italie had influenced Baudelaire pro­
foundly at the outset of his career as an art critic, was per­
haps the first to announce the necessity for a "modern" beauty 
to replace the outworn variety from the classic tradition.15 

Warfare in the nude (as in David's Sabines) was hardly a 
propos in a time when men died by bullets fired from guns 
they never saw (as in Gros' Battle of Eylau). Art simply had 
to get in better tune with its own day. 

However, as late as the Exposition Universelle of 1855, 
painting had not yet followed this sage advice, and Ingres and 
Delacroix, the featured stars of the great retrospective exhibi­
tion held in place of the usual Salon, were both men whose 
,york was rooted in the past, in spite of the ultimate modernity 
of the line of the one and the color of the other. Michelangelo, 
Rubens, and the Venetians were the ancestors of Delacroix, 
while Ingres, it must be admitted, was essentially a Pre­
Raphaelite. 1G Furthermore, although the master from Montau­
ban had a large and flourishing group of "pupils" while his 
rival really had none, they both failed to leave behind a fol­
lowing capable of carrying on an art which virtually came to 
an end with them, a fact which Baudelaire was quick to sense 
with that rebellious perception which was so often at odds 
with his more extended opinions: "II est vrai que la grande 

14. Cf. Sloane, 0]). cit., Part One, passim. 
15. Cf. M. Gilman, op. cit., pp. 46-52. Most of the material 

Baudelaire used came from Stendhal's Histoire de la Peinture 
en Italie, especially the famous chapter entitled "Du beau 
ideal antique et moderne." (It is of some interest that Stend­
hal helped himself as liberally from his sources as Baudelaire 
did from him.) "It is absurd to march off to battle with no 
clothes on." (From Melanges d'aJ't, quoted here from E. G. 
Holt, From the Classicists to Impressionists, N.Y. (Anchor), 
1966, p. 40. 

16. There is real need for a careful study of Pre-Raphaeli­
tism in France. The Nazarenes obviously influenced Ingres, 
and Paul J anmot painted scenes which strongly resemble the 
gtyle of Rossetti and his friends. 
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tradition s'est perdue, et que la nouvelle n'est pas faite." If 
this was true, where then was Delacroix, "Ie peintre Ie plus 
original des temps anciens et des temps modernes?" 17 How 
could modernity continue if it was soon to come to an end 
with an aging master whose reputation had been made a good 
fifteen years before? What posterity actually took from each 
was highly selective and quite unexpected, but from the van­
tage point of someone then alive, neither master could really 
offer much hope for a strong French school in the immediate 
future. Baudelaire spoke somberly of "the present decadence 
in painting" and hoped he would soon be able to celebrate the 
arrival of the new. 

But quite aside from a scarcity of artists to carryon French 
preeminence, there was the vexing matter of determining 
what this modern art was to be like. "II faut etre de son 
temps" the phrase ran, but how?1 8 Where lay the heart and 
truth of the new age? How might artists find and celebrate it? 
France, and western art generally, was facing a serious ex­
haustion of traditional subject matter, and given their back­
grounds, it was natural that writers and painters alike should 
hope to find a new iconography to replace the old. Baudelaire 
was in search of it in the famous essay on the heroism of 
modern life, while Courbet announced loudly that he was go­
ing to get along without angels. Millet's "little pariahs" were. 
of course, his own symbols for nineteenth-century man. 

In the end, the new art appeared from so unexpected a 
quarter that few recognized it as such. To make a sweeping 
generalization, it proved to be characterized by a growing in­
difference to the subject and a revolutionary emphasis on more 
individual variations of style. The person who, more than 
anyone, paved the way for this reversal of habitual ways of 
thinking about art was Courbet, who promptly became the 
focus of the uproar which so profound a shift was bound to 
cause: What antagonized his contemporaries was the fact that 
by taking as themes whatever he chose from country funerals 
to heavy ladies in the woods, he levelled out the traditional 
addiction to "higher" and "lower" subjects. Champfleury, 

17. From "De I'Herolsme de la vie moderne," Adhemar, p. 
191. The phrase about Delacroix is from the Salon of 1845, 
(Adhemar, p. 38). 

18. See G. Boas, "II faut etre de son temps," Journal of 
Aesthetics and Art Criticism, Vol. 1, 1941, pp. 52-65. 
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looking for support for his views on realism, hailed him as the 
founder of a new movement, which in actual fact never really 
materialized,19 but Courbet, delighted to accept this election, 
responded superbly by painting a grand gesture of defiance 
against tradition and the supremacy of history painting.20 

L'Atelier, of a size to match David's Sacre, was entitled a 
"real allegory of seven years of my artistic life," perhaps the 
most fantastic self-advertisement in all the history of paint­
ing. But if it was the history picture to end all history pic­
tures, it was also modern by being quite without any dramatic 
action and full of ordinary people serving as a private sym­
bolic statement. The painting was actually a kind of explana­
tion of his other pictures which ranged from nudes to still 
lives, all of which were of equal importance.21 Baudelaire 
really couldn't accept such an approach: "Je ne puis jamais 
considerer Ie choix du sujet comme indifferent." 22 

Once this devaluation of subject matter had occurred, the 
way lay open for Manet and the Impressionists who were not 
realists but accepted the neutrality that realism postulated, 
along with its themes drawn from contemporary life. In spite 
of Nils Sandblad's important study of three of Manet's pic­
tures (La Musique aux Tuileries, Olympia, L'Execution de 
Maximilien) which attempts to read more drama into them 
than is really there (especially in the case of the much-debated 
Execution), the evidence is overwhelming that after Courbet's 

19. AdMmar publishes the rough notes for a curious attack 
on Champfieury and Courbet which was to have been called 
"Puisque realisme il y a" but which was never written. First 
published by Jacques Crepet in 1938, it had been found among 
Champfieury's papers. (See Adhemar, pp. 225-228.) 

20. See Rene Huyghe, Courbet. L'Atelier (Monographies 
des peintures du Musee du Louvre) Paris, n.d. The interest­
ing matter of the portrait of Jeanne Duval on the wall beside 
the figure of Baudelaire is discussed at some length. For this 
picture see also Werner Hoffman, The Earthly Paradise, N.Y. 
1961, where an extended analysis of its presumed symbolic 
meaning is given. 

21. The range of subject matter in Courbet's art was possi­
bly wider than that of any other artist of the day. In spite 
of his few controversial canvases he had become very popular 
by the mid-'sixties. 

22. AdMmar, p. 371, from the Salon of 1859. 

48 



example, all forms of dramatic content declined in the main 
stream of modern art.23 The traditional hierarchy of subjects 
had been based squarely on the assumption that great human 
action was a measure by which painting could be judged, and 
for this reason landscape was to be found, along with still life, 
at the bottom of the ladder, where it still was in Baudelaire's 
opinion. But it was precisely landscape which was to be one 
of the chief glories of the new art. A most fundamental 
change was taking place, and Courbet and Manet were the key 
figures in it. 

It is always dangerous to climb inside the mind of the per­
son under analysis in order to be able to report confidently 
just how things look from there, but in the present instance 
unusual caution is in order, because Baudelaire was far too 
complex for the attempt to be successful. Even from outside, 
however, we are able to discern certain revealing character­
istics of his approach when dealing with specific works of art 
and individual artists. 

Rebeyrol suggests very persuasively that Baudelaire re­
duced nearly every critical enterprise to a panegyric about 
Delacroix simply because, to use the modern phrase, Dela­
croix "turned him on." 24 The painter was actually astonished 
by what he read in these essays, and as often as not, some­
what annoyed. The two were never friends, and Baudelaire 
had to be content in this instance to worship from afar and 
without much personal encouragement from his subject. So 
we can guess that what gave rise to this remarkable praise 
was less a specific critical understanding of the man's work 
than the finding of a personal inspiration in it, which is not 
the same thing. Any attentive reader of the Salons is struck 
forcibly by the cold and rather lifeless tone which prevails 
when the author is dealing with artists whose efforts leave 

23. Nils G. Sandblad, Manet, Three Studies in Artistic Con­
ception, Lund, 1954. Sandblad reviews much of the debate on 
the significance of the Maximilian scene and comes to a con­
clusion quite different from that held by the present writer 
as set forth in "Manet and History," The Art Quarterly, Sum­
mer, 1951, pp. 93-106. 

24. Rebeyrol, op. cit., passim, but especially in the opening 
pages. 
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him cold.211 But once a certain note sounds from the picture, 
he is off into unbelievably exciting prose. One illustration of 
this phenomenon will have to suffice. 

A number of times Baudelaire indicated with clarity and 
force that landscape was an inferior form of art.26 His praise 
for Corot and Rousseau is chilly, forced from him by their 
present eminence, but nothing they do can really overcome the 
defect of the art form they practice. This is so obvious that 
some have claimed he would undoubtedly not have thought 
much of Impressionism had he lived to see it. But this might 
not have been the case as the following passage suggests. He 
is here speaking of a virtually unknown artist whom he had 
but recently met at Honfleur: 

S'iIs (the artists too lazy to paint landscapes with imagi­
nation) avaient vu comme j'ai vu recemment, chez M. 
Boudin qui, soit dit en pass ant, a expose un fort bon et 
fort sage tableau (Ie Pardon de sainte Anne Palud), plu­
sieurs centaines d'etudes au pastel improvisees en face de 
la mer et du ciel, iIs comprendraient ce qu'iIs n'ont pas 
l'air de comprendre, c'est-a-dire la difference qui separe 
une etude d'un tableau. Mais M. Boudin, qui pourrait 
s'enorgueillir de son devouement a son art, montre tres­
modestement sa curie use collection. II sait bien qu'iI faut 
que tout cela devienne tableau par Ie moyen de l'impres­
sion poetique rappelee a volonw; et i1 n'a pas la preten­
tion de donner ses notes pour des tableaux. Plus tard, 
sans aucun do ute, iI nous etalera, dans des peintures 
achevees, les prodigieuses magies de l'air et de l'eau. 27 

So far we are on good conservative ground by way of repeated 
injunctions to everyone, including the artist, not to confuse a 
sketch with a picture. But it is precisely here that the baffling 
quality of his reactions comes to puzzle us. He is about to de-

25. For a sample see Adhemar, p. 66, the discussion of a 
painting entitled Un intel'ieur d'alchimiste by Isabey. There 
are many others. 

26. See especially the essay "Du paysage" from the Salon 
of 1846 (Adhemar, pp. 362-371). One sentence will illustrate: 
"En somme, je n'ai trouve parmi les paysagistes que des ta­
lents sages ou petits, avec une tres grande paresse d'imagina­
tion" (p. 371). 

27. Ibid., pp. 367. 
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scribe how he was deeply moved in spite of himself, not by a 
"picture," but by sketches which we are warned are not pic­
tures. Now the popular charge laid against the art of the Im­
pressionists was that their works were unfinished, were, in 
effect, sketches, and thus not worth exhibiting for serious 
consideration. In like fashion Boudin's own art become more 
and more sketchy as he developed. Thus it is that Baudelaire's 
mind, which contains all the suitable warnings about what 
finished paintings ought to look like, gives way before his 
eye which finds intense delight in what is, so to speak, illegiti­
mate. Suddenly it turns on the full power of his splendid re­
actions which his intelligence would have kept safely locked 
up: 

Ces etonnantes etudes si rapidement et si fidelement cro­
quees d'apres ce qu'il y a de plus inconstant, de plus in­
saisissable dans sa forme et dans sa couleur, d'apres des 
vagues et des nuages, portent toujours, ecrits en marge, 
la date, l'heure et Ie vent; ainsi, par exemple: 8 octobre, 
midi, vent de nord-ouest.28 Si vous avez eu quelquefois Ie 
loisir de faire connaissance avec ces beautes meteoro­
logiques, vous pourriez verifier par votre memoire l'exac­
titude des observations de M. Boudin. La Iegende cachee 
avec la main, vous devineriez la saison, l'heure, et Ie vent. 
J e n'exagere rien. J'ai vu. A la fin, tous ces nuages aux 
formes fantastiques et lumineuses, ces tenebres chao­
tiques, ces immensites vertes et roses, suspendues et 
ajoutees les unes aux autres, ces fournaises beantes, ces 
firmaments de satin noir ou violet, fripe, roule, ou de­
chire, ces horizons en deuil ou ruisselants de metal fondu, 
toutes ces profondeurs, toutes ces splendeurs, me monte­
rent au cerveau comme une bois son capiteuse ou comme 
l'eloquence de l'opium. Chose assez curieuse, il ne m'ar­
riva pas une seule fois, devant ces magies liquides ou 
aeriennes, de me plaindre de l'absence de l'homme.29 

Would he again have forgotten about the impropriety of the 
sketch and the necessary presence of man before the prismatic 
colors of a Monet? We shall never know, but in any event his 

28. Those not acquainted with Constable's famous cloud 
stUdies will find them interesting illustrations of this passage. 
See Kurt Badt, John Constable's Clouds, London, 1950. 

29. Adhemar, pp. 367-368. 
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friends Courbet and Manet, both greater artists by far than 
Boudin, never received any treatment such as this. Some art 
moved Baudelaire to great writing, but most of it did not, and 
when the miracle occurred, the writing and the art were per­
fectly joined, but seemingly by accident. The man and the 
work had to vibrate on some mutual wave-length. 

A second observation is suggested by the concluding sen­
tence of the passage just quoted. Modernity for him had to 
do with man, not nature, and certainly not with the mechani­
cal reality of nature, as his utter scorn for the photograph (a 
medium which fascinated Delacroix) amply demonstrates.3o 

Indeed, the defects of landscape and realism both were con­
nected with the view of them as somehow mechanical; there 
was a kinship between the vulgarity of the photograph and 
what it was that Champfleury wanted.3 ! Modern man not only 
had to be there, he had to be psychologically presented, a re­
quirement which gives the real meaning to the poet's famous 
passage about the modernity of Delacroix's heroines like the 
Cleopatra: 

Mais toujours, et quand meme, ce sont des femmes dis­
tinguees; et enfin, pour tout dire en un seul mot, M. Dela­
croix me parait etre l'artiste Ie mieux doue pour ex­
primer la femme moderne, surtout la femme moderne 
dans sa manifestation heroYque, dans Ie sens infernal ou 
divin.32 

The examples of "the deputy" and "the sublime rascal" seen 
climbing the steps to the guillotine are alike in the fact that 
these modern persons are dramatic in their actions, dramatic 
and yet subtle in the way so well described by Octavio Paz: 

. . . en une societe uniforme, les etres qui se detachent 
par leur singularite ne sont pas, comme jadis, des indi­
vidus representatifs, mais des excentriques et des mar­
ginaux: Ie dandy, l'artiste, Ie criminel, les fiUes 'entre­
tenues', Ie solitaire perdu dans la foule, Ie mendiant, Ie 

30. "Le Public moderne et la photographie" from the Salon 
of 1859, Adhemar, pp. 313-321. "D'etranges abominations se 
produisirent," etc. 

31. Cf. the unfinished piece on Champfleury and Courbet 
referred to above, n. 18. 

32. Adhemar, p. 219, from the section on Delacroix in the 
review of the Exposition UniverseUe of 1855. 
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vagabond-les etres exception nels et non, comme jadis, les 
notabilites.33 

By contrast, the entire assemblage of persons in Courbet's 
huge Enterrement a Ornans is devoid alike of dramatic action 
and personal singularity; there is little psychological insight 
into human character, prosaic or otherwise. As Champfleury 
said, they looked as they did because of the hard life in the 
country.34 

The road-mender Flagey and the little boy in The Stone­
breakers are not presented as individuals either; their faces 
are invisible, turned away or hidden in shadow. It would 
seem, therefore, that the absence of drama constituted the 
absence of imagination about which the critic was so severe; 
Courbet, Baudelaire felt, was actually conducting a war 
against it.35 On top of this, of course, was the fact that the 
master of Ornans, like Millet, was painting the wrong people. 
Criticism of the use of country types was not confined to 
Baudelaire, other writers were complaining about "pariahs" 
and the "cult of the ugly." 36 Manet, at least, did not make 
this mistake, since as Sandblad says, he shared the "esprit 
flaneur" and his people were either Spanish (which was for­
givable), or urban.37 

However, there is one marked similarity between Manet's 
art and that of Courbet, and that is the absence of drama, the 
absence of personality in action. Manet's own personality was 
obviously agreeable to the poet (with the possible exception 
of the painter's habit of complaining of the treatment he was 
getting from the public and the critics) but friendship did 
not necessarily extend to an admiration for the paintings, or 
at least it was insufficient to set the critic off into the fine 
prose of the Delacroix passages, the Boudin appreciation, or 
the brilliant essay on the slender talents of the charming Guys. 

A striking difference between Courbet who led the artistic 

33. Octavio Paz, "Presence et present," Preuves, No. 207, 
May, 1968, p. 10. 

34. Champfleury, "Courbet" in Grandes figures d'hier et 
d'aujourd'hui, Paris, 1861, p. 242. It is reprinted from an 
article written in 1851. 

35. AdMmar, pp. 208-209, from the account of the Exposi­
tion Universelle, 1855. 

36. Cf. Sloane, op. cit., Chap. XIV. 
37. Sandblad, op. cit., p. 51. 
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revolution in the 'fifties, and Manet, who led it in the 'sixties, 
was that Courbet's style at the time of his greatest notoriety 
was essentially traditional and conservative, while Manet's 
was not. Delacroix admired the style but not the content of 
the pictures in the tent outside the Exposition Universelle, 
and even the austere Delecluze, staunch defender of Ingres, 
found kind words to say on the same score.38 But by the time 
Manet became the focus of the attack on modernism, the essen­
tial fault lay with the manner of painting. The Dcjeuner sur 
l'herbe and the Olympia were considered shocking, of course, 
but though the other paintings of that decade were not, the 
howls of rage did not diminish. The critics objected to a style 
marked by startling simplifications of contours, planes, and 
values. The fine surface nuances which play over COUl'bet's 
nudes were gone in the Olympia, replaced by a broader, more 
abstract concept of surface which owed less to nature and 
more to the artist's pictorial vision. Thus a comparatively 
extreme style was superimposed on the continuation of a na­
turalistic, non-dramatic subject matter to a point where the 
Fifer or the Dead Torero hardly remind us of their humanity 
in the Baudelairian sense at all. What the critic wanted was 
simply not there. An additional factor might also have been 
the fact that Manet's colors in this period, while wonderfully 
subtle, were heavily laced with black and brown values, thus 
lacking the sonority of the reds and blues of Delacroix's sym­
phonic canvases. 

One last characteristic of these baffling judgments has al­
ready been touched on in the case of his reaction to Boudin. 
It is the persistent conflict between the evidence of his eye 
and the dogmas imposed on it by his mind. "Je resolus de 
m'informer du pourquoi, et transformer rna volupte en con­
naissance."39 He probably should not have tried it. All stu­
dents of art history know that it is of the utmost importance 
to trust the eye's first impressions and deny its evidence with 
the greatest caution. Baudelaire had a fine eye; over and 
over he makes the shrewdest of observations about style, but 
if his mind, his imagination, was not also persuaded by a 

38. E. J. Delecluze, Exposition des artistes vivants, Paris, 
1851, p. 31. For Delacroix's opinion, see Journal de Eugene 
Delacroix, Ed. Andre Joubin, Vol. II, pp. 18-19. 

39. From Baudelaire's article "Richard Wagner et Tann­
hauser a Paris," La Revue Europcenne, April 1, 1861. 
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strong rush of feeling, the eye was overruled. It was thus 
with Ingres, whose incredible subtlety of line he perceived 
very well, while seeing to it that reactions to its grace did not 
finally interfere with his generally adverse judgment on the 
rival to his greatest hero. As Rebeyrol puts it: " ... i1 avait 
neanmoins !'instinct de la peinture, l'oeil infiniment sensible, 
ce regard 'sur et sous-aigu' que lui attribuait Barbey D' Aure­
villy, et il ressentait, quoi qu'il en eut, Ie charme irresistible de 
certains tableaux que sa pensee excluait." 40 Fundamentally 
art was not moving in a direction of which he could approve, 
whether his eye was delighted or not, whence his devastating 
comfort to the unhappy Manet: "Vous n'etes que le premie1· 
dans la decrepitude de votre art."41 

It would take another paper and more to discuss the reasons 
for Baudelaire's influence and reputation, but from what has 
already been said we can hazard the assertion that his power 
does not consist in telling us important things about the artists 
whose work he examined, but rather in demonstrating some 
of the ultimate capacities of the observer. This is what most 
of us are, in addition to being "mute inglorious Miltons," we 
are hopelessly clumsy about our feelings in front of a paint­
ing. The poet-critic spoke ahead of his time for the new ob­
server rather than for the new artist, and by so doing colored 
the thinking of all those who would some day be trying to 
react meaningfully to an art which was both hard to "under­
stand" and opposed to their habitual ways of thinking about 
it. In a rather pithy sentence in the Salon of 1846, Baudelaire 
says, after speaking of the low esteem in which artists hold 
critics, "Si l'artiste joue si facilement Ie beau role, c'est que 
Ie critique est sans doute un critique comme i1 y en a tant." 42 

The implication is clear; what is going on in art is something 
which the critic, that is to say, the observer, has an important 
part in as well as the artist, but only if he is great enough. 
That this was true in his case is proven by the essays on Guys 
in which the message of the critic is both more important and 
more artistic than the message of the artist.43 That Baudelaire 
did not really understand the historic significance of men like 

40. Rebeyrol, op. cit., p. 725. 
41. Oeuvres Completes, Correspondance Generale, Ed. 

Crepet et Pichois, Vol. V, p. 96. 
42. "A quoi bon la critique?", Adhemar, p. 111. 
43. Adhemar, pp. 399-446. 
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Courbet and Manet is offset by the fact that he somehow un­
derstood much about how people were going to have to feel 
about the art which was coming, the art these men were cre­
ating. By putting these feelings into magnificent prose, he put 
all non-artists in his debt forever. How can we ever repay 
him for having written these lines? 

Sans avoir recours it l'opium, qui n'a connu ces admira­
bles heures, veritables fetes du cerveau, ou les sens plus 
attentifs perc;oivent des sensations plus retentissantes, 
ou Ie ciel d'un azur plus transparent s'enfonce comme un 
abime plus infini, ou les sons tintent musicalement, ou 
les couleurs parle nt, ou des parfums racontent des mondes 
d'idees? Eh bien, la peinture de Delacroix me parait la 
traduction de ces beaux jours de l'esprit. Elle est revetue 
d'intensite, et sa splendeur est privilegiee. Comme la 

. nature perc;ue par des nerfs ultra-sensibles, elle revele Ie 
surnaturalisme.44 

This is not criticism so much as it is the highest possible 
quality of reaction. If the art was straight out of the Great 
Tradition, his answer to it was as modern as could be. Baude­
laire may possibly be the world's greatest master of response. 

44. Adhemar, p. 221. 
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LES ETUDES BAUDELAIRIENNES D'UN CONTINENT 
A L'AUTRE 

PAR 

CLAUDE PICHOIS 

Les annees Baudelaire ont vu maints colloques, maintes ex­
positions, des films, un ballet, des spectacles divers, moult 
articles, quelques livres, et elles ont entendu un nombre incal­
culable de betises. Sur cet amas, dont no us esperons tirer 
prochainement, Robert Kopp et moi, un petit livre pano­
ramique, sur cette ecume sUbsisteront, surnageront avant tout 
les expositions, pour peu que celles-ci aient fait 1'objet de 
catalogues bien rediges. Je pense notamment aux expositions 
organisees dans Ie Maryland par M. Melvin Zimmerman, a 
Bruxelles par M. Jean Warmoes, a Paris, enfin, par une equipe 
assez disparate. Nous y ajoutons maintenant l'exposition or­
ganisee par Ie Centre. 

Mais to ute exposition, par nature, appartient au passe. Elle 
constate l' existence, a un moment donne, de documents et 
d'oeuvres qui viennent parfois de tous les horizons et qui re­
partent ensuite vers tous les points cardinaux. Les catalogues 
restent, mais ils ne sont pas charges de conserver, de repro­
duire l'integralire des documents et des oeuvres qui ont ere 
exposes. 

Le Centre d'etudes baudelairiennes dont nous fetons au­
jourd'hui la naissance est d'une nature bien diiferente. II est 
genereusement tourne vers l'avenir. II ne montre presente­
ment que quelques-unes de ses richesses. En un sens, il conclut 
les annees Baudelaire. En un autre sens, il promet a chacun 
de nous que toutes les annees seront desormais des annees 
Baudelaire. II y a maintenant des Archives Baudelaire: c'est 
a Nashville qU'elles se trouvent; c'est a Nashville qu'il faudra 
venir travailler. La France ne contient rien de comparable, 
Ie fonds Crepet ayant ete, par une erreur regrettable, enfoui 
depuis 1952 dans les oubliettes de la Bibliotheque Nationale. 
Au reste, un fonds meurt, s'il n'est pas constamment renou­
vele. D'actives recherches peuvent parvenir a doubler un 
fonds existant ou du moins peuvent permettre de s'en passer. 
Le Centre de Nashville va au contraire se completer de ce qui 
lui manque et qui appartient au passe; et acquerir ce qui 
parait. II deviendra ainsi, a chaque instant, Ie fidele reflet de 
toute l'historiographie baudelairienne. 
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Dire I'interet eminent du Centre baudelairien de Nashville, 
c'est faire l'eloge de son createur, de son directeur, Ie profes­
seur William Thomas Bandy, et de l'inlassable activite, du de­
vouement sans defaillance qu'il a mis au service de Baudelaire. 
De lui, plus que de quiconque, on pourra declarer veridique­
ment qu'il n'a cesse de servir Baudelaire sans jamais se servir 
de Baudelaire. Tous les baudelairistes sont ses amis. 

Henri Martineau, de qui Ie nom restera indefectiblement 
attache aux etudes stendhaliennes, s'est qualifie un jour de­
vant moi de greffier du stendhalisme, titre trop modeste, il est 
vrai, mais par cela meme incontestable; sa revue: Le Divan, 
ses editions, les conseils qu'il sut dispenser aux jeunes cher­
cheurs Ie justifient. Dirais-je donc du Professeur Bandy qu'il 
s'est fait Ie greffier du baudelairisme? La Bibliographie qu'il 
a si soigneusement preparee et dont nous attendons tous avec 
impatience la publication,-ses recherches et ses decouvertes, 
Ie Bulletin baudelairien, enfin, voila qui m'autoriserait it lui 
appliquer Ie titre que se donnait Henri Martineau, a condition 
d'ajouter que ce greffier en chef est aussi un poete: poete parce 
qu'iI est l'ami de Baudelaire; poete parce qu'il est l'ami de 
poetes americains, et des plus grands, qu'il a connus ici meme, 
lorsqu'il etait etudiant a Vanderbilt University, et a qui il a 
fait connaitre Baudelaire. 

Cher Ami, nous pourrons bien tOt feter vos noces d'or avec 
Baudelaire: vous avez a votre actif pres d'un demi-siecle 
d'activite baudelairienne. Qu'il soit perm is a l'un de vos cadets 
de vous remercier de tout ce que vous avez fait et de tout ce 
que vous ferez pour Baudelaire et pour ceux qui aiment 
Baudelaire. Je pense aussi a la joie qu'aurait eprouvee notre 
cher Jacques Crepet en vous voyant ici, au milieu de vos livres, 
de vos fiches, de vos dossiers, soutenu dans votre action par 
vos coIIegues et tout particulierement par Ies plus baude­
lairiens d'entre eux: James Patty et Raymond Poggenburg. Je 
les vois un peu comme vos fils. Et, comme vous etes grand­
pere par Ie sang, vous ne vous etonnerez pas si je devine, dans 
une troisieme generation, de vos petits-enfants en Baudelaire, 
tel Jim WaIIace, qui a organise avec vous cette exposition. Un 
Centre ne vit pas seulement par ses archives, mais aussi par 
ceux qui savent les utiIiser. lei sont les documents, ici, les 
hommes, ici Ie maitre d'oeuvre. 

* 
* * 

Devant tant de richesses actueIIes et de possibilites, on re-
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trouve un vieux reve. Les etudes baudelairiennes, comme tous 
les autres ordres d'etudes, ont besoin d'une organisation. Je 
m'explique. Nous sommes nombreux, de par Ie monde, a nous 
occuper de Baudelaire. II arrive que nous ne no us connais­
sions pas tous; il arrive surtout que deux chercheurs travail­
lent sur Ie meme sujet en s'ignorant--et nous voulons croire 
que cette ignorance est, en general, involontaire. Certes, les 
resultats, parfois, sont difficilement comparables, bien que 
l'objet soit identique. A chacun selon son talent. Neanmoins, 
que deux personnes travaillent en meme temps sur un meme 
objet, c'est la une solution difficiIement acceptable. Mme 
Marthe Putter, la femme de notre com~gue Irving Putter, avait 
consacre sa these de doctorat a Baudelaire poete de Paris. Le 
resultat en a ete annule par la publication de la these de docto­
rat d·Etat de M. Pierre Citron, La Poesie de Paris de Rous­
seau d Baudelaire. L'ignorance etait reciproque. Le temps 
perdu est irrevocablement perdu. 

Je me suis inutilement eleve contre ces doubles emplois, 
contre ces vaines concurrences, dont existent bien d'autres 
exemples. II y a quelques annees, par une lettre adressee au 
secretaire general de l' Association Internationale des Etudes 
Fran<;aises, j'avais demande que cette Association constituat 
un fichier, non seulement des theses en cours, mais aussi et 
plus generalement de tous les travaux en cours. On me prit 
pour un dangereux trublion et l'on me renvoya a l'UNESCO, 
qui a sans doute d'autres taches a remplir. Au fond, j'avais eM 
trop ambitieux. Je me demande maintenant si, en considerant 
chacun des grands auteurs, il ne serait pas possible d'obtenir 
des resultats limites mais certains. Le Bulletin baudelairien a 
deja publie quelques indications sur des travaux en cours. Ne 
serait-il pas possible d'enregistrer ici tous les projets de tra­
vaux baudelairiens en un fichier systematique qui permettrait 
de signaler a tel chercheur que tel autre s'est deja annonce 
pour Ie meme sujet et que tel autre encore travai11e dans un 
canton voisin? Bien entendu, ces avis ne sauraient avoir aucun 
caractere coercitif: nos etudes sont des etudes liberales. 

De ce fichier con<;u a la fois comme un fichier de noms et 
comme un fichier de sujets naitrait, par difference, la constata­
tion que des plages de sujets restent veuves et vacantes, qu'elles 
attendent des visiteurs. Organiser, c'est aussi prevoir. Vous 
me repondrez par un proverbe franc;ais, it savoir que les con­
seilleurs ne sont pas les payeurs. J e vous repliquerai que nous 
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sommes plusieurs du cote europeen, a vouloir payer de notre 
personne. 

D'autant que nous allons creer en Suisse, Marc Eigeldinger, 
Robert Kopp et moi, une publication qui appartiendra a la 
categorie de ce que les bibliothecaires appellent des series. 
Cette publication sera intitulee: Etudes baudelairiennes; elle 
sera editee par La Baconniere a N euchatel. Les Etudes baude­
lairiennes n'auront pas de periodicite fixe. II est prevu de 
donner un volume environ tous les ans. La formule implique 
egalement l'elasticite dans l'etendue des contributions: un 
volume pourra etre entierement cons acre a une these, par 
exemple; un autre volume, a une serie d'articles plus longs 
que ceux que l'on trouve d'ordinaire dans les revues. Enfin, les 
Etudes baudelairiennes publieront des comptes rend us, con­
stituant une bibliographie selective et critique. 

·lci s'impose donc une liaison, je dirai plus: une collabora­
tion avec Ie Bulletin baudelairien, dont il est souhaitable finale­
ment qu'il offre une bibliographie integrale, completant se­
mestre apres semestre la Bibliographie de M. Bandy. 

II est dans nos projets de publier la contrepartie de la CoJ'­
respondance generale, qui porte mal son titre. Les lettres adres­
sees a Baudelaire se trouvaient jusqu'alors dans Ie Baude­
laire d'Eugene et Jacques Crepet, et dans Ie Bulletin du Biblio­
phile. Beaucoup sont encore inedites. Nous nous emploierons 
ales regrouper. 

Restent les lettres de tiers ou Baudelaire est cite, comme 
cette lettre de Fantin-Latour a Whistler que Felix Leakey a 
decouverte sur une indication de W. T. Bandy. Pensons aussi 
a l'immense travail de depouillement des correspondances 
echangees entre Poulet-Malassis, Charles Asselineau, Charles 
Monselet, Hippolyte Babou, etc., dont les mentions relatives a 
Baudelaire offrent pour la connaissance de la vie et de l'oeuvre 
de celui-ci des elements d'une valeur souvent insoupc;onnee. Le 
Bulletin baudelail'ien comme les Etudes baudelairiennes pour­
ront s'ouvrir a leur publication, en operant regulierement une 
recension par scripteur, par destinataire, par sujet et par date, 
sous la forme d'index et de tables. Ainsi pourra se completer 
la chronologie elaboree par notre ami Raymond Poggenburg 
et dont no us souhaitons la publication. 

Une bibliographie, une chronologie sont les premiers ele­
ments d'un Corpus baudelairien. Felix Leakey prepare lente­
ment, avec la conscience et la judiciaire qu'on lui connait, une 
chronologie de composition des oeuvres de Baudelaire; elle 
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sera tres differente de la chronologie de publication et fort 
revelatrice de la volonte de perfection caracteristique de Baude­
laire aussi bien que de ses epoques de vitaIite creatrice. 

Quelques mois avant la mort de Jacques Crepet, j'avais 
montre a celui-ci Ie Petit Dictionnaire stendhalien redige par 
Henri Martineau. Jacques Crepet en avait vu tout l'interet, 
et nous avions mis en chantier un repertoire du meme ordre. 
Un Dictionnaire baudelairien nous serait, en effet, bien utile. 
Ce projet n'est pas abandonne; Robert Kopp s'y est associe. 
Mais les milieux baudelairiens sont si divers que la aussi une 
collaboration est souhaitable. Tel connait Trapadoux, tel autre 
Babou, tel autre Jean Wallon. Nous serions heureux de col­
laborer avec ceux qu'interesserait ce projet. 

n nous faudra de plus, a nous tous qui travaiIlons loin des 
gites des manuscrits, un recueil de fac-similes, encore que Ie 
meilleur fac-simile ne vaille jamais l'examen du manuscrit, 
dont la texture, Ie filigrane, Ie premier mouvement du gra­
phisme sont parfois revelateurs. 

Et un repertoire des images, des cliches employes non seule­
ment par Baudelaire, mais aussi par ses predecesseurs et ses 
contemporains. C'est la une idee de Robert Kopp, deja mise 
en application dans son edition des Petits Poi!mes en prose. 
n lui revient de l'exploiter plus avant. 

Enfin, ce propos, qui s'est voulu avant tout philologique et 
bibliographique, ne serait pas complet, si, comme beaucoup, 
je ne souhaitais Ie prolongement des repertoires qui nous ont 
ete donnes: celui de W. T. Bandy, Baudelaire judged by his 
contemporaries, qui embrasse les textes publies sur Baude­
laire jusqu'a la mort de celui-ci; celui d' Alfred Carter dont Ie 
Baudelaire et la critique fran~aise a trait aux annees 1868-
1917 (date a laquelle l'oeuvre de Baudelaire tomb a dans Ie 
domaine public). Un prolongement depuis 1917 dans Ie do­
maine. de langue franc;aise; des prolongements, dont certains, 
je crois, sont en cours, dans d'autres domaines linguistiques: 
les domaines anglais et americain, Ie domaine allemand, Ie 
domaine espagnol et surtout hispano-americain, les domaines 
italien, slave et meme japonais, pour ne mentionner que les 
plus importants, voila des taches nombreuses. La matiere s'en 
trouve rassemblee ici, a Nashville. 

n n'est pas necessaire d'etre hegelien pour croire que l'his­
toire englobe tout, y compris la poesie qui se fait aujourd'hui 
et qui se souvient de Baudelaire. Un vrai historien de la lit­
terature, et soucieux du present, sait qu'il n'y a pas un seul 
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Baudelaire. Baudelaire, c'est chacun de ses lecteurs, et singu­
lierement ses lecteurs qui sont aussi des poetes. La fortune de 
Baudelaire, l'histoire des lecteurs de Baudelaire, c'est aussi 
l'histoire de Baudelaire. 

II n'est pas necessaire non plus d'enseigner la philologie 
pour croire qu'au plus beau sens de ce terme, Ie retour au 
texte est un strict devoir. Valery a exalte la valeur feconde 
de certains contresens. C'etait Valery. Et pourtant son ex­
plication critique de Recueillement laisse une impression de 
gene. Sartre a ecrit sur Baudelaire un livre lumineux, fre­
quemment attaque par la critique spiritualiste. Quel dommage, 
cependant, qu'il ait fait si belle la part it cette "felure" que 
Jules Buisson avait cru voir en Baudelaire! Sartre ne s'est pas 
livre it la critique du temoignage; il n'a pas reconnu en Buis­
son un reactionnaire qui n'avait plus que dedain pour un ami 
de jeunesse. Cette "felure" n'est pas celle de Baudelaire; c'est 
la faille du livre de Sartre, d'aiIIeurs si interessant pour pene­
trer l'homme Baudelaire. 

Historiens, bibliographes et philologues, nous sommes au 
service de Baudelaire et meme des Baudelaires qui ont existe, 
existent et existeront,-au service de la critique soucie use de 
respecter les textes, de connaitre les documents, qU'elIe soit 
ancienne ou nouvelle. 
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